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INTRODUCTION

Thecultureand history of Indiaisdynamic, uniqueand intriguing. It isamongst thefirst
civilizationsto have comeinto existence. Historical recordstrace the beginningsof this
grest nationtothelndusValey Civilization, whichwasoneof theoldest known civilizations
intheworld. Someof themost striking aspectsof thediscoveriesinthelndusValley are
the town planning and architecture, art and crafts. Much has been known about the
town planning and architecture of the Harappan civilization. Thecitiesboasted of well-
planned roads (wide and strai ght) and houses provided with an efficient drainage system
and ventilation. Following the decline of the Indus Civilization, Aryan tribesmigrated
from the north-west frontier into the Indian subcontinent during the second millennium
BC. TheAryanssettled inthe middle GangesRiver valley.

Contactswith Central Asian people between 200 BC and AD 100 brought to
Indianew methods of coin making and scul pture making. Many schoolsof art emerged
in India, such as Gandhara School, M athura School and Amravati School. Gandhéra
style of Buddhist art is a consequence of merger of Greek, Syrian, Persian and
Indian art traditions. The development of thisform of art started in Parthian Period
(50BC-AD75) and achieved its peak during the Kushana period. Mathura school of art
is regarded as a centre of ancient Indian art. The period of Mathura school of art
coincided with therule of the Kushanas. Thisschool aso reached the zenith of success
during thereign of the Kushanas and expanded further in the Guptaperiod. The artists
of Mathuraschool of art created scul ptureswhich areimmortal inthe history of artin
India. Amaravati school of art and scul pture evolved during the Satavahana period.
Amaravati School iscredited with depicting Buddhain thehuman formfor thefirst time.

Inthe4th and 5th centuriesAD, northern Indiawasintegrated under the Gupta
Dynasty. During this period, which is often referred to as the Golden Age of India,
Hindu culture and political administration attained great heights. The Guptaperiod
witnessed abrilliant development in thefields of architecture, scul pture and painting.
Their rulewitnessed aculmination of earlier tendenciesand style and the beginning of
new style and techniquein thefield of architecture.

The book, Aspects of Ancient Indian Art and Architecture, iswrittenin SIM
(Self Instructional Material) format for Distance Learning. Each unit startswith an
Introduction and Objectives. Then, the detailed content i spresented in an understandable
and organized manner. Each unit has Check Your Progress questions to test the readers’
understanding of thetopicscovered. A Summing Up alongwith alist of Key Termsand
a set of Questions and Exercises is provided at the end of each unit for effective
recapitulation.
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1.0

INTRODUCTION

The Indus Civilization is one of the three civilizations in the *Ancient East’” which along
with Mesopotamiaand Egypt wasthe cradle of early civilizationin the Old World. It
was christened the ‘Indus Civilization’ by British India’s great Director General of
Archaeology, Sir John Marshall. Theterm Harappan Civilization hasal so been applied
to these people sincetheir remainswerefirst discovered from the city of Harappaon

theleft bank of theriver Ravi in Punjab.
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Fig. 1.2 Stesand Interaction Network of the Harappan Age

Generaly, theHarappan Civilizationisdivided into three stages. the formative period or
the ‘Early Harappan’, the *“Mature Harappan’ and the period of the abandonment of the
cities and the termination of writing and crafts or the ‘Late Harappan’. The division has
been made keeping in mind the devel opment and the condition of the Harappan cities.

In the literature of Archaeology, the remains of the sites of Harappa are often
named as ‘Mature Harappan’ which signifies the times the urban centres, crafts and
trade of the civilization flourished. The time period of Mature Harappan is often
dated from 2500-1900 BC. Itsremainstraces evidences of long distance trading with
Mesopotamia, Central Asiaand even with countries near the Red Sea.



Inthisunit, youwill learn the dynamicsof the Harappan people and see how they
havetransited asmall cultural settlement of arural areainto an urban civilization. Also,
youwill learn about the scul pture, art, architecture and thereligiousbeliefs of the people
of that time. Inadditiontothis, you will also find the answer to the question of why their
drainage system is still referred to as ‘one of the best drainage systems in the world’.

Earlier, thiscivilization wasnamed asthe Harappan Civilization asarchaeologists
found theartifactsin Harappaand itsnearby areasbut eventually it was discovered that
the civilization was settled all over the Indus Valley and so it was named ‘Indus Valley
Civilization’. However, lately archaeologists have found that the settlement was not only
confinedto IndusValley Civilization but spread in the nearby areasalso and sofindly the
name had been changed again and renamed the “Indus Civilization’.

The Indus Civilization extended from today’s northeast Afghanistan to Pakistan
and India. Its centre lies in the middle of major river systems like the Indus and
Ghaggar Harkarivers. TheIndus, one of the greatest riversof As a, flowsthrough the
valley, passing the Himalayas and coursing through avast dry area before emptying
into theArabian Sea.

The Harappan peopl e used gold and silver but mainly they relied upon copper
aloysi.e. copper mixed withtin, lead or arsenic. Bronze, atype of copper alloy, was
essential for tools of production used to manufacture several handicrafts and aso
help in agriculture. Thisiswhy Indus Civilization is a so known as the Bronze Age
Civilization. A few historiansbelievethat Indus Civilization originated in 6500 BC as
they believethat the earliest buildingswere built at that time.

1.1 OBJECTIVES

After going through thisunit, you will be ableto:
- DiscussthelndusCivilization
- Describetheart and architecture of the Harappan people
- Identify scul pturesfound at some of the main Harappan sites
- Discussdifferent types of scul ptures made of terracotta, stone and metal
- Explainthetown planning and drainage system of the IndusValley Civilization
- Describe sedl's, beads and other processes of manufacturing artifacts

1.2 ORIGIN OF THE INDUSVALLEY CIVILIZATION

Theorigin of theIndus Civilizationisamystery for archaeol ogistsand historians. Itisa
puzzlewhich still missesafew piecesasthedateof originof thecivilizationisstill unknown.

Theearly devel opmentsin agriculture and animal-rearing aretraced back to 6500
BC. Thevillages of the countries before 2600 BC were found not only on the Indus
plainsbut alsointheriver valleysamongst the mountains of Baluchistan.

Oneof themagjor problemswith thelndusCivilizationisitsscript. Theonly sources
through which we can know about the Indus Civilization are archaeol ogical artifacts,
mainly because the script has not been deciphered asyet. However, afew historians
have claimed to have deciphered it and matched it with pictographs and computer
languages, with afew comparing it with other spoken contemporary languages.
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Asmentioned above, dueto the non-decipherment of the script of Harappa, the
historiansare compl etel y dependent upon other stray materialsand evidencesto study
theorigin of thecivilization. Thediscovery of therich archaeol ogical artifacts(whichwe
will discussin detail) wasthefirst major breakthrough for the archaeol ogists. Thefirst
accountsof the Indus Civilization come from written textsin southern Mesopotamia
from about 2400 BC and in these recordswefind that they refer to thisregion asthe
land of ‘Meluhha’. Synchronismswith Mesopotamiaand radio-carbon dating of numerous
materialsfrom Harappan sites have hel ped archaeol ogiststo confirm the time bracket
2600-1800 BC asthe period for the Mature Harappan period.

On the eve of its discovery, Indus Civilization was called the ‘Indo-Sumerian
Civilization’ by Sir John Marshall asIndus-style sealswere present in M esopotamia
and southwestern Iran but soon thisincorrect notion was dropped.

According totheArchaeological Survey of India, 1861 marksthe beginning of
official archaeological research intheregion with thefinal naming of thecivilization
occurringin twentieth century. But understanding on the Indus Civilization haslagged
behind and so, we will also discuss the waysin which archaeol ogists have met the
challenge of reconstructing the civilization without the aid of written records.

In 1829, Charles Masson recorded the presence of archaeological sites and
monumentswhich were published in three volumes detailing the ancient settlements
and ruins of Harappa. Clearly, Masson was impressed with Harappa’s massive size
and its several high mounds.

Later, Alexander Cunningham visited Harappaand saw the massivewall which
he mistook as a Buddhist monastery, and planned to return to the site and conduct
excavation. Later in hislife, he published a brief account of his investigations and
illustrated various artifactslike stonetools, pottery and small objects. The sealsfrom
Harappa confused him asthey bore awriting that was certainly not Indian and thus,
was foreign to India. Other than Cunningham, Masson and Marshal; several other
historians excavated and worked on Indus Civilization like R.D. Banerji, DayaRam
Sahni and Mortimer. And it was Daya Ram Sahni and R.D. Banerji who were quick
to realize (after the excavation of Mohanjedero) that these sites i.e. Harappa and
M ohenjodaro represented the same culture.

How Mohenjodaro got itsnameisvery interesting. The peoplewho lived near
theregion, mainly Sindhi population, thought it to bean old burid siteand so they named
it Mohenjodaro which means the *‘mounds of dead’. The sites of Harappa are found in
Sind, Makran, Baluchistan, Punjab, Haryana, north Rajasthan, Kathiawad, Kutch and
Bandakhstan inthe modern states of Pakistan, Indiaand Afghanistan.

Before the actual excavation, there was an interesting story mentioned in the
folklores of the people who lived near Harappa to explain the ruins of Harappa,
especialy aruined castle built on mounds. They believed that it wasa castle of an evil
and cruel spirit which wasburnt by God asaway of punishing the spirit.

Now wewill discussthe geography of the Indus Civilization.

1.3 GEOGRAPHICAL EXTENT

Inthissection, wewill discussthe geography of the Indus Civilization and the present
preciselocations. The Indus Civilization was spread over an areaof approximately one
million squarekilometres. Asmentioned earlier itisoneof themost expangvecivilizations



becauseit coversregions of present Afghanistan, Pakistan and India. Here, itisvery
important to understand the geographical extens on of the civilization because knowing
about geography will help you to comprehend their living conditions.

Theprincipal regions of the Indus Civilization are Baluchistan and the North-
West frontier, the mountains on eastern end of the Iranian plateau which alsoincludes
the plains of the Indusvalley, Punjab of Pakistan and India, Haryanaand the Ganga-
Yamuna doab. The people of the Indus occupied the northern and western areas of
Thar Desert in Rgjasthan and also, the sandy north Gujarat plains, Kutch and the hilly
savannas of Saurashtra

Western domains depended upon winter Westerlies for rain, which brought
snow to the mountai ns of Bal uchistan and the North-west Frontier and rain to Punjab
and north-western India.
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Fig. 1.3 Geographical Extension of the Harappan Civilization

Sinceweareintheareaof the IndusCivilization, it isvery important to understand
the geographical location of the IndusRiver. Asmentioned earlier, Indus River flowed
through the Valley, passing the Himal ayasto the dry zonesand emptying itself into the
Arabian Sea. Thealluvium from the Indus River isvery fertile and isrenewed every
year.

Several scholarsattained the channel history of the IndusRiver by identifying the
channel, studyingitsshape, direction, and preservation. It isasad truth of Indian history
that after thedivision of India, all important and major sitesof theIndus Civilization have
become apart of modern Pakistan and the siteswithin Indiaare Kalibangan (modern
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day Shriganganagar, Rgjasthan); Lothal and Rangpur (Ahmedabad, Gujarat); Surkotada
and Dholavira(Kaihha, Gujarat); Rakhigarhi (Punjab); Mitathal (Bhiwani) and Banavai
(Ropad).

1.4 TOWN PLANNINGAND ARCHITECTURE

Town planning isone of the main characteristics of the Indus Civilization and inthis
section we will discussthetown planning of Induscities. Firstly, wewill go through
anoverview i.e. the generalized planning and later, we will analyse each of thecities
in detail. Architecture is a major part of town planning and hence, it will also be
discussed | ater in this section.

Fig. 1.4 Ariel View: Town Planning of Mohenjodaro

1.4.1 City Plans and Physical Layouts

Each city of the Indus Civilization was well-planned and enclosed by walls. The
north-south, east, west of the city of Mohenjodaro showed dight divergences. Thedigging
at Mohenjodaro hasunearthed remainsof housesrunning almost seven metresin depth,
and perhaps, the older remainslie below the water table. All the evidence pointsto a
stability of the urban economy at thislocation. Although it had agrid-like plan some
streetsran parallel tothewallsthat circled partsof thecity.

Thebrilliance of thetown plan can be seen from thefact that citiesweredivided
into separate sectors. There was a division of high and low towns, which has been
observed at M ohenjodaro and Dholavirabut not at Harappa.

At Dholavira, the high ground isalong the north-west, wherethe castleand Bailey
(namesgiven by the excavator) werelocated. High partsof thetown sat prominently at
the north-west which iswhy high ground was| ocated along the north-west. Additionally,
the high part of thetown wasdivided by wallsto separateit from thelower town.

Thecitiesof Mohenjodaro and Harappamainly consisted of residential areas.
Thebaked brick resdentia structuresat Mohenjodaro were connected to their neighbours



by shared walls. A few houses contained a courtyard and one or two sleeping rooms.
The housesweredifferent in sizewhich signifiesthat it wasanon-egalitarian society.

Mortar isfound at M ohenjodaro which isbelieved to be used to bind brick and
stone together. Quicklimewas also found in abead factory at Lothal.

1.4.2 Non-residential Sructures

When thethree citiesare compared, therearesimilaritiesand differencesin theplanning
of non-residential buildings. At Harappa, there were non-residential structuresonthe
west and northwest of the city.

At Mohenjodaro and Dholavira, they were located in the el evated sections of
towns. The el ghteen metres high mound of Mohenjodaro whichisestimated to spread
over eight hectares contains a large building (structure) containing a colonnade
surrounding a sunken pool. It is referred to as *“The Great Bath’ or “The Granary’—
based upon the presence of a possible wooden staircase or ramp for moving grain.

Wheeler, in 1968, identified a building as ‘College’ which consisted of small
cell likerooms. A structure hasbeen discoveredin the north-west of the site named as
‘Stupa’. Another building was named a ‘monastery’ by Marshal and R.D. Banerji.

1.4.3 Public Works

Public works are one of the most innovative aspects of the Indus Civilization as
Harappan engineers specidized in many innovationsdesigned to control waste disposal
and to prevent encroachment of floodwaters on buildings which could, otherwise,
result intheir destruction from arising saline water table. Probably not until thelater
Roman period, did people derive so many clever construction techniquesto deal with
comfortsand discomforts.

Oneof themajor features of the Harappan civilization, whichisconsidered to be
their invention, wasthetoilet. It wasbuilt of baked bricksand probably wood. More
numerousthan toilets, since only afew toilets have been found till now, werebathing
platforms. They were built either as separate rooms or in the corners of multipurpose
rooms. Most were built-in platforms; some had stairs and platforms above them to
support bathers who were showering. All the used water then flowed into elaborate
sewage systems.

1.4.4 Drainage System and Waste M anagement

It is aways said that the drainage of the Indus Civilization was more advanced as
compared totoday’s drainage system and it is referred to as “the best drainage system
in the world’. Sewage drains included outlets for each house that spilled out into drains
that ran a ong the edge of the streets or into sump pits. At Mohenjodaro, the streetsand
lanesinall of the nelghbourhoodswere provided with drainage. Thehouseswere provided
with thefacility of management of waste water with intramural drains, vertical drain
pipesinthewalls, chutesthrough wallsgoingto the streets, and drainsfrom bathing
floorswent into the street drains. In areaswhere two or more drains met, cesspitswere
built to avoid lagging. Solidswould sink to the bottom and liquidswould flow into alarge
system of drains.

Large ceramic vessel sal so were placed in househol d courtyards asareasonably
inexpensive means of collecting waste from various household activities. Thewalls
wereraised using bricks so asto reuse the drains. Mostly, drains were covered with
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brick or stone asthey were under the street or the ground. The most common cover was
simply an ordinary baked brick laid flat acrossthe sidewalls, although brickslaid onan
edge acrossthe channel were al so well-decentred.

Fig. 1.5 A Drain of Mohenjodaro

Drains were mostly hidden underground, out of the way of the traffic. Water
frominside the houseswas|led into astreet drain, but there were other facilitiesalso
like brick lined cesspits and pottery jars embedded along the streets to collect the
sewage from the houses. But clearly, it was important for the water from bathing
floors to be moved out through the outlets of the individual houses so that it wasn’t
allowedto sink directly into theground.

1.5 SOME MAJOR SITES

Someof themajor sitesof Indus civilization have been discussed in thissection.
1. Mohenjodaro

Gregory L. Possehl in hisbook The Indus Civilization: A Contemporary Perspective
mentions Mohenjodaro as the epitome of all Mature Harappan settlements. The
activitiesoccurring at Mohenjodaro werethe essence of the Harappan lifeand ideol ogy.
When we view the architecture of Mohenjodaro, we cannot fail to be impressed.
Baked bricks were so well made and fired that they have retained their redness and
hardnesstill today, and they are free of cracks, chips and cavities. Mortar, that was
used to bind the bricks, was mostly mud whereas mud and gypsum mortar wererare.
Yet partsof somewallsstill stand five metres high. Buildingswere constructed out of a
judicious combination of mud brick and baked brick, wooden beams and raftersfor
upper storeysor roofs, occasionally brick and thatch for roofing. Sun-dried mud brick
and baked brick could beused aternatively inthe same building.



Fig. 1.6 The Great Bath of Mohenjodaro

2. Harappa

Harappaisthe old Mature Harappan city, with its settlement reaching back to 3800 BC.
Itislocated near the banksof the Ravi River where substantial agricultureispossble. It
stands amidst extensi ve fieldswhich were made productive due to canal sbuilt during
the colonial period. Few wellshave been found here but, like Mohenjodaro, buildings
wereraised onmud or brick platforms.

Archaeological discoveriesdating to the Mature Harappan have been found under
alluvium deposits around the city, and no one is certain of the city’s court size but it is
estimated to be aslarge astwo hundred hectareswith apopul ation density of about two
hundred people per hectare.

A number of round brick platforms constructed with four symmetric circles of
bricks, laid on their longer sides, with each platform of about 3.5 metresin diameter
with hollow centres, were used for pounding grain, according to Mortimer Wheeler,
but current excavatorsdo not agree.

Archaeol ogists have found over two hundred pottery items along with broken
tools, ash, charcoal, potsherds and occasional pires of slag or seeds.

When wetalk about the Indus Civilization, we come across areaswith theterm
‘citadel’ which means ‘large buildings’ like ‘ The Great Bath’ at Mohenjodaro. We
havefound similar citadelsin Harappa, the purpose of which has not been defined as
yet. The important artifacts which we have been found here are square Indus stamp
seals, on red painted pottery and carnelian beads, some of which wereetched. Thereis
aconsiderable use of baked brick. The Granary at Harappaisamajor discovery.

Fig. 1.7 The Granary at Harappa
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Harappaisan extraordinary place and much more about the Indus Civilization
can belearnt fromit. The continued excavations, by ateam of excellent archaeol ogists,
offer usnew and important insightsinto the Harappan and its successors.

SHIKARPUR
Plan of the Harappan mound and Fortification

BRI & R

- Ph Phase Il
i Structures

|
{
0
Structures [

B Ph1 &Il
L=t Egé L] rench
Eny Em, <
g
| Strictures Eml) b
Y Phl n Str, Phll &
Centre hearth
E

Brick paved
floor

Square

Str. Ph. 18l

Deep trench

[

Stock-pile of Phase Il &1l
lithic nodules tructures
Eod

e e |

internal ledge

]
1
"I
Str.remains  peep Trench
~

Possible Outer
Fortification ?

] 5 S0M

[]  Excavated Trenches
=1 Plan of fortification
B Excavated part of the mud-brick wall

Elevation of Valmiyo Timbo, Shikarpur e

Fig. 1.8 The Plan of the Harappan Site of Shikarpur

3. Ganweriwala

A third, unexcavated Induscity, Ganweriwaa, islocated about 50 kil ometres south-west
of Fort Derawarain the Cholistan Desert. It was discovered by the Mughal asapart of
their surveillance of theregion. It isabout eighty hectaresin size and seemsto have
been founded on virgin soil, just asMohenjodaro probably was.

Ganweriwalais amost as big as Mohenjodaro and is located almost exactly
halfway between Mohenjodaro and Harappa. In terms of locational geography, itis
perfectly situated within the Mature Harappan settlement grid as an urban centre.

4. Rakhigar hi

Rakhigarhi isalso known as Rakhishahpur. It isahuge mound in the Hisar district of
Haryana. In 1964, Suraj Bhan discovered Rakhigarhi. There are both Sothi-Siswal
and Mature Harappan occupations at the site.



The siteisabout seventeen metresin height. The southern face of themoundsis Sculptures of the Indus
rather abrupt and steep. The northern side slopesdown to the surrounding plains. The Valley Civilization
contoursof theside haveled the excavationto divideit up into five mounds. The size of
Rakhigarhi isestimated to be around el ghty hectares.

Occupation at Rakhigarhi began during the Early Harappan, Sothi-Siswal period,
although some Hakrawaresare present. The understanding of thisperiodisstill little.
Baked brickswereintensively used inthis period whichisvery unusual for the Early
Harappan. The bricks had graffiti marks on them, some signs of which are closeto
thosein the Indus script. A baked brick street drain wasfound, to which ahousedrain
was connected. The street drainisin the vicinity of afloor made of brickswith four
circular pits, perhapsdrying vats.

Several ‘unicorn’ seals have been found, along with a terracotta amulet with an
elephant on the front. Of particular interest is afaience cylinder seal, with the long
snouted Indus crocodile, the ghariyal, along with the Indus script. Assorted metal
objects, including those of copper-bronze, gold and silver, have been discovered as
well.

NOTES
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Fig. 1.9 Dholavira: Plan of Settlement

5. Dholavira

Thishas been animportant site of the Indus age which isbeing excavated by theASI
since 1989. This site was discovered by J.P. Joshi in 1967-68 on Kadir Island in the
central part of the Great Rann of Kutch spreading to 60 hectares.

Excavations have revealed that Dholavira has along sequence of habitation
that seems to begin in the Early Harappan — Mature Harappan Transition (2600 —
2500 BC) and extends to the early period of the second millennium. R.S. Bisht, the
Director of the Dholavira excavations, had defined seven periods of occupation, or
stagesof the site.

The first two fall within the Early Harappan — Mature Harappan, and the final
two stages are post Harappan. The radiocarbon method does not seem to work well at
Dholavira, so the chronology for the siteisan estimate put together using comparative
methods.
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The houses there were built of moulded bricks. The pioneers know the art of
copper working, bead making and masonry and were careful planners of their
architecture. The settlement of Stage | waslocated in the vicinity of the citadel and
was surrounded by avery substantial fortification, which was 11 metersthick at its
base. Stage I saw the widening and strengthening of the fortification wall and the
enlargement of the settlement with construction to the north. The only fortification
wall wasfound to be plastered on the sides, and parts of it were covered with aveneer
of stone. At thisstage, theinhabitantsdisplayed an affinity for brightly coloured plasters,
which aretill preservedin thefortification wall of Stagell.

Theuse of the bright plaster continuesthrough Stagel 11, thenit isdiscontinued.
Thematerial culture of stages| and Il issimilar, but there was an increased number of
antiquitiesthat wererecovered in excavation. During Stagelll, Dholaviragrew from a
small settlement to alargetown or city with two setsof fortifications, separate districts,
and awater storage system of significant scale. This period marksthe raising of the
Citadel and Bailey. Painted Indusblack or red ware pottery and small finds, including
square Indus stamp reals, allow us to date this stage to the early Mature Harappan.
Some of the stamp seals from Stage 111 at Dholavira do not bear Indus writing, but
animal derivesare present. They could represent the early conventions of Indus seal
meaking.

Stagelll saw theclearing, levelling and pairing of an old Stage |l residential area.
Thiscreated an expanse of open ground that historians believewasaceremonia ground.
During Stagel 11, theinhabitantsof Dholavirainvested heavily in severa typesof hydraulic
facilities. Stage IV can be thought of asthe middle Mature Harappan. The city was
carefully maintained, including the monumental gateways, fortification wallsand the
drainage system. Of specia notein Stage |V isthe now famousinscription of tenlarge
signsof the Harappan script found face-down in achamber of the North gate.

All the classic Mature Harappan obj ectsincluding pottery, reelswith writing,
tools, loads and weights and other items of gold copper, stone, shell and clay are
found in abundancein Stage 1V.

StageV isthe beginning of the decline of the city. The urban core, Citadel and
Bailey, were not maintained. In contrast to this, the materia culture of Dholavira, for
e.g. the ceramics and reels, continue in their classic Mature Harappan forms and
styles. There was atemporary desertion of the site apparently for afew decades.

Thefollowing Stage VI presentsthe Harappan cultura traditioninaformthatis
widely seenin Saurashtra. The oncegrand city shrank to asmall settlement centered on
the Bailey and Castle and the southern portion of the middle town, where awall of
inferior construction wasbuilt. The houses show little continuity with earlier buildings
and arelaid out on adifferent plan. Thisrepresentsthe transformationsand devolution
of theIndus Civilization, with strong linksto thelate South Harappan and little contact
with Sindh.

Stage VI comesto an end after about a century, with the second abandonment
of the settlement. The duration of the second abandonment isnot known. Dholavirais
asplendid ancient city, filled with architectural achievementsthat were certainly not
anticipated.

6. Lothal

The ancient site of Lothal was atour of the Indus Civilization. The name could be
interpreted to mean ‘mound of the dead man’, the same as Mohenjodaro. Lothal was



discovered by S.R. Rao of theAS| in1954 who excavated therein thefoll owing periods:. Sculptures of the Indus
1954-55t01959-60 and in 1961-62, 1962-63. \elley Civilization

Lothal islocated near the head of the Gulf of Cambay in Gujarat, in the south-
eastern part of the Indus Civilization that would have been a frontier with India. NOTES
Lothal isin the southern-most of all the Sindhi-Harappan settlements.

Rao has claimed that L othal wasaport town of the Indus Civilization, acenter
of maritime commerce linking ancient India with Mesopotamia. Some scholars
postul ate that the large, brick-lined enclosure on the eastern side of the settlement
wasadockyard or harbour for shipsinvolved in commerce, but thishasbeen disputed by
others, including Thor Heyerdahl. Most archaeol ogistsfeel that thisenclosurewasan
ordinary tank for the storage of water.

Fig. 1.11 Lothal City

The settlement was divided into three districts—an acropolis, a lower town, and
thebrick-lined enclosure.

Onthe summit of the elevated mound isabuilding identified asawarehouse, as
well asalong building with bathing facilities and other structures of baked brick, a
striking feature of the Indusarchitecture.

Theelevated portion of the sitewasalso provided with abaked-brick lined well,
adrain and soak jars to take water from a building, the use of which has not been
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determined asyet. Theseareall characteristic Sindh-Harappan traits.

Tothenorth of thiselevated platform, were the domestic quarters of the town,
with private houses. No formal market facilities have been documented. Thewestern
lower town was amanufacturing area, only asmall part of which was excavated.

T A

e

| g ""'""T-I:

P L 0 g vy

Dirain

|
1

-

!‘|I||.|..E

) . -__..hl-.l-.-phlnlill-'l :
_-; s S| ] ]

R i Lt P e L v U e L ll“ﬁg
|
I

5_r\.'1l|II'IF.|q'ri'l_||l-l"-IIH.FH"II""-!I'-"u'Il-‘|'|‘l"l'l"'I""'h-'""r\'""‘lh A n 15 S Sy 2 2

-
=
]
=
-
=M -] -t
(LTI P 2

"

ol corn E fitramce PR e i R i
Fig. 1.12 Lothal Dock Yard

Lotha wasacenter of craftsmanship. The excavation reveal ed finished products
and waste material from a wide range of natural resources:. Copper, bronze, gold,
carnation, jasper, rock crystal and other precious stones, ivory and shell. Many of
these material swere associated with abead-making shop similar to theinstallation at
Chanhu-daro. Beadsbroken in the process of manufacturing and thedrillsused, arethe
same asthose used at Mohenjodaro, Mehagarah and Shahr-i Sokhtain Seistan.

Typical Indussea swerefound at Lothal, most of which were classics. A number
of more provincial glyptic objectswere present aswell. Perhapsthe most important of
thesewas aDilmun-type seal, which was a surface find.

The terracotta figurines of both humans and animals are simple, even crude,
unlike those from Mohenjodaro or Harappa. Five exampleswere found of miniature
animals. Bull, hare, dog, and abird headed pin. Theremainder of the materia inventory
includestypical Indusweights, triangular terracottacakes, model terracottacartsand
baked bricks. Bun shaped copper ingotsthat were also discovered, have parallelsin
Western Asia, but the metal implementsare purely Indusin character.



A small country to the north-west of the site contained anumber of interments, Sculptures of the Indus
twenty of which were opened. \elley Civilization

7. Kalibangan

Kalibangan, also known asPilibangan, isanother well-known Indus settlement. Itisa NOTES

two-period site with a Sothi-Siswal and Mature Harappan occupation. In Kalibangan,
wefind an inscription scratched on apot with one sign cutting another in such away
that it iscertain that the writing isfrom left to right.

Field ploughed in two sets of furriness at right angles to each other have also
been discovered at the south-west of the town wall. The Sothi-Siswal settlement is
surrounded by awall approximately 250 by 170 metre in length. Thefirst phase of
the wall was made of mud brickslaid to athickness of approximately 1.90 metre. A
second phase of construction brought the thickness of thiswall to three or four meters,
varying from place to place. The inner and outer faces of the “fortifications” were
plastered with mud. Only one entrance, at the north-west corner, was discovered,;
other entrances were probably destroyed by the late Harappans.

Direct evidence of cultivation wasfound in the form of a preserved ploughed
field, about 100 meters to the South of the Period | settlement. It was covered by
remains from the Sothi-Siswal occupation and consisted of alternating furrows and
hummersin the earth. Therewere oriented inthe cardinal directionsand haveaclose
ethnographic parallel in modern Rajasthan’s agricultural practices.

Fig. 1.13 Ste Plan of Kalibangan

When the Indus peopl ereoccupied Kalibangan, their ceramicsincluded many of
the shapesand fabricsof the Period | occupation. During Period I1, the high mound was
well fortified although the southern half was stronger than the north. The southern hal f
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of the high mound was equi pped during Industimeswith aseries of mud-brick platforms
on which “ritual structures’ were constructed. They are oval, plain, and sunken in the
ground, and lined with mud-plaster or bricks.

Most of the people lived in the lower town of Kalibangan. It was surrounded
by afortification wall. Thewall had three or four phases of construction, and it, like
the high mound, was plastered with mud and tapered from bottom to top. The
fortifications protected the town, which was laid out isa grid-iron plan, separating
different blocks of habitation. There were four streets running the full north-south
distance of the settlement.

A significant number of Indus stamp sealsand readingswerefound at Kalibangan,
including examples of both union and zebu motifs. A cylinder seal isof particular note.
There is a small mound about seventy-five metres to the east of the lower town at
Kdibangan. This has been designated as a ‘ritual structure’. Excavation showed a mud-
brick structure enclosing fire altarsmuch like the ones on the high mound at the site.

Kalibangan isone of the rare Mature Harappan siteswith atrue double mound
layout similar to Mohenjodaro. It is strategically placed at the confluence of the
Saraswati and Drishadvathi rivers and must have played amajor role as a station to
monitor overland communicationsof the Harappan people.

8. Kulli

Kulli isamound of about eleven hectares at the eastern end of the Kolwa Valley in
southern Baluchistan. The mound risesafew metersabovethevalley floor. Sir Aurel
Stain conducted asmall excavation at Kulli during his 1927-28 exploration of Credrosa.
Thereareno radiocarbon datesfor thissite, but datesfrom other siteswith Kulli remains
(Nindowari and Niai Buthi) indicatethat it wascontemporary with thelndus Civilization.
Thisdatingissustained by similaritiesin Kulli material to those of the Mature Harappan.
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Fig. 1.14 Kasota Qilla Mound, Kulli

Kulli pottery includesmany vessd formsidentical to those of thelndusCivilization:
dishes on stands, ‘graters’, some jars, and large storage vessels. There is also a great
deal of purely Mature Harappan plain red colour on the Kulli site. However, the Kulli



painting style, especially with the wide-eyed animals and fish motifs, is distinctive. Kulli’s Sculptures of the Indus
complexity representsthe highland expressions of the Harappan Civilization. Valley Civilization

9. Sutkagendor

Thewesternmost Indus siteis Sutkagendor, located inthe Dasht valley of Makran. Itis NOTES
near thewestern of the Dasth and its confluence with asmaller stream known asthe
Gajo Kaur. It is forty-two kilometres from the sea along the Dasht River route.
Sutakagendor was discovered in 1875 by Major E-Macklor, who conducted asmall
excavation there. Asapart of hisGedrosiatour, Stain camein 1928 and conducted a
small excavation. Daleswasat Sutkhagendor from 7th-20th October 1960, asapart of
hisMakran survey.

Stain found structures outside the northernwall of the enclosure, and therewere
other remains on the eastern side of the site, possibly only to the north. He found ‘cinerary
deposits one above the other’. The uppermost depiction proved to consist of two pots,
onestuck intheother.

Daesunearthed astructure built against thewestern fortification wall. Thiswas
made of both stoneand mud bricks, someof thelatter being rather large (fifty centimetres
long) and made without straw. A trench area near the eastern fortification wall
demonstrated that theinner face of thewall wasvertical. It isestimated that the outer
wall at thispoint would have been 7.5 metresthick at the base.

Stain noted the high number of flint blades, 127 of them, upto 27.5 centimetres
long, but with no cores. Stone vessels—one for example in alabaster—were found.
Arrowheadsin both chipped stone and copper-bronze were al so found. The copper-
bronze examples have parallels at M ohenjodaro. Stain aso noted the abundance of
worked-shell and afive onyx bead. The pottery istypical Indusred warein the usual
shapes, including the dish-on-stand and black-on-red painted wares. Absence of square
stamp seals of Mature Harappan style along with figurines, beads faience and clay
balls have been noted by Dales and other archaeol ogists.

Sutkagendor ismore or lessa pure Sindhi-Harappan sitein the Kulli domain.
Thereisno Kulli pottery mentioned in the reports of the site. It was not a part of the
IndusCivilization, snceitissofar fromthe seabut, it may have played aroleincommerce
between the Indus Civilization and the West.

10. Rojdi

Rojdi isanother well-known settlement of thelndus Civilization. It isstrategically Stuated
in the geographical center of Saurashtra, on the banks of the Bhadar River. Itisthe
regional centre of the IndusCivilization, one of thewell known south Harappan places.

Two large excavation areas have been created at Rojdi, the south extension and the
main mound. There was also a systematic excavation at an outer gateway and at an
isolated structureonthenorthern dopeof theste. All of thishasbeen very finely preserved.

The people of Rojdi built their houseswith mud walls. No brickswerefound,
baked or otherwise, in the excavations. No wells, bathing platforms, and associated
street drains, like thosefound at Lothal, M ohenjodaro and Harappawerefound either.

11. Chanu-daro

Chanhu-daroisone of the best-known settlements of the Indus Civilization. Today, itis
agroup of threelow moundsthat excavation hasfound to be parts of asinglesettlement
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Sculptures of the Indus estimated to have been approximately five hectares in size. It was excavated by
Valley Civilization Majumdar in March 1930 and again during thewinter field season of 1935-36 by Mackay.

The Indus occupation had buildings of baked bricks, paved bathroomsand acivic

drainage system that ‘was aswell thought out and doubtless, quite aseffective asthat of

NOTES the larger city (Mohenjodaro)’. Some buildings were grouped along a wide street that
ran north-west to south-west but was cut by at |east one thoroughfare comingin at a
right angle. This attention to town planning wasn’t seen in the upper most Indus levels.

Mound Iil 1§

.u Bead Faclory Al |

Fig. 1.15 (b) The Great Cutting at Chanhu-daro
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A bead factory and furnace are the most interesting features of thisoccupation.
The furnace was used in several ways, ‘including the glazing of steatite, priding heat to
bring out thered colour of carnelian and preparing stonefor better clipping, aso apart of
the bead-making process’.

Therearetwo copper-bronzetoy vehiclesfrom Chanhu-daro. The human figurines
arevery much likethose at M ohenjodaro. Chanhu-daro seemsto have agreater number
of bird figurinesthan other Mature Haragppan sites. Perhapsthe most interesting figurines
arethebullswith single hornsand true unicorns.

1.6 ART AND SCULPTURE

Thestudy of theart of the Indus Civilization hasnot been fully devel oped, makingit one
of themost important areas of improvement, intermsof scholarship, for thiscivilization.
Thereisamodest amount of human scul pturesfrom the Indus sites, mainly Harappa
and Mohenjodaro. But there are no examples of life-sizeworks of art from the Indus
Civilization.

The Harappan culture and its symbolic world were peopled by animals, often
untamed ones. Bones of wild animals occur at town sites and numerous clay
representations have al so been found. Also, the best glyptic art, isthe carving on stone
sedl sthat represent animals. For aglimpse at the Harappan artistic expression, webegin
with representations of nature, animalsin particular. Some pottery depictsfoliage, the
strutting peacock or domesticated deer with its head turned back towards a stylized
tree.

Carvings of animalsin intaglios reverse relief on the steatite seals are often
superbly executed. Thetiger, elephant, rhinocerosand bull arethe most widely rendered
of all animals. Threedimensional representationisin clay and faienceand to alesser
extent, in stone and bronze. We may also note that to the exception of afew seals,
mainly from Mohenjodaro, Kalibangan and Harappaand afew pointed parts, artistic
representation is overwhelmingly of single subjects or animals or birds rather than
that of “scenes’ or narratives.

Animal figurinesare often of rough workmanship and carelessin detail likethe
misjudgement of the length of an animal’s tail. Many are made of clay and faience.
Ramsand squirrelsarefrequently made of faience and are small enough to be used as
amulets. The rough hide of a Lothal horse compares favourably with figures from
M ohenjodaro; athough the fleeceisnot depicted, the horsesare well-modelled. There
are no figurines of the domestic cat or cow. We have also found a buffalo in bronze
about seven centimetres long, and a bronze goat on along projection with twisted
hornsboth being miniatures. They werefoundin Mohenjodaro, theformer, specifically,
wasfound inthe Citadel.

1.6.1 Human Sculpture: The Red Jasper Male Torso

One of the best known art objects and al so the most controversial from an Indussite
isthe Red Jasper Torso found by Vats at Harappaduring the 1928-29 period. Thefind
wasmadein thevicinity of the circular brick threshing floorsto the south of the Great
Granary and was ascribed by Vatsto Stratum, the modern period 3C.
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Fig. 1.16 Red Torso from Harappa

The pieceis9.5 centimetreshigh, broken at thelegswith both the head and arms
missing. Itisastriking frontal nude. The genitalsseem to have been carefully modelled,
although they have been defaced. Thistorso wascarvedinanatura, well rounded way
with therefined and wonderful truthful modelling of the body parts.

Thereareholesfor the attachment of the head and thearmsbut none are apparent
for thelegs. Prominent circular indentations, probably made by atubedrill, arelocated
on the front of each shoulder. Their function is unknown, but it has been suggested
that they could berelated to the way a garment might have been affixed to theoriginal
sculptureor for theinlay of ornaments. Vatsinsisted from the beginning that the piece
should be attributed to the Mature Harappan. According to Marshall, “They are, without
exception, archaic, crude and lacking in anatomical detail and thework of the scul pture
is possession of an advanced technique.’

1.6.2 Gray Stone Torso of a Dancer

The broken torso of amale dancing figure, made of dark grey stone, has been found
by D. R. Sahani during hisexcavation at Harappa. Thistorsois9.9 centimetershigh,
with the head, arms and legs all missing. Much of the scul pture from Mohenjodaro
wasdescribed just asit was excavated, in the preliminary reportsthat were published
annually throughout the field season of 1936-37.

Thelegsare broken but there are holesfor armsand for the head. It isposed as
adancer, theright leg of theimageisfirmly fixed but theleft legislifted in movement.
Holes are made on the back of the neck to probably hold hair. It seemsthat thefaceis
looking directly at the ground. The torso is excellently twisted which gives the
expression of movement.

Wheeler disputed the period of its construction. Wheeler shared Marshall’s view
that this scul pture has some peculiar historical linkswith the Dancing Shiva. Butitisa
credibleinterpretation of the dancing figure. Definitely thisscul ptureisfull of lifeand
spirit and could be placed at the zenith of Indusart.



Fig. 1.17 Gray Stone Dancing Sculpture from Harappa

1.7 ART AND CRAFT

Indus Civilization had avery vast field of crafts. Different techniques were used to
produce various objects which were considered to be precious or uncommon. The
production of craftsmade amajor contribution to the agro-pastoral and craft-producing
economy and contributed to the overall expansion of diversity in production.
Documentation of these crafts has been atopic of long-standing interest in Harappan
studies.

Among thefactors considered for specific specializationsinthisfield, arethe
natural resources used in manufacturing and thelevel of skill and technical knowledge
required to produce objectsfrom agiven raw material. But here we will discussthe
raw materials and the produced goods. Producing ceramics was one of the most
basic and one of the most important utilitarian crafts. Ceramics served a variety of
functions that included acting as containers for liquid and dry food and aiding in
storage and transport of products over long distances. Among the 100 plus varieties
of pots known from Harappan contents, majority were used for ordinary pursuitslike
cracking, serving, eating and bathing.

Natural clayswerereadily availablein most regionsof thecivilization. A variety
of techniques were required to decorate their pottery in colorful and exotic ways by
employing alimited range of pigments, some of which may have been procured from
some distance, while otherswerelocally available in water sediments. In additionto
using clays for vessels, the Harappans produced many body ornaments from clay
amongst which arm bangleswere the most ubiquitous. Beads and bangleswere made
from avariety of materialsthat required different levelsof technical expertise. Simple
terracotta bangles were produced by forming narrow strips of clay and firing them.
Stoneware bangle production wastruly innovative becauseit took advantage of known
techniques such asrelating and processing specially refined claysand reductionfiring.
With minimal changes, pottersaltered conditionsin kilnsand created an entirely new
product.
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Fig. 1.18 Different Ornaments

1.8 RELIGION AND ART

Artisawaysrdigiousin nature. ThelifeintheIndian Harappan Civilizationwasclosely
linked to natural powers, andthislink isrevealed in several artifactsand remains. John
Marshall wasa pioneer historian who worked on thereligiousbeliefsand activities of
thiscivilization. Inthe context of Harappan Civilization, religion can be defined asan
ingtitution devel oped to honour theworld of deities, the principlesof which are believed
to betrue by the adherentsand it could not be proved or disproved. No doubt, every
resident of thiscivilization had very sophisticated religiousbeliefs.

Fig. 1.19 Terracotta Figurine of Female Goddess: Matri Devi



1.8.1 Human Figurines

The terracotta human figurines of Mature Harappan phase varied in style, size and
theme. There are three types of figurines. Male, female and those of indeterminate

gender.

Many other figurines are discovered with exaggerated collars. Others from
Mohenjodaro havetightly fitted neck ringsor chokers. Thereisapossibility that there
could have been acommunity in Mohenjodaro which considered long necksasamark
of beauty and for achieving the same, they practiced artificial means.

Fig. 1.20 Terracotta Female Figurines

A very common and omnipresent figurine of the female goddess, Matri Devi, is
found inmost Indus sites. Terracottafemal efigurinesweremade either intheform of a
toy or for offerings or perhapsas cult imagesfor household shrines.

Marshall found broad parallel swith the mother goddess cult in Baluchistan (the
north-west frontier, modern day Pakistan).

The evidence for mother goddessesin Harappan Civilization isnot robust and
they might be multifunctional. The peculiar point isthisthat female sexuality isdeeply
engrained in thisreligion and ideology, and attention ispaid to this point.

The evidencefor malegodsislessambiguous. Sir John Marshall found astriking
resemblance of Indus female figurines to cult images used in household shrines of
modern villages of India with which he was familiar. Marshall’s view complemented
awidespread belief of *“Matri Devi’ (Nature Goddess or Fertility Goddess). This idea
was based on so called *Stage Theories’ in which societies were believed to have
progressed from amatriarchal society instead of amal e dominated patriarchal society.

Thediscovery of femaleterracottafigurinesin different parts of Asaand Europe
confirmsthisconcept. Theworship of femal e goddesses associated with fertility has
long been held asasignificant characteristic of Harappaprimarily because agricultural
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societiesareinvariably known to have an association with fertility. Few representations
onthe sealsarealso relevant.

Fig. 1.21 Female Figurine with a Fan Shaped Head

Another interesting seal which representsanudewoman, head bent with her legs
apart and atree (or plant) coming out from her vagina, isinterpreted asaprototype of
Devi Shakambhari (The Earth Mother). Theattributes of figurinesand the scenariosin
whichthey wererevea ed haveto be considered with care before assgning themreligious
value.

It might be possible that some of the femal e figurines may have had religious
value and few of them bel onged to household rituals, or were ameans of amusement
likeatoy or adecorativeitem.

Recent studies show that thereisagreat variety and differencein the form of
femalefigurines. The most common femal e figurine which seemsto havereligious
significance is a female figure with a distinctive fan shaped headdress, wearing a
short skirt, ornamented with necklaces, anklets, bangles, earrings, armlets, etc. Some of
thefigurineshave cup shaped attachmentson either side of the head. In some cases, the
cup like attachments have traces of black residue, suggesting that they were used to
burn oil for lighting. Such sort of figurines might be religious scul ptureswhich were
worshipped in housesvotive used for offeringsmadeto adeity, or part of theparapherndia
of domesticrituals.

Matronly and pot bellied type of femal efigurineisal so found which may represent
apregnant woman or arich woman. Thisfigurineisnaked and sometimes, isfound
wearing somejewellery and aturban or headdress. Oneresemblancein both figurinesis
that they both carry ababy intheir arms. The matronly figurine can stand without any
support. Femalefigurinesrelated to religious beliefshave been found inlarge numbers
at several siteslike Banawali, Mohenjodaro and Harappabut surprisingly not at sites
suchasMitathal, Surkotada, Kalibangan or Lothal.
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Many terracottafigurineswerefound in poor condition, meaning in broken form
and discarded, in secondary locations. No architect or building has been found which
can beregarded asatemple. That iswhy Sir John Marshall regarded theseimagesas
votive offeringsrather than cult structures. The breaking of thesefigurinessuggeststhat
they were apart of ritual cycles and were made for short-term use on some specific
occasion. Itisyet to be specified if there existed arel ationship between thefemale, male
and animal figurines.

Another aspect of thiskind of fertility related beliefs of the Indus peoplewasthe
worship of maeand femaestoneiconswhich areknown asLingaand Yonis(representing
themale and femal e sexual organsrespectively). Marshall identified such objects but
later on George Dalesargued that the context in which these stoneswere cannot assure
usabout itscultic significance. He proposed that such structures could befor architectura
use; either to guide masonsin pillar building or to measure anglesor they could even be
useful for astronomical practices. Marshall himself suggested that some objectsmight
be grinders or unfinished weights, aclaim which supportsthe assumptions of Dales.
However, recently terracotta objectsresembling the Lingaand the Yoni werefound in
Kalibangan.

Fig. 1.23 Different Female Figurines
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The figurinesand narratives depicted on the seal s continue to be the centre of
argument for and against such interpretations. Their direct relationship to the Indian
subconti nent remai nsambiguous, keeping in view the great time gap between thelast
vestiges of the Harappan Civilization and the emergence of Brahman-ism and other
cults. It could be possiblethat | ater religions borrowed or revived theimagery of the
Indus culture but the meanings attached to them are unlikely to have remained the
same. Even then, itisstill difficult to provethisfact because of the great timelagin
between the Indus Civilization and prototypical Brahman-ism or Buddhism. In order
to establish the plausibility of such assumptions, it isrequired that one explains how
they could have reflected identical ideal s after over athousand years of intervening
history.

Kulli Human Figurines

Thefigurinesfrom the Kulli domain have adistinctivelook which givesanew dimenson
tothecultural diversity of that period. The Kulli folk madefigurinesof several kindsbut
they focused on painted bulls, animalsand humans.

Thelthyphallic Males

After many yearspost the discovery of the Harappan Civilization, Dales, through his
research paper, proved that there was alink between the Indus Civilization and the
M esopotamian civilizationwhichincluded diceand malefigurines. Very smilar objects
have been found at Chanhu-daro and at Nippur.

Small hand-madeterracottafigurinesof potbellied, naked maleswith an height of
not morethan twelve centimetreswith attached legshave been found. Thesexual organs
are broken though, the gender of therepresentationiscertain. Infact, they look to bein
anithyphallic state. Thefigurinesfrom both Indusand M esopotamia, havetheremnants
of smdll tails.

Such figurines are also found at Lothal and M ohenjodaro but not at Harappa.
Interestingly, the clay used for the figurines of thetwo placesistotally different. The
Chanhu-daro figurine was made of Sindhi clay and the Nippur figurinewasfoundin
Mesopotamia.

Bull wasbelieved to be asymbol of male virility in many ancient culturesand
seems to have been of particular importance. In certain sites, steatite bull statuettes
have been discovered. Thereisapossibility of cultimages(rather thantoys) of terracotta
animals on wheels. Two Indus seals appear to represent animals being carried in
processions, one of which is similar to a bull. Semi-human animals or composite
animalslike bull-elephant, tiger-human, ram-bull-elephant and unicorn are depi cted
on seals as they may have some kind of mythological value or werein keeping with
some mysterious beliefs.

Motifssuch asswastikaon faience, metal tabletsand terracotta may have been
linked with auspiciousness or protectiveness. In Mohenjodaro and Harappa, several
terracottamasks and puppetswere discovered whichincludereal and mythical animals
and these were perhaps used in somereligiousand/or political rituals.

A triangleterracotta cake discovered at Kalibangan hasacarving of ahorned
deity onone sideand on the other sideit depictsan animal being dragged by arope by



ahuman. Theinterpretation of theimage isthat of an animal sacrifice, a practice of Sculptures of the Indus
those days. Instances of human sacrifices were also found in a cylindrical seal of Valley Civilization
Kalibangan which showsawoman flanked by two men holding her with one hand and

raised swordsover her head with the other hand. The most striking evidence suggesting

ritualistic practicescomesfrom fireatarsof Kalibangan. NOTES

Thereligiouspracticeswhich arereflected through the scul pturesand seal swere
cons dered to beaméange of influencesby Wheeler. It wasto Hinduismthat hereturned
in hisconclusion suggesting that the ‘Harappan mentality’ anticipated its later religions.

Substrate philosophy of linking the Indusreligion, Brahmanism and Buddhism has
been pervasivein recongtructionsof the Indus Civilization and have contrived apolitical
authority intertwined with a philosophy whichis at once Hindu and Buddhist. Such
interpretations have consigned the civilization to a soci ety which could have been of
homogeneous caste and in which political authority wasvested in areclusive priest
class. Thisauthority was based on an ideology in which one’s social class or stage of life
wasthe mora order and one had to fulfil the purposefor which onewasgivenaplacein
thesociety, originally. In such asociety, power lay masked behind avell of tradition that
gave it amora base. But such interpretations are still incomplete and need more
discusson.

In the absence of textsto complement thisview, we cannot be assured whether
this presumed system of thought represents a true reality. Association of gods and
goddesseswith natural phenomenaand referencesto the supernatural and animalistic
beings fall closely in line with Indus imagery and deeply expresses an impulse to
break away from routine and transform the natural world into abuilt-world. Yet the
symbolism and underlying systems of thought proposed, remain an exclusive truth
that can only approximate the ideals that lingered in the minds of the people who
created and preserved them.

19 TERRACOTTAFIGURINES

Several terracottamasks depicting faceswere discovered at M ohenjodaro and Harappa
The masks were produced in moulds and contain holes on each side for fastening.
The faces are composite, that is containing both human and animal like features,
thereby evoking a supernatural creature. It also possesses horns and tails. Actually
masksand bustsof human and animalsare part of the material inventory of the Mature
Indus phase.

Homed imagery iscommon among cultures of Industimesand includes painted
designson ceramic pots. Marshall described the utility of these masksasbeing used for
someritualsor ceremonies. Thereisalso arepresentation of two devil likeindividuals,
completewith horns, cloven feet and a pointed tail, in aposture of hailing someone.
These depictions are on opposite edges of a stamp seal that has a unicorn’s face and
script on thetwo large faces.

The devil like representations come through with just enough strength and
clarity to make us suppose that they were apart of the Harappan beliefs.
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Fig. 1.24 Terracotta Masks

Marshall emphasi zed thesimilarity of the Indusfemal e figurinesto culticimages
used in household shrines in Indian villages now-a-days. Marshall’s view supported
aview of 20th century belief that a Mother or Nature Goddess cult spread from
present day Turkey to western Asia. In antiquity such ideas were based on stage
theoriesinwhich societieswere believed to have progressed from matriarchal societies
inwhich women led and dominated soci eties to male dominated patriarchal society.
The Indusimages credited with the function of scored imagesin somekind of Mother
Goddess sect.

What is most significant about Marshall’s view is the attribution of specific
meaning of Indusartifactsto godsknownin contemporary southAsanreigions. Marshdl
said that the sedl s, figurinesand masksonly provide evidencefor the most popular side
of Hindu religiouspracticesand not for philosophica concepts.

1.9.1 People, Plants and Animalsin Indus Art

Inthe Indus Civilization, many plantsand animal sare depicted in different manner and
form. Some of them wererelated to their day-to-day lifeand some of them wereexotic.

Inday-to-day life, depictionswereassociated with cattle, shegp and goats. Strikingly
someanimalsaremissinginIndusart and archaeol ogy, likelions, even though they were
definitely present inthe Indusregion.

Florawas an essential part of the Indusimagery but only afew speciescan be
identified. For instance, water lilies and Peepal can be recognized. There are many
interesting and comparatively largereclining capridsin theHarappacivilization. They
arefound at Mohenjodaro.

There are numerous kinds of animalsin the art of Indus. Elephants, humped
bulls, tigers, water buffal os, zebras, rhinoceroswere enormoudly popul ar depictionson
sedls. Some specia stylesand featuresof animalsmadeinthiscivilization arepeculiar.
For instance, unicorn with el ephant trunks. Thisisan exception.



Fig. 1.25 A Seal Depicting Composition of Unicorn with Elephant Trunks

Motif in the later phase of IndusArt

Moving from head to bottom, a human-like face and an elephant’s trunk hanging from
the chin. Based on seals, the rear of the body may have been tiger stripes, sometimes
only therear legsaretreated thisway. The back legsare not cow-like. Inasedl, thetail
israised and looks something like ascorpiontail with astinger at theend.

Human representation isavery popular and common form of Indusart which
could be assimple asaheaddresswhile others may be representations of the Harappan
belief of humanswith horns as seen on several seals. In aseal, the image of women
fighting with a horned tiger can be seen too and due to pendulous breasts it is not
difficult to determine the sex.

Fig. 1.26 Seal of Horned Female Cow Bat with Horned Tiger
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Sculptures of the Indus Cakesfound at Kalibangan in triangular shape are made of terracottaand al so
Valley Civilization havesignificant artistic val ue. One sidehasahuman with atethered animal. Theface of
the cake hasahorned human with what can beimagined asaplant issuing out of thetop

of hisor her head.
NOTES

Fig. 1.27 Terracotta Rhinoceros

Fig. 1.28 Terracotta Bull

The sculpturesdiscovered till date do not represent the original art and creativity
asthey were mostly donein stone and terracotta and were very simplein nature. One
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of thereasonsbehind thisisthat the Indus people mostly used wood for making sculptures Sculptures of the Indus
which is not durable as we can see in our finding of the later phases of Indus art. Valley Civilization
Reasonsbehind thelowest occurrence of stone scul pturesmay bethelack of availability

of stone in nearby sites. Most of the scul ptures were found in broken form and so

Mackay estimated they could beapart of their ritual cycle. NOTES

1.9.2 Human Sculpture: The Priest or King

A bust of amalefigurewas discovered at Mohenjodaro by Dikdlitin 1925-26 (Figure
1.29).

The piece can be attributed to the late period of Mohenjodaro. It isbroken at
the bottom and the height is only ten centimetres. It is not of imposing size and the
postureisstatic and formal and oftenin aparticul ar seated position. Theformality of
priest king bust can be marked by the carving of the mouth, ears and beard.

A togalike garment is draped over the left shoulder and under the right arm.
The garment is covered under in trefoil manner. Thiskind of foil designisalso found
in Mesopotamiaand Central Asia.

Thetrefoil isinterspersed with an occasional circle. Thetrefoilsand circlesare
left roughened ontheinterior, to allow ared pastefilling to adhere. Oneholeis present
below each ear to hold the necklace. The back of the head is smoothed according to
Mackay but it was broken. It could be possibl e that the scul pture wasintended to be
placed in aniche with a slope or that this unseen portion of the work was created to
allow it to sit farther back than it could havewith afull head of hair. The hair styleis
quiteinteresting.

The nose is straight and broken and it does not seem to have dominated the
face. The unusual eyes look partialy closed or hooded. According to Mackay, the
eyesare not in the typical eastern style. Half closed eyes concentrated on the top of
thenose, proclaim that thiscreatureisayogi. The earsare fashioned rather crudely as
simple ‘C’ shapes which are characteristic of Indus sculpture. They are out of place
with respect to the other physical features of the priest king which are far more
sophisticated in their representation. The hair is divided in the middle and kept in
place by a band. The band contains a circular ornament which had some religious
significance. Thereisno bun of hair at the back of head. Thebeard isclosely cropped.
Some scholars suggest that there is moustache al so but the upper lip isto have been
shaved. In Mesopotamian art a so, moustaches were absent in scul pture.

Some scholars believe that the priest king may not be a finished work. The
stone of the upper lip has been left dightly thicker than the cheek. Thelipisthus, on
the some plane asthe beard, but no attempt was made to portray the moustache hair.
The raised moustache area is smooth and it looks like for some reason the artisan
stopped working prior to carving the moustache hair. Similar assumptions can be
made where the beard meets the skin on the face. The instrument used to create the
beard hair lines strayed across the raised boundary for the beard and disfigured the
cheek. These stray work lineswere not smoothed away, asthey would havebeenina
fully finished work.
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Fig. 1.29 Priest King of Mohenjodaro

Priest or King

Mackay wasthe person who identified the scul pture shownin Figure 1.29 asapriest.
Marshall mentioned this as a possible priest king; anotion perfectly inlinewith his
vision of the Indus Civilization. In ancient Mesopotamia and Egypt, rulers were
portrayed in good number in scul ptures and stonerelief but thereisvery littlesimilarity
with this Harappan scul pture. The person portrayed was either a priest or aking or
someonewho held both positionsin Induslife. Ardeleanu Jansen declared thisfigure
as a seated man. Parpola tried to demonstrate that the robe of the priest king is
something called the ‘tarpya’ found in Vedic rituals and is said to be the garment of
the DivineKing Varuna. Parpolapostul ated that the scul ptureisarepresentation of a
seated deity, who has an elaborate, changeabl e headdress of thetype, he proposes, is
found on the proto Shivaseal.

1.9.3 The Sern Man

During the excavation at Mohenjodaro, Mackay found a sculpture in 1926-27. It is
made of yellow limestone. The head is 19.7 centimetres high and beardless. This
imageisthought to be amale based on theway in which the hair isshown. Thehair is
arranged inabun at the back, held in place by afillet extending around from thefront.
The handling of the hair bunisvery similar on both pieces, which helpsusto easily
determinethe gender. Itsnoseis carved in afashion not unlike the other scul pturebut it
isalso broken. Hollow eyes which are drilled to take an inlay of some kind are also
present. The bust does not have any expression. Ears are made in simple crescent
shapes.

1.9.4 The Dancing Girl

The bronze dancing girl is an eye catching scul pture found in Mohenjodaro. It is
considered to be the most captivating piece of art form. The figure of the woman is



dimand naked. During excavation, in 1926-27, D.R. Sahni found this precious bronze Sculptures of the Indus
sculpture. Itsheight is 10.8 centimetersand it wasmade by thelost wax process. Thisis Valley Civilization
atechniqueinwhichthedesired formismodelledin clay and then coated withwax. It is,

then, covered with an outer layer of clay, with one or more aperturespiercingit. Molten

bronzeispound through thelatter and the wax evaporates, allowing the bronzeto coat NOTES

the clay core and then the outer layer of clay isfinally broken and discarded.

Thedancing girl must have been apart of larger objects. Theimageisof avery
young and slim woman standing upright, with her head tilted slightly backwards and
her |eft leg bent at the knee. The limbs are disproportionately long, and the left hand
curlsto make alarge cavity inwhich apole or arod could have been inserted. There
isalittle sense of flesh on thebody or anatomy of thejointswhichisastylistic feature
followed by several Indian scul ptures. Her thick and long hair are aesthetically coiled
into abun at the back of her neck. Her right arm isbent with her hand placed on the
back of her hip, the thumb resting outside a clenched fist. The thumb and forefinger
of theright hand form acircleto hold any small object.

Although sheisnaked except for some adornments but many have pointed out
that the piece isinnocent rather than erotic considering the gentle curve of the back
and the hips. Around her neck, asmall necklace with threelarge pendant beadsrests.
On her |eft arm, sheiswearing a most twenty five bangleswhich woul d have prohibited
the mobility of the elbow. On her right arm, she hasfour bangles, two at thewrist and
two above the elbow. Her hairstyleis similar to how Indian women wear their hair
today.

Thereisadebate about this scul pture: A dancer or someone else? If shewasa
dancer, it would foreshadow later Indian scul ptures, which are much influenced by
thistheme.

Some scholars believethat large lips and broad hips of the dancing girl can be
used to indicate a racial affiliation—Dravidian, Nubian or Baluchi Proto Australoid.
Phenotypic traits of such an artistic sculpture are difficult to interpret and she might
also beatypical representation of the Indus people.

Fig. 1.30 Dancing Girl of Mohenjodaro: Front and Rear View
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John Marshall referred to this image as ‘a small figurine of rather rough
workmanship but givesavivid impression of the young aboriginal nautch girl with
her hand on hip in half impudent posture, and legsslightly forward as she beatstime
to the music with her legs and feet. The modeling of the back, hips and buttocksis
quite effective’. Marshall also noted that there was certainly a youthful superiority,
self confidence and even arrogance in the figurine. In his autobiography, Wheeler
accepted thisfigure ashisfavourite statuette.

1.9.5 A Second Bronze Girl

A very similar piece from Mohenjodaro was found by Mackay in 1930-31, in his final
session of excavation. It isalso small and corroded. Her right hand i spositioned to show
asif it could have held something and theleft isfull of bangles.

Duetoitsstiff and straight body however, it doesnot have the charm of thefirst
dancing girl. Some historians called this statuette as the ugly sister. No significant
context has been recorded for either of these bronzefigures.

1.10 SEALS

Sealsarewell-known obj ectsthroughout the Indus and contemporary culturesin the
near East, in Southern Mesopotamia and at Tramin sites. They are ‘hallmark artifacts’
of thecivilization. Indus sealsare broadly distributed at both |arge and small Harappan
settlements. Although they may have been used asamuletsor talismansin the Harappan
content, they clearly functioned as a kind of ‘signature’ or marker of identification.
Seal production waswidespread throughout the Indusvalley, since there are unfinished
sealswhich wererecovered at large and small sites.

Fig. 1.31 Different Indus Seals



Thereareseveral different inscribed objectsthat fall into the category of seals Sculptures of the Indus
and sealing devices. At Mohenjodaro, 7.5% of the 1501 seal s discovered until 1938 Valley Civilization
were square and depicted asingle animal or hybrid creature. Other seal impressions
or sealswith Indus motifsare found at sites near Mesopotamia.

. NOTES
1.10.1 The Male God: Pashupati

A seal found by Mackay depictsayogi who isin meditation and surrounded by some
animals. Marshall identified this image as ‘Proto Shiva’. He declared thisimage as
the forerunner of the consummate Hindu deity.

Thisgeatite seal wasfound at Mohenjodaro during 1928-29 andisusually referred
to asthe Pashupati seal. It showsamalefigurewith abuffalo horn headdress seated on
adaiswith hislegsbent double under him, heel stogether, toes pointing downwards, his
outstretched arms covered with banglesand handsresting tightly on hisknees, thumbs
out.

Marshall described thisfigure asbeingin the attitude of apractitioner of yoga.

The male is surrounded by four animals—rhinoceros, elephant, water buffalo
andtiger. Therearetwo antel opesbeneath the dais. Thereisaclaim or belief that the
figureonthe sed isthreefaced and the lower limbsare bare and the phallus, seemingly
exposed, meansithyphallic (with an erect penis). But it is possible that what appears
to bethephallusis, inreality, the end of the waistband. The head of themalefigureis
surrounded by a pair of large horns, meeting in the centre of the headdress. These
hornsarethose of water buffal oes, with theribbing clearly depicted. Animal s presented
in such amanner are similar to other Indus seals.

Fig. 1.32 Seal Depicting Male God Pashupati

Marshall considered thisimage asthe Hindu deity Pashupati Shiva. Although he
a soidentified someof the mal efigurinesand terracottamaskswith thisgod, he consdered
the particul ar image on this seal and those that were reproduced on several othersas
primary example of Proto Shiva. There are four attributes which led him to this
conclusion—the figure appears to have three faces, which he interpreted as a Shiva’s
several characteristics, that of athree-faced god. Second, Shivaisthe master of all
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animalsand thefour animal sdepicted with him: Elephant, rhinoceros, tiger and water
buffalo; wereinterpreted by Marshall asrepresentations of that attribute. Third, the
yogic posture, feet drawn under the body and hands extended above the kneessignified
Shiva as a prince of yogis. Fourth, the male figure’s horned headdress, an artistic
convention used to represent divinity on Mesopotamian sealswhich Sir John Marshall
linked to the Shiva of the Indus. Later on, the form of the trident was considered a
special attribute of Shivabut on the other hand, this character could have been placed
therefor some specific reason andtill thetime we have not deciphered the Indus script,
theissue cannot be resolved.

Thename Shivadoesnot reved itself before 200 BC, so beforeit, the Vedic god
with Shiva’spowerswas Rudra, who possessed vigour and the ability to punish. Shivais
agreat ascetic and acontroller of destinies. Perhapsover time, Rudraand Shivabecame
one.

Onthe basis of the three faces, Marshall declared the figurine as Proto Shiva.
But itisnot entirely clear that the three faces are actually there. He tried to imagine
Shivaas “pre-eminently the Prince of Yogis’, the typical ascetic and self-modifier. When
hisname Mahayogi became known in the course of time, theyogi cameto beregarded
asamiraclemonger and amagician.

Apart from Shiva’s Mahayogi form, he is also known as Pashupati-Lord of
Beasts. In history, it was believed that it meant the master of cattle but the Vedic
‘Pashu’signifies at best, the forest. In thisway, the presence of wild animals on the
seal appropriately followsthe more ancient usage. Rudra, the Vedic God, whose cult
was amalgamated and identified with that of Shiva, and who also bore the title of
Pashupati, could a so be the reason behind such aconception. Marshall focussed on
‘Master and Mistress of Animals’ of Minoan crete, but this view is not only inadequate
but irrelevant now-a-days.

Marshall used other attributes present on the seals to make direct historical
anal ogies with modern Hindu and Buddhist practices. For instance, the Peepal tree
(FicusReligiosa) schematically represented on numerous sealshasgreat significance
in Hinduism and Buddhism both. He also co-related some animals (which were
portrayed on the seal s) to aspects of Hinduism and Shiva, like the water buffalo with
the God of Death and the dark demons of the water tiger with Mother Goddessin her
destructive aspects, the elephant asthe vehicle of Lord Indraor asthe embodiment of
good luck and the crocodile which wasworshipped in certain parts of the country.

Many scholars have expressed a favorable view of Marshall’s identification of
thefigure on the seal asPashupati Shiva. But many other authors have also criticized
Marshall’s view. Sullivan Srinivasan and A. Hitterbeited discarded this opinion.
Interpretationslinking Indusimagery isatopic of debate. Scholarscontinueto stimulate
varied interpretations. Piggott and Wheeler arein general agreement regarding the
linking of Pashupati Shivaand the Great M other Goddessfigurinesto the development
of the Indusidentity. Piggott confirmed that old faithsdied gradually and with difficulty
and that the Induswas essentially similar to the Indian form.

Severd linesof evidencehave been used toidentify the depiction of gods, goddesses
and animalsassymbolic of practicesknown from historic South Asianreligiousbeliefs.



1.10.2 Seal Depicting Divine Adoration Sculptures of the | ndus
Valley Civilization

A very famous seal which depicts possibly amnemonic of some sort, showsagoat and
akneeling humanin front of atreewith ahumaninsideit. Below it, thereisarow of
seven attending figureswhichisnot the only representation with seven attending humans NOTES
seeninaseal.

Fig. 1.33 A Sea of Divine Adoration

In Indian culture, the number seven has asignificant value asmentioned in the
Rig-Veda. The Sarasvati River is venerated as one of the seven sisters. Rigvedic
geography is centred on Punjab which is known as the ‘Sapt Sandhav Shetra’- the
seven rivers of the region. Given the continuity of beliefs marking ancient India, it
might be that the notion of seven river sisters came to Aryans’ mind from the Harappan
Sources.

1.10.3 Animals on the Seal

In Indusideol ogy, animal swere the most common image on Harappan seals. A steatite
seal depictsanimals: oneisacow or abull; whichisjust another small observation
that supportstheideathat cattle were asource of prosperity and property. Some other
portrayalsarethose of composite animals. Few of them werethree headed tigerslike
Minotaur; ahuman torso on four legged bodies; unicornswith elephant trunksand a
tiger with horns, etc.

Gilgamesh: A gospel of Mesopotamia

Two seal depictionsresemblethe story of Gilgamesh in Mesopotamian mythology. A
sedl found at M ohenjodaro showsahalf-human femal eand ahaf-bull monster attacking
ahornedtiger. Scholarshave believed that thisseal showsthe epic of Mesopotamiaand
itsheroic character Gilgamesh. Inthe story, GoddessAruru created abull man monster,
Enkida, tofight with Gilgamesh but who becamean ally of Gilgamesh and fought with
him against the beasts. Another motif depictsthe combat scenewith Gilgamesh fighting
off wild animals. The existence of this theme in objects associated with Harappan
Civilizationisperfectly in sync with the notion that both contemporary civilizationshad a
relationship.
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Fig. 1.34 Seal Depicting the Story of Gilgamesh

During the excavation of Chanhu-daro, Mackay found avery different kind of an
imageonasedl. It reveal sashort horned bull above aprostrate human figure. Mackay
determined thisasan attack by abull and afemal e lying down on the ground trying to
defendit. Allchinexplainsit asagaur standing onitshindlegs, dightly elevated abovea
human figure. Its front legs are shown in attacking mode. The bull’s erect penis is shown
in its correct anatomical posture. The image under the gaur is not very clear and
consequently difficult to interpret. Allchin and Mackay see aheaddressto thefar right
bottom of the seal impression.

AccordingtoAllchin, theimageisof avery dynamic and excited bull whoisabout
to take on afemale goddess in an act of possible sexual violence, and yet the clear
appearance of her open, exposed genital sreveal sthat sheiswilling partner inthiscourse.
Allchin clearly rejectsthis scene asasacrifice ceremony of ahorse-Ashwamedha.

1.10.4 Resemblance in Iranian and Indus Seals

Accordingto R.P. Wright, recent excavations show that the Iranian seal swhich belonged
to “Jirfort Culture’ centered on the region of the Halil Basin, share many of the same
themesand imageswith culturesfurther to the west. While these resemblances could
be due to the strong cultural relations with the west, they changed in the late third
millennium when the featuresindicate *areorientation among the communitieson the
[ranian plateau, away from the urban centresin thewest, and towardsthe communities
of the north, south and east’.

Theimages on Iranian seals carry asimilar symbolic vocabulary structure of
presentation reminiscent of both Indus and Mesopotamian imagery which include
natural phenomena, floraand faunaand supernatural beings. It emphasi sed human or
animal images, identified asdivine or supernatural based on the presence of horned
headdresses, wings and emerging vegetation, or snakes and wings which may be
directly attached to the body of the deity.

Thesealsof Iranian and Harappan Civilization have great smilaritiesin many
respects. Throughout M esopotamia, south central Iran and the Indusregion, the symbolic
content of sealsis Complementary. Thereisan expression of abelief inanatural order
that issimultaneously human and supernatural. It lends support to theideaof asociety
that conceivesof aworld inhabited by apantheon of god and goddesses, humans and



compositeanimals, all of which are dominated by elements of the natural world and Sculptures of the Indus
COSMOS. Valley Civilization

Most supernatural beingsareidentified asparticul arly human and where humans
and mythical beings are present, they appear to interact with each other.

There was a cultural modification that transformed the narratives’ uniquely
local style. The content of ideas and representation were manipul ated to conform to
local corners. The substitution of animals of equal power and ferocity with one’s
movetowardsthe homein an Induslandscape and with local plantstook onasymbolic
significance. Ornaments for instance, bangles are ubiquitous in Harappan artifacts,
assembl ages and an emphasis on hairstylesand headdressesthat fall inlinewithidea
of the terracotta female figurines. The presence of androgynous characters and the
absence of overt sexuality and the excessdominance of female deitiesare striking on
both the Indus and Iranian seals.

NOTES

TheIndus sealsand amulets al so depict natural vegetation. A good number of
trees, plants and animals were depicted on the seals which may have had religious
significance. The most common tree used in these images was Peepal. If thereisa
figure peering out from between its branches, it revealed the tree spirit. Animal
depictionswere also in vogue on seal sand sealings. For example, el ephant, rhinoceros,
snake, antelope, tiger, gharial and the most popular, bull, either humped or hump-
less, are often seen. Historians believe that may have had cultic significance.

1.11 POTTERY AND PAINTING

Harappanswere fond of coloured pottery which was decorated with different images
of plants and animals. Some of these pottery items were carried from other places.
There are several similaritiesin Ahar-white painted black and red ware commonly
found on many Sindh-Harappa sites in Kutch i.e. Dholavira and Surkotada. Kulli
stylesherdisa sofoundinthelndusvalley, even at Mohenjodaro. Line painting on pots
was al so known as being the smplest kind of painted decoration. Pottery dipswerealso
common and mostly wereinred. Slipsare akind of paint used to cover virtually the
entirevisible surface of the pot.

Pottery painting of the Harappan region isnever found asahigh proportion of the
total pottery assemblage. The painting styleistotally Harappan and had aprovincial
senseintheeasterndomain. Theclasscal painting styleisfound inthe Sindh-Harappa
domainsand Cholistan.

Fig. 1.35 Indus Painted Pottery
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Check Your Progress

9. Name the animals
which were
depicted inthe art
of the Indus
civilization.

10. Which sculptureis

considered to bethe
most captivating
piece of theIndus
art?

11. What do you

understand by
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- ThelndusCivilization wasfirst discovered by the British archaeol ogist Sir John

Marshall with R. D. Banerjee at Mohenjodaro.

- M. S. Vatsexcavated at Harappa(now in Pakistan) inthe 1920s, and itissometimes

caled theHarappan Civilization.

- In 1946, the British archaeologist Sir Mortimer Wheel er excavated at Harappa

and located stylistically different pottery inthe earliest occupied areas.

- The most significant thing in this civilization is the similarities in many

dimensionsof their social and economiclife.

- The people of the Indus Valley gave to the world its earliest cities, its town

planning, its architecture and sculpture in stone and clay and its sanitation
methodswhich showstheir concernfor health and sanitation. They built avery
scientific drainage systemintheir citieswhich has set an examplefor us. There
isenough evidenceto show that some of the early conceptionsof Hinduism are
derived from this civilization. On the whole, the present cultural form is a
composite product resulting from a fusion of severa cultures where the
contribution of the Indus peopleisof utmost importance.

- The earliest Indian art and sculpture emerged from the valley of the Indus

region during the second half of the third millennium BC. The best-known
sitesare Harappaand Mohenjodaro and they are among the earliest examples
of civic planning. Houses, markets, storage facilities, granaries, and public
bathswere made with great enthusiasm. They werearranged very systematically
inagridlikemethod. They had ahighly complex drainage system.

- The best sculptures of the civilization are the bronze Dancing Girl from

Mohenjodaro and red Jasper Torso from Harappa. The differences between
Harappaand Mohenjodaro, in terms of the scul pturein the round isworthy of
note. The Dancing Girl of Mohenjodaro is the unique master piece of Indus
history. Dancing Girl isone of the best known artifactsfrom the IndusValley. The
jaunty manner and livelinessof thefigureisremarkable.

- The two citiesthat we know as the best are very different in the terms of the

corpusof sculpturesfound. Thereareagood number of terracottaartifactswhich
are alive with a sense of humour. The Harappan Civilization produced many
statuettes made of steatite and limestone. Some statuettesresembl ethehieratic
styleof contemporary Mesopotamia, while othersare donein the smooth, sinuous
stylethat isthe prototype of later Indian scul pture, in which the plasticmodelling
reveal sthe animated breath of life. Also found inthisregion, are square stestite
sealsadorned with arange of animals, including naturalistically rendered bulls,
ceramic Soragejarswith ample, stylized designs, toyswithwhedls; andfigurines,
which may be mother goddesses. Bronzeweapons, tools, and scul pturesindicate
asophisticated craftsmanship rather than amajor aesthetic devel opment.

- Stone SculptureintheIndusValley Civilizationisaform of art found from various

stesof thelndus Civilizationwhich includesscul ptures, seals, pottery, goldjewelry,
terracottafiguresetc. In stone, two of the most discussed malefiguresare also
noticeable. Thisnudemaletorsoisconsideredto bearemarkableobject that inits
bal anced linesstands somewhat equd to thebeautiful art of Gandharatwo thousand



yearslater. The steatitefigure of Bearded Priest kingisoneof thefinest creations Sculptures of the Indus
of the Harappan people. \alley Civilization

- Bronze casting was awidespread practice during the IndusValley Civilization,
particularly in Harappa. The bronze statueswere made by thelost wax technique.
Metal castingwas popular at al the major centres of the Harappan Civilization.
Terracottaimagesareinferior in depiction of the human formsin comparison
to the copper and bronze images of the Indus Valley. Mother Goddess, the
most important terracottafigurein the IndusValley Civilizationisthefigure of
Matri Devi. This figure is a crude standing female adorned with necklaces
hanging over prominent breasts and who iswearing aloin cloth and agirdie.
The most distinct feature of the Mother Goddess figurine is a fan-shaped
headdresswith acup-like projection on each side. Rest of thefacial figuresare
very crude and distant from being realistic.

NOTES

- Nodoubt that the Indus Civilization was cosmopolitan and existing in an outward
looking phase of history. The Indusworld had trade rel ationswith contemporary
civilizationswhich had animpact on their social and religiouslife. Their cultural
dynamismliesin openness, interaction and bilingualism. The Indus Civilization
has always worked as a source of inspiration for the upcoming art forms and
artists of Indiaand abroad.

1.13 KEY TERMS

- Bronze Age: The Bronze Age is atime period characterized by the use of
bronze, the oldest known compound made of tinand zinc.

- Terracotta: Fired clay, brownish-red in color when unglazed, that isused for
architectural ornamentsand facings. Used frequently for making figurines, toys
and masksin the Indus Civilization.

- Pictographic script: A picture or symbol standing for aword or a group of
words used in the Harappan culture which is still not deciphered.

- Pashupati seal: A seal depicting the master of animalsi.e. resembling Lord
Shiva.

1.14 ANSWERSTO ‘CHECK YOUR PROGRESS’

1. Theonly sourcesthrough which we can know about the Indus Civilization are
archaeological artifacts, mainly because the script has not deciphered asyet.

2. Thestesof Harappaarefound in Sind, Makran, Baluchistan, Punjab, Haryana,
north Rajasthan, Kathiawad, Kutch and Bandakhstan in the modern states of
Pakistan, Indiaand Afghani stan.

3. Theprincipa regionsof the Indus Civilization are Baluchistan and the North-
West frontier, the mountains on eastern end of the Iranian plateau which also
includesthe plains of the Indusvalley, Punjab of Pakistan and India, Haryana
and the Ganga- Yamunadoab.

4. Gregory L. Possehl authored the book The Indus Civilization: A Contemporary
Perspective.
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5. Ganweriwalaislocated about 50 kilometres south-west of Fort Derawarainthe
Chalis.

6. Rao hasclaimed that Lothal wasaport town of the Indus Civilization.

7. The broken torso of amale dancing figure, made of dark grey stone has been
found by D. R. Sahani during his excavation at Harappa.

8. A very common and omnipresent figurine of thefemal e goddess, Matri Devi is
found in most Indus sites.

9. Therearenumerouskindsof animalsintheart of Induscivilization. Elephants,
humped bulls, tigers, water buffal os, zebras, rhinoceroswere enormously popular
depictionson seals.

10. Thebronzedancing girl isan eye catching scul pturefound in Mohenjodaro. Itis
considered to bethe most captivating piece of art form.

11. A seal found by Mackay depictsayogi who isin meditation and surrounded by
some animals. Marshall identified this image as ‘Proto Shiva’. He declared
thisimage asthe forerunner of the consummate Hindu deity.

1.15 QUESTIONS AND EXERCISES

Short-Answer Questions

1. Writeashort noteon TheIndusCivilization?
2. DescribethefamousPriest King scul pture of thiscivilization.

3. What wastherole of terracottafigurinesin the religiouslife of the Harappan
people?

4. Discussthelost wax method used for making scul ptures.

5. what roledoes sealsplay inthe study of the Indus Civilization?

Long-Answer Questions

1. How wasthelndusValley Civilization unearthed? Describe briefly.
2. Writean essay ontheArt and Scul pture of the Indus Civilization.

3. Doyou agreethat the drainage system in Harappan citiesindicates sophi sticated
town planning? Give reasons.
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20 INTRODUCTION

The Mauryan Empireismarked for itsgreat achievementsin art, culture, architecture
and literature. The period was marked by mature use of stone and production of
masterpieces. It was a royal art patronized by Mauryan kings, especialy Samrat
Ashoka.

Except for the relics of the palace of Chandragupta Maurya at Pataliputra,
Bihar, the art and architecture of the Mauryan period is mainly Ashokan. It can be
classified into stupas, pillars, caves, palaces and pottery.

The stupaswere solid domes built with bricks and stones, and were of different
sizes. Ashoka built severa stupas, spread out in different parts of India. However,
most of the stupas have not survived the ravages of time. The Ashokan stupaswere
constructed to celebrate the achievements of Gautama Buddha. It is believed that
there were 84,000 stupas that were built to protect the remnants of the Buddha.

The pillars of dharma are the most remarkable monuments of Mauryan art.
Thesepillarswere constructed asfree standing columns, which were not used assupports
to any structure. Thetwo main parts of the pillarswere the shaft (amonolith column
made of one piece of stone with attractive polish) and the capital. The Sarnath Pillar
in Madhya Pradesh is one of the best examples of Mauryan art and scul pture. This
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consists of four figuresof lions standing back to back, smaller figures of four animals,
and aninverted lotusflower.

Besides stupasand pillars, the Mauryan architecture also included the caves at
Barabar hill in the north of Gaya and the Nagarjuni hill caves, the Sudama cave and
the Gopi cave, among others.

TheMauryan eraalso witnessed beautiful buildingsand royal palaces, such as
in Pataliputra, which were noted for creative artwork. However, as most of these
constructions were made of wood, they got damaged over a period of time.

Theuniquelevel of craftsmanship scul pturing denotesthe success of Mauryan
art. One of the remarkable achievements of the period is the Lion Capital built by
Ashokaat Sarnath, which also isthe national emblem of republic India.

21 OBJECTIVES

After going through thisunit, you will be able to:
- Tracetheevolution of thevisual art formsinIndia
- Explainthe gradual evolution of the Mauryan art
- Describethe Mauryan court art, particularly the Mauryan pillars
- Discussthe comparative study of Mauryan and Achaemenid art
- Understand Mauryan popular art
- |dentify the other miscellaneous arts of the Mauryan period
- Assessthe constraints of Mauryan art

2.2 VISUAL ARTS

The aspects and modes of visual art expression in India’s rich cultural heritage strongly
flourished during the Mauryan Empire. In the broadest sense, visual arts can be
classified asfollows:

- Architecture
- Sculpture
- Painting
- Terracotta
Each of the above categorieswill be discussed in detail in the following sections.

2.2.1 Architecture
Architecture may be grouped under two categories:
1. Secular Architecture

The specimens of the oldest secular architecture are the cities of the Indus valley
civilization. Archaeol ogical excavationshave hel ped discover several brick ramparts
in some places in the Ganga valley, such as Ahichhatra, Vaishali, Kaushambi and
Sravasti, among others, which are the remains of the Second Urbanization Period.
Theexcavationsat Kumrahar also led to the discovery of the remainsof the Mauryan



palace, which gives us some fragmented views of the ancient buildings that find
corroboration with literary accounts.

2. Religious Architecture

Religiousarchitecture may again be sub-divided into two categories:
- Buddhistand Jain
- Brahmanica

Although Vedic ritualsdid not require temples or images, the non-Vedic cult,
such asthose of the Nagas, Tree Spirits, Yaksha/Yakshi and M other Goddesses, must
have had their shrineswith their images. Authentic references of templesand images
began to appear from 4th Century BC and their numerous types were represented
from relief work from the 1st Century BC. Probably, intheinitial stages, therewere
wooden structures made up of perishable objects, and | ater stone wasintroduced.

(i) Buddhist and Jain architecture: Buddhist/Jain architecture can be grouped
under three categories:

(a) Stupas. Supas (see Figure 2.1) are dome-shaped structures built upon

therelics of great masters. Some of the famous stupas pertaining to this

period arethe stupas of Bharhut, Sanchi, Amaravati and Nagarjunakonda.

Fig. 2.1 Sructure of a Typical Supa

(b) Chaityas: Thiswordinitially implied shrine, but in the course of time, it
became a place of worship, and thus evol ved the concept of chaitya griha
—a hall in which a chaitya or a stupa occupies an important place. The
chaitya grihasare mostly rock-cut architecture. These chaityaswere built
by both Buddhists and Jains.
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One of thefamous chaityasbuilt probably during the Mauryan periodisin
the LomasRishi cavesin Barabar Hillsin Gayadistrict, Bihar. Othersare
foundin Bhajacavesin Pune, followed by Karla, Nasik and Ajantain West
India. Moreover, the Jain cave architecture was found in Udaygiri and
Khandagiri in Orissaduring Kharavellaperiod (1st Century BC). A typical
chaityaisshowninFigure2.2.

Fig. 2.2 A Typical Chaitya

(c) Viharasor Monasteries: Viharasare agai n associated with Buddhist and
Jain sects. Themonksoriginally weretravellers, begging for food and resting
in whatever shelter was available to them. Later, they were allowed to
assemblein certain specified areaswherethey lived in hutsor caveson
mountain cliffs. Asthe monasti c organi zation devel oped, viharasbecame
the permanent place of residencefor themwith rowsof cubicleaong thefour
sidesof theinner quadranglesthat emerged. Initially, they were rock-cut
structures, but later, massive structureswith severa storiescameintovogue.

(if) Brahmanical ar chitecture: Brahmanical religiousarchitecturerelatesto the
development of templearchitecture. Initially, devakula was made of perishable
materials. A few stray instances of temple structures are found in Bairath
(Jaipur), but they bear no remarkabletradition.

The Gupta age heralded anew époquein the history of temple architecturein
India. Guptatempleslaid thefoundation of two important stylesof subsequent
temple architecturewhich are asfollows:
(a) Nagarastyle or with apointed high tower
(b) Dravida style or terraced structured tower with heavily ornamented
sculptured relicson exterior walls

2.2.2 Sculpture

The sculptural art of India occupiesthe foremost position in the history of art of the
world. Theartistsin Indiahad attained a high degree of excellence and some specimens
aremarvelsof human skillswhich show tremendousintensity of feelings. The earliest
sculpture camefrom pre-Indusand Indus Valley Civilization.



Therewasan intervening gap between the Indus phase and the Mauryan cultural
phase. The Mauryan art exhibits an advanced stage of devel opment of the Indian art,
but it wasmainly court art, detached from Indian folk tradition. After the collapse of the
Mauryan dynasty, severa important schoolsof art flourished in Indiain different regions.

2.2.3 Painting

Painting isanother important category of art in India. We have abundant references of
paintings in Brahmanica and Buddhist literature. Ancient Indian people were well
aware of various kinds of paintings. Earliest specimen of paintings was mainly
discovered in Madhya Pradesh and the adjacent regions.

Earliest historical examplesof painting are noted in Yogimaracavesin Ramgarh
hills (Madhya Pradesh) where afew rows of human figuresin yellow ochre and earth
colour have been painted. They have some sort of resemblance with the costumes of
stone carving and relief work at Sanchi (1st Century BC). Therewas, however, along
gap between the next phase of Indian mural painting, which was found at Ajantain
cave number 9 and 10. This style eventually culminated in the highly stylized and
sophisticated muralsof Ajantacave by the Guptaperiod.

2.2.4 Terracotta

Burnt clay or terracotta served as an easy and convenient material for art.

Terracottaart can bedivided into:
Primitiveform (or ageless): Itismainly donein appliqué techniquewith
simple pressure of hand.
Sylized form (or timebound): Inthisform, variation comeswheremoulds
were used.

Different racial and ethnic traditions characterized theterracottaart, whichisa
continuous process. Moreover, thisisthe only material art where historical continuity
can be noted.

2.3 EVOLUTION OF MAURYAN ART

In order to trace the gradual evolution of Mauryan art, we can rely upon the vast mass
of literary sources. We can draw ageneral picture of the period from the Jatakas and
Sutras, with some reserves from the epics, in greater details from Kautilya’s
Arthashastraand from the classical accounts, particularly Megasthenes’ Indika, Arrian
and Strabo, among others. We can also have a glimpse of the period from the vast
Chinesetravel accountsof FaHien and Hiuen Tsang. Numerousremains of scul ptures,
statues, pillars, stupas, chaitas, terracottafigurines and architecture pertaining to the
Mauryaperiod aso illuminate our understanding of not only theart of the period but
asotoagreat extent, thesocial, cultural, economic, and political aswell asthematerial
life of the people.

2.3.1 The Mauryan Period (320-185 BCE)

During the mid-6th Century BC, shortly after the time of Mahavira and Buddha,
several small kingdoms and republics of Northern India were absorbed by a few
competing great powers, until inthelate 4th Century BC, the Mauryan Empireemerged
asthefirg, andfor alongtime, thelastamongal Indian sates. Theleadingand eventually
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successful statein thisstruggle was Magadha, at present south Bihar.

Bimbisara (544-493 BC), the Emperor of Magadha, chose Giriraja as his capital,
situated in avalley of the mountainsin the south of Patna. Herenamed it asRajagriha
(‘royal residence’), the present Rajgir. It seems to have been a modest town (c. 4.5
milesin circumference), enclosed by a moat with gates. His successor Ajatashatru
(493- 462 BC) felt secureto build alikewisefortified suburb, new Rajagriha, in the
plains, just outsidethevalley.

However, Magadhawasthen threatened with an invasion by King Pradyota of
Avanti (Malwa). Ajatashatru found himself forced to protect Rajagrihaby an additiona
defence line running for amost thirty miles along the crest of the surrounding hills.
Severd fortificationswere most likely constructed. The foundations of these buildings
were probably made up of timber and mud, perhaps several storeyshigh. Ajatashatru
had already found afort (in Pataliputra, near present Patna, Bihar, which was soon to
supersede Rajagriha) at the confluence of the rivers Gangesand Son, in order to keep
in check the Lichhavi tribe of North Bihar. Thisstretch of land was protected by high
dikes, between the two most important riversand surrounded by marshy plains, which
turn into lakes during rainy season. Although this piece of land was as pregnable as
the older capital, it devel oped into anatural centre of communicationsand trade.

King Udayin of Magadhafounded the city of Kusumapuraat Pataliputra. Later,
King Munda made this city hisresidence. Although the Sisunaga rulers returned to
Rajagriha, afterwardsthe Nandas made Pataliputraits capital for several years.

It is difficult to ascertain how many of the remains of other Indian cities go
back to thistime. At present, we have areliable evidencefor Vaishali in North Bihar,
for Ahichhatra, the capital of Panchala(Oudh), Kaushambi, and for thefortifications
of Ujjainwhich waslaid out by king Pradyota, by the middle of 6th Century BC. Itis
to be noted that the walls of Ahichhatra, made of baked bricks, still riseto aheight of
40to 50 feet; moreover, in the centre of thetown, there stood alarge temple onwhich
the principal streets converged.

At Rajagriha, kings Bimbisara and Ajatashatru had already built a vast hall,
monasterieswhich were severa storeyshigh (mahaviharas) and Buddhist relic shrines
(chaiyas, stupas), one of them enshrining most of the bones and ashes of the Buddha.
However, none of them exist now. They were rebuilt many times because of their
special sacredness. Because the Buddha probably had often stayed at Rajagriha,
especially on Gridhrakuta (Vulture’s Hill); an ancient road still leads up to the hill,
studded with memorial shrines. Mahaviramight have had also lived at Rajagriha, and
at present, many Jain temples stand on all the surrounding hills. However, the only
early Jain monument | eft thereisthe Son Bhandar cave.

We know that figure sculpture flourished at that time, for the early Buddhist
scriptures also make references to idols of gods and goddesses. The Jatakas also
mention that artisans were organized in eighteen guilds, comprising wood-workers,
smiths, paintersand ivory workers, among others.

ChandraguptaMaurya, thefounder of the Mauryan Empire and thefirst emperor
to unify most of Greater India into one state, displaced the last king of the Nanda
dynasty around 320 BC and made himself the master of Pataliputra, the capital of
Magadha. Chandragupta’s empire expanded over the whole of India (except the farthest
southern tip) and over Afghanistan, south of the Hindukush. The empire was held
together by nationalistic ideal and centralized bureaucracy. With this, theideaof the
Chakravartin, or the “‘world emperor’, came up.



TheMauryacourt aso borrowed certain paraphernaiafrom the outsideworldto
highlight itsnew glory. However, such adaptationsshould befully integrated into national
ideology. One of the principal paraphernaliaof power isart; for art hasto create the
splendour of power and symbolsof divine election to impressthe massesinto submission
and loyalty.

Pataliputragrew into avast city, approximately 10 milesinlength and 2 miles
in breadth. It was surrounded by awoodenwal | pierced with loopholesfor thedischarge
of arrows, crowned with 560 towers and provided with sixty gates. Parts of these
wooden fortifications have been excavated south of the present embankment at
Bulandibagh in Patna. It isadoublerow of palisades, interlinked by horizontal beams
andfilled with earth; at oneplace, the outlet of adrain wasfound, whichwas constructed
of massive posts and planks, joined by iron strips.

References to the palace of Pataliputra can be found from the accounts of
classical writers, like Megasthenes, Arrian, Strabo, and even from Chinesetravellers
like FaHien. M egasthenes describesthe palace asno | ess magnificent than the pal aces
of Susaand Ecbatana (Persian Empire). The palace wastill standing at the beginning
of the 5th Century AD when FaHientellsusthat it wasattributed to thework of genii,
but when Hsuan Tsang visited the city in the 7th Century, the pal ace had been burnt to
the ground and the place was almost deserted. Fragments of the palace have been
discovered by L.A. Waddell and D.B. Spooner at Kumrahar (modern Bankipore, near
Patna).

It has been suggested that Chandraguptal might havetaken theinitiativeinthe
genera planning and execution for building the city as well as the royal palace.
Moreover, Ashokamight have also contributed to the original layout and the building.
Archaeological reports record that Waddell discovered a wooden city wall, while
Spooner discovered a huge wooden building, most important of which wasamulti-
pillared hall, in which probably stone pillars were also used to support the wooden
roof. The pillarsresembled the Ashokan isolated pillarsused for hisedicts. It reveaed
that before the use of stone for building purposes, wood was generally used. Minor
antiquitiesincluded some fragments of polished sandstone scul pture, and afew very
fineterracottas, now in the Museum of Patna.

Chandragupta’s grandson Ashoka (272 — 232 BC), who in his early life might
have been following Brahminism, Jainism or possibly Magianism, later inlife became
an ardent Buddhist. Ashokafirst made Buddhismakind of statereligion. Hismonolithic
pillar and rock edictsincul cating the practice of the Dhamma or Law of Piety arewell
known; heiscredited with the erection of approximately 80,000 stupas, and countless
monasteries. Thisismainly because of the fact that he felt the need for propagating
ideas through the medium of art to the people.

In the ninth year of hisreign, after the ravages of Kalinga war, Ashoka was
drawn towards Buddhism and became the foremost missionary of Buddhism. He
sent Buddhi st missionariesto other partsof Indiaand to Ceylon (now Sri Lanka), and
towards west as far as Syria and Egypt. He appointed special officers
(dharmamahamatras) to look after the moral condition of the people, to suppress
many of the primitive religious customs, to discourage the sl aughter and sacrifice of
animals, and to encourage thefoundation of charitableinstitutions. Theempireincluded
thewhol e of northern Indiafrom east to west, Afghani stan and Kashmir, with only the
far south remaining independent. The later Mauryas ruled till about 184 BC, when
the Sunga dynasty succeeded; however, the kingdom had already begun to break up
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soon after the death of Ashoka, when the power of the Andhrasin the south wasalready
developing.

For propagating Buddhism, Ashokabuilt supasand erected pillars. Hea so erected
rock-cut sanctuaries in the Barabar and Nagarjuni Hills. Moreover, his palace at
Pataliputrahad some of hisspectacular creations. Neverthel ess, the most fascinating
arethe Mauryan pillars. The designs of these pillars unmistakably point out that the
inspiration for carving them came from West Asia. Percy Brown rightly points out
that Mauryan rulers might have employed the craftsmen hailing from West Asia,
guided them to adapt their work to the Indian conditions and made them work in
collaboration with their Indian counterparts. Ashoka, the great Mauryan monarch,
was probably influenced by thetraditions of the West Asian kingsasitisevident from
the designs of the Mauryan pillars. He had even employed Tushaspa (his personal
advisor) asthe governor of the north-western part of hisempire.

Thefact that Ashokawasinfluenced by thetraditions of the West Asiankingsis
undeniable. Even in the practice of issuing the edicts on rocks, he borrowed the
inspiration from king Darius (527-486 BC) of the Achaemenid dynasty. This tradition
of West Asian courts must have reached him through the agency of Asiatic Greeks
whose dominionsin north-western Indialay contiguousto the Mauryan Empire under
Ashoka.

Excavations show that his famous palace at Pataliputra formed a large and
magnificent group of buildings. A few capital cities were now acquiring increasing
importance, amongst which Taxila, Ayodhya, Ujjain, Vidisaand Pataliputraare most
prominent; but the villageisstill thetypical centre of Aryan life. All the craftswere
practised; eighteen of the most important (amongst which that of the painters is
mentioned) being organized in guilds (sreni). Carpenter, iron-smith and potters
occupied their own villages. The more pretentious houses were built of wood with
squared beams, sometimes of several storeys supported by pillars and with well
provided bal conies. City wallswere made of burnt or un-burnt bricks.

Theart of glass-making and cutting of hard stones had in the previous centuries
attained agreat perfection, unequalled at any later period. Art of textile making also
reached a height by the Mauryan period. Stone began to come into use both in
architecture and for sculpture. The special characteristic of the Ashokan work was
the fine finishing and polishing of the surface, conspicuous even in the case of the
excavated monastic halls.

2.3.2 Prelude to Mauryan Art

Recent discovery at Mehrgarh, Baluchistan have extended the plastic art activity of
India to as far as 800 BC. Plastic art in India probably passed through ages with
peasant culture with Kulli and Zhob in Baluchistan dating 4000 BC and eventually
attained maturity by the urban Harappan culture. In the Harappan culture, the primary
materials used for plastic art were terracotta, stone and bronze.

- Terracottaor burnt clay produced human figurines, animal figuresand delightful
toys, enigmatic seal's, and multi-shaped painted and polished pottery.

- Stonewas used to produce human torsos. Finest example beingamalefigure
dressed in an upper garment and decorated with trefoil designs.

- Bronze was used to produce unique small structures. For example adancing
girl, miniature animal figures, etc.



The Harappan culture had set up trendsand tendency of the Indian art, which devel oped Mauryan Art
and flourished in the course of time. There was, however, a gap between the pre-

historic and proto-historic phase of the Indian art and earliest historical phasewiththe

coming of the Mauryas. Enormous volumes of terracotta figurines discovered

throughout India without any definite archaeological context probably formed the NOTES
connective link between the gaps of these two phases, which was suggestive of
continuity. The art of the Mauryan period may be said to be exhibited in three main
phases.

1. Continuation of pre-Mauryan tradition

The continuation of pre-Mauryan tradition refersto someinstancesto the representation
of Vedic deities; the most striking illustration of this development is afforded by the
sculptured reliefs of Surya and Indrain the Vleranda (corridor) of theancient Vihara
at Bhajain Maharashtra.

2. Mauryan court art

TheMauryan court art isclearly depicted in the monolithic columns of Ashoka, which
were inscribed with hisfamous edicts.

3. Beginning of brick and stone architecture

The beginning of brick and stone architecture could be seeninthestupa at Sanchi, the
small monolithic rail at Sanchi and the Lomas Rishi cave in the Barabar hills near
Bodh Gaya, withitsornamented facade, reproducing the formsof awooden structure.

Moreover, the advent of the Mauryasin the political scene of Indiarepresented
a definite landmark. The ideals of universal suzerainty and empire building were
materialized by unifying agreater part of India under one banner by establishing a
strong, centralized administration. The foreign invasion was successfully checked
and the spirit of self-consciousness and self-reliance was the outcome. With the
expansion of the political horizon, the intellectual outlook was correspondingly
widened. Palitical, intellectual and psychological outlook proved to be of immense
importancefor the devel opment of formative art of the country. So the earliest known
phase of ‘Indian Art” began with the Mauryas.

2.3.3 Major Specimens

The Mauryan art is miscellaneous in nature. It consists of a monolithic railing at
Sarnath (Varanasi), achaitya hall in Barabar hillsin Bodh Gaya (Bihar) and the front
half of an elephant curved out on therock at Dhauli (Orissa). Thearchitectural remains
of Ashoka’s reign in polished sandstoneinclude amonolithic railing and fragments of
inscribed capitals at Sarnath; the alter (Bodhi-manda) at Bodh Gaya; the remains of
the capital city of Pataliputra; arailing pillar with inscription from Arjunpura site,
Mathura; the foundations of chaitya halls at Sanchi and Sonari; the chaitya hallsin
the Barabar hills, Bihar, dedicated for the use of Ajivikas, not Buddhists; and the
Lomas Rishi cave, Bihar, undated and apparently unfinished, but it is certainly
Mauryan. At least four other Mauryan cave shrines or monasteries are found in the
samedigtrict, which areall excavated in hardest rock, but are exquisitely finished and
polished like glassinside. The formsare evidently those of contemporary structural
buildingsinindigenousstyle.
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In the realm of architecture, the Mauryan period witnessed the emergence of
two architectural forms which continued to dominate Buddhist architecture of the
subsequent period. Thefirst isthe stupa and then the rock-cut chamber.

The rudimentary stupa and the rock-cut chamber of the Mauryan period were
developed into afull-fledged stupa and chaitya by the Sunga period. The technique
of rock-cut architecture continued to dominate architecture evenin the Hindu period.

A stupa constitutesan integral part of the Buddhist art. Ashokamentionsin his
inscription that he erected the stupasin order to enshrinetherelics of the Buddha. A
stupa isamassive hemispherical structure, surrounded by abal ustrade and crowned
by a stone umbrella. So, it isjust avariety of the funeral tumulus, surrounded by a
stone circle, such as had been usual inlater prehistoric times, just like those erected
al so by the Vedic Indo-Aryansabove the remains of prominent chiefsand kings. Such
tumuli have been discovered at LauriyaNandangarh (near Betiah in Champaran district,
North Bihar). These have proved to be stupasand still preserve certain characteristics
of the Vedic burial mound, e.g., the central pillar and the small gold leaf motives
which are stamped with the image of the earth goddess referred to in the ancient
hymns.

However, even these are enclosed by a brick platform and a retaining wall,
with aninterior system of radial and circular walls, and in most mounds, the wooden
pillar has been replaced by onein brick. Likewise, their slightly depressed convex
curvature does not yet resemble ahemisphere; but thisoutlineisstill acharacteristic
of some of Ashoka’s stupas, e.g., those erected at LalitaPatan and Kirtipur in Nepal.
While some of the stupas built by Ashoka succumbed to the ravages of time, others
were obscured by later renovations. Thus, the core of the stupa at Sanchi can be
attributed to the A shokan period onthe basisof the artifactsdiscovered there. According
to the Buddhist tradition, thefoundation of the stupa at Amaravati can aso be attributed
toAshoka.

In addition to this, excavations conducted near an Ashokan pillar at Bairat in
Madhya Pradesh reveal ed the foundations of abrick stupa which can be assigned to
the Ashokan period. The primitive shape of this stupaisat once anindication that it
wasthe earliest effort in the direction of the stupa architecture. It iscovered by wedge-
shaped bricksand is enclosed by awooden railing.

The stupa was surrounded by arailing (vedika), consisting of posts (thaba)
connected by horizontal beams (suchi) and covered by a coping-stone (ushnisha),
which symbolized the circul ation of the stars, hours and the seasons around theworld;
the balustrade was interrupted by gateways (torana) in the four directions of the
horizon. Between the stupa and the railing was the pradakshinapatha, for
circumambulation of the sanctuary.

The chaityas consisted of rows of cells for the monks, an assembly hall
(chaityasala) and arefectory. Ashokan chaitya hallsare traceabl e at Sanchi, Sarnath,
Sonari and probably also in the Krishna-Godavari delta.

Though aBuddhist himself, Ashokaextended equal patronageto other religious
sectslike Ajivikas. For the residence of the monks of the Ajivika hermitage, he ordered
the erection of nine cellsin the Barabar and Nagarjuni hills, in the neighbourhood of
Rajagriha. Theserock-cut chambers, excavated into the perpendicul ar cliffssituated
inthevicinity of Bodh Gaya (Bihar), werethefirst of their kindin India



Architecturally, these chambers do not have much to offer. Of modest proportions, Mauryan Art
they aredevoid of any organic plan or sculptural decoration. Most of them are plainrock
chamberswith vaulted cellingsand highly polished walls, acharacteristicwhichisnotable
inall sculpture of the Mauryan period. The LomasRishi caves, however, cons st of two
chambers —an interior round one and a larger ante-room opening on its long side to the NOTES
terrace outside; they look asif acircular hut at the end of acourtyard hasbeenimitated
ingdetherock. The LomasRishi cave (see Figure 2.3) hasan exterior entrance shaped
like the front of a house of that time: two slightly inclined posts carry a ‘wooden’ vaulted
roof, theraftersof which arestill visible; theroof, dlightly pointed, endsinafinial; an
inner arch decorated with afrieze of elephants, framesthe quadrangular door.

Moreover, theinterior of the Gopi cave exhibitsavaulted roof, whichisclearly
out of placein astone construction. Evidently, thisisastone copy of the pre-existing
timber constructions. The frieze containing a row of animals on the facade of the
Lomas Rishi caveisaclear indication of the technical expertise of the craftsmen of
the Mauryan period in carving animal figures.

Fig. 2.3 Barabar Mounts, Grottoe of Lomasa Rishi.3rd Century BCE

Besides this, Brahmanical temples have been excavated at at least two sites—
one at Nagari near Chittoor (Andhra Pradesh), the ancient Madhyamika. A.K.
Coomaraswamy, in History of Indian and Indonesian Art, cites an inscription (350—
250 BC), which refers to a temple of Samkarsana and Vasudeva at a place called
Narayana-Vata. Thisisthe earliest known inscription indicating the existence of the
Vaisnava cult, and it isalso the earliest known Sanskrit inscription. Asvamedha and
Vajapeya sacrifices are also mentioned.

Theoriginal shrine was probably made up of wood, but continuous Vaisnava
worship seemsto have been conducted here from 3rd Century BC up to 7thAD. The
excavation reveal ed the remains of arectangul ar enclosurewith wallsnearly 10 feet
in height at the site now known asHathi-Bada, evidently the puja-sila prakara of the
inscription. What would appear to be the earliest known depiction of a specifically
Brahmanical shrineisthe pavilion with an ornamental basement and enshrining figures
of Skandha, Visakha and Mahasena, found on a coin of Huviska.
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The most important monument of the Mauryan art, however, arethe Mauryan
pillars. These pillarsarefound in Basarh-Bakhira(pre-Ashoka), Sankasya(c. 255 BC),
Rummindei (c. 250 BC), Rampurva (244, 243 BC), Lauriya-Nandangarh (c. 242 BC),
Sarnath (c. 240 BC), Sanchi (c. 235 BC) and Salemgarh (about same time), which
condgtsof aplainbut highly polished, dightly tapering shaft (about 10 yards high) without
base, but with abell capital carrying an abacus on which asymbolic animal ismounted.
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The Mauryan art can be classified asfollows:
- Court art
- Popular art
- Miscellaneousart

2.4.1 Characteristic Features of Mauryan Court Art

Themajor art style of the Mauryan period wasinspired and fostered by the court. The
major specimen of Mauryan court art includesthe remains of theroyal palaceand the
city of Pataliputra.

The most important element in Mauryan court art isthe Mauryan pillar. The
Mauryas gave up perishable materials like wood and brick, and purposely adopted
stone as a medium of art for permanence and massiveness. Most of the finds were
discovered a ong the Gangavalley, which impliesthat the location for the pillarswas
selected with transport facilitiesin view. Moreover, the highly centralized government
of that period had control over labour and resources that enabled the production of
such massive monuments.

The style of the court art of the Mauryasis also commonly known asimperial
Pataliputra School. During the few decadesin which these pillars were set up, their
shafts grew taller; their capitals developed from a clumsy cap to an elegant “bell” of
lotus petals; their abacus grew from abroad square dab to astep-like projecting disc,
decorated first with honeysuckle and rosettes, then with afrieze of hamsas (geese),
finally with afrieze of four “Wheels of Law’ (Dhar machakra) alternating with horse,
bull, elephant and lion (interpreted as symbols of the four cardinal points); their top
forming aclumsy elephant or abull, to lions, and finally to four mighty half-lionsor
half-bulls, facing in four directions and carrying a big ‘Wheel of Law’.

The characteristic features of the Mauryan court art are asfollows:
- Itsoriginiscontroversial.
- It showsforeigninfluence.

- It reflectsinduction of new elementslike use of stone, high polish, inlay work
and introduction of thelion (seated lion on capital).

The origin of the Mauryan court art has been as a subject of dispute among
scholars. However, the general opinion emphasizes that the impetusinitially came
from outside and its distinctive new feature pointed to that direction.

One of the important features of the Mauryan court art is monolithic pillars,
which wererarely followed in later times. The use of stone at amassive scaleissaid
to have commenced with the advent of the Mauryas.



Another important feature isthe use of the technique of lustrous polish, which Mauryan Art
also never appearsinthehistory of early Indian art. Not only inthe pillarsor columns,
but thishigh polishisacharacteristic of other art objects of the Mauryan period. For
example, the Piprawarelic casket from Nepal border (presently inthe Indian Museum)
may be mentioned in this regard. It bears the inscription which says that the casket NOTES
contains the body relic of the Buddha. Thisis the only epigraphical source of the
Buddha’s historicity.

Use of inlay work, i.e., the insertion of metallic wires for ornamenting the
sculptureisanother significant characteristic. Inlay work isfound in the wheelsof the
abacus and on the eyebrows of thelion in the capital. Thistechniqueisuniquetothe
imperial Pataliputra School of Art.

The extensive use of lion in Mauryan art is another notable feature. It is a
unique feature becauseit ismainly the elephant which occupiesan important position
in Brahmanical and Buddhist mythology.

Historical forces for the development of the Mauryan court art

The historical forces that led to the development of the Mauryan court art are as
follows:

- Egtablishment of political suzerainty

- Contact withthe West Asiatic world

- Influence of the Achaemenid School of Art
- Hellenigtic (Greek) influence

The induction of a number of new elements without any strong precedence
calsfor aprobeintothehistorical and cultural forcesthat wereat work inthe Mauryan
court, which were greatly responsible for the development of imperial Pataliputra
School of Art. Politically, India steadily grew out of itstribal psychological outlook
and lead towards the fact that Maurya established a paramount rule and all-
encompassing sovereignty.

Whether the evolution of such apolitical outlook of the Mauryaswasthe outcome
of natural historical processor wasdirectly/indirectly conditioned by Asaticworld, is
difficult to assess. However, in the domain of art, it is India and West Asia which
participated inacommon historical process. Therewasastrong Achaemenid influence
inthe domain of art.

Already inthe pre-historic phase, Indus cultureformed apart of thecivilization
that had link with Sumer and Mesopotamia. Similarly, the Rig Veedic culturewas but
acognate of that, representing the Avesta (the holy book of the Zorastrians). Besides,
India’s intimate relation with ancient Asiatic west and Persia might also have continued.

In the 6th Century BC, apart of north Indiawent to the political dominion of
the Persian empire of Darius, and gradually Indus cameto form the eastern boundary
of the vast Persian Empire established by the Achaemenid dynasty. Cyrus was the
founder of the Achaemenid Empire, which rapidly becamethe greatest empire of the
time. Indeed, thisdynasty wasthefirst to materialize theideaof imperial sovereignty
of the old Indian concept of Sarvabhauma which was later partially achieved by
Nandas and fully by Mauryas. Theideaof conquest may have been stimulated by the
Persian EmpireasBimbisara was in contact with Gandhara—a part of Darius’s empire.
Itisalso assumed that through the scribes of Achaemenid, the Kharosthi script entered
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India. However, most important evidence of the Achaemenids on the domain of art
during thetime of Mauryasisof significance.

From 5th Century BC, theAsiatic culture throbbed inthefertile land of Persia,
and asaresult, aclassical school of Art developedinthe capital City of Achaemenid
Empire, which was composed of Egyptian, Hellenistic, Semitic and Iranian elements
of adistinctive character.

Infact, the elements from the Greek coast lineto Persia, from Egypt to Syria,
and the vast historic area was the cradle of greatest monarchies of ancient world
contributing to the development of this school of art, from where talents from the
leading schools of art of the known world wereinvited and the Hellenisticinfluence
onit, therefore, was quite obvious. This school probably partially was dispersed by
Alexander’s conquest of Persia (327 BC) together with the decline of the Achemenid
Empire (330 BC). The unsettled period, which followed the extension of the
Macedonian Empire in the East (by means of Greek colonies, like that of Bactria),
brought full force of Hellenism to the very border of Mauryan India

Theémigréartistsof theoriginal Achaemenid School and their successor might
have flourished under the patronage of theAsiatic Greek, marked to be of Hellenistic
influence. It was probably at this stage, when Ashoka conceived the project of erecting
monuments and inducted the artistswho had such proficiency in the construction of
sophi sticated pal aces of the Persian Empire. Both Megasthenesand Kautilyarefer to
astate department that was run and maintained by the Mauryasfor looking after the
foreigners. This is suggestive of the presence of many foreigners in the Mauryan
Empire and it isnot unlikely that they had definite rolesto play. In the 3rd Century
BC, therewere severa routeswhich connected Takshasila, Gandharawith Parsepolis,
Susaand Ekbatana of Persia.

Takshasila was an important seat of the Mauryan Empire, and from there, a
route existed, which connected Patali putrawith the Hellenistic Empire (Greece). This
route enabled craftsmen and artiststo enter the Indian soil and they contributed to the
shaping of theMauryan art style, either directly or indirectly through their experiences,
expertise and guidance.

2.4.2 Mauryan Pillar

TheMauryan pillar isthe best known representative of the Mauryan court art. Ashoka
constructed about thirty pillars in various parts of his empire. According to Percy
Brown, Ashoka erected these pillarsto mark and commemorate the ancient Buddhist
pilgrim route, which existed between Bodh Gaya at one end and Lumbini at the other.
V.S. Agrawal adds that other pillars mark the boundaries of the principal political

divisions (Janapadas) of the Madhyadesa like Kuru, Panchala, Chedi, Vatsa, etc.

The pillars at Sarnath, Rampurva, Kolhuaand Lauriya Nandangarh (in Champaran
district, Bihar) are worth mentioning. All of these pillars were built of sandstone
quarried from Chunar (Uttar Pradesh), glistened with smooth polish typical of the
Mauryan art.

There might also have been a central workshop for producing the pillars at
Chunar and hundreds of craftsmen might have worked on stone for a considerable
number of yearsunder the royal patronage and supervision.

Figure 2.4 showsthefront view of asinglelion capital in Vaishali, Bihar.



Fig. 2.4 The Lion Capital in Vaishali

A number of inscribed/un-inscribed columnswiththeir animal capitalscalledsrsha
or Bodhika depictingasinglelion, bull, elephant, horse, Gaduda or amythol ogical bird,
and four semi-lions united back to back istypical of the Mauryan art. The Ashokan
pillarsrisefrom the ground without a base and resembl e the well-known Indian palm
tree. They consist of two parts: a shaft and a capital of about 30 feet and 10 feet,
respectively. Thesetwo partsarefitted together by means of acopper bolt, asisknown
from the pillar recovered from Rampurva (Bihar). The shaft of the pillar is plain,
unornamented and dightly tapering. The capital consistsof abell-shaped member and
an abacus supporting an animal figure.

Themost important segment of the Ashokan pillar isitscapital. The principal
shape is that of a bell, and this is brought about by elongated lotus petals falling
gracefully al alike in a natural wavy motion. The abacus is sometimes square and
sometimes round, but in all cases, it supports an animal figure carved in the round.
The most notable is the one hailing from Rampurva. The designs of the flowers,
which are found on this abacus, appear to be irrelevant. They can be traced to the
repertoire of the motifs found in the Persian art, reared under the patronage of the
Achaemenid kings. On the other hand, the animal figures, though they originate from
WestAs atic influences, show marked resemblanceto the Indian culture. In fact, the
Mauryan artistswere ableto construct lively and fresh model s out of the West Asian
art, which hasgreatly influenced later Indian art and architecture.

Figure 2.5 shows the Brahmi inscriptions on a fragment of the 6th Pillar of
Ashoka.

Fig. 2.5 Brahmi Inscriptions on a Fragment of the 6th Pillar of Ashoka

Fragment of the 6th Pillar (238 BCE) in Sandstone

Though all the pillarsbuilt by Ashokahave not survived, but one can see the stages of
development of stylein them. To begin with, isthe specimen from Bakhira(whichis

Mauryan Art

NOTES

Sdlf-Ingtructional
Material

61



Mauryan Art

62

NOTES

Self-Instructional
Material

not so developed in style), wherein we can see that the artistic excellence gradually
attaining itsmaturity in the capital s hailing from Rampurvaand Sarnath. The Sarnath
pillar iswell known and represents four rampant lions. On the abacus underneath
these lions are a carved wheel and miniature figures of abull, alion, ahorse and an
elephant. Here, thelion seemsto symbolize the power of the state.

Characteristics of the Mauryan pillar
Mauryan pillarsare highly polished, tall and well-proportioned columns. They aremostly
made up of chunar or grey sandstone, 40-50 feet in height. Each column hastwo parts:

1. Shaft or Danda: It iscircular and dightly tapering and made up of asingle block
of stone.

2. Capital or Srsa or Bodhika
The capital further hasthree parts:
1. Invertedlotus
2. Abacus
3. Crowning sculptureintheround
Figure 2.6 showsthe structure of apillar at Sarnath.
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Fig. 2.6 Sructure of a Pillar at Sarnath



Crowning animal swere not exclusively Buddhist symbol sbut were al so associated Mauryan Art
with Brahmanicd tradition and mythol ogy. The capital aso containsthe Buddhist symbol
of awhedl. Thesepillars, though alikein general form and composition, differ inthe
treatment of details, particularly inthat of the capital. The Basarh BakhirapillarinNepal
Teral regioniscrudeand clumsy in execution and suggestsearly origin, whilethe Lauriya NOTES
Nandangarh pillar in Bihar displays maturity in execution.

Comparedto theanimalsinthe pillar capitals, the Dhauli Elephant isartistically
superior. It represents the fore part of an elephant. It exhibits a remarkable plastic
sensefor form and volume with dynamism, which isin strong contrast to the stylised
presentation of animal figures surmounting the pillar capitals.

Themonolithicrailing at Sarnath in grey and polished chunar sandstone might
have been created under the direction of Ashokahimself. It must have been literally
transformed into stone from wooden originals. The Barabar and Nagarjuni caves,
north of Bodh Gaya, are earliest examples of rock cut method. Except their high
polish, these caves do not represent any conscious attempt towards architectural
achievement. However, the architect of the Mauryan court paved the way for its
evolution.

Figure 2.7 showsthelion capital at Sarnath, Varanasi.

Fig. 2.7 The Lion Capital at Sarnath

Points of Affinity between Mauryan Art and Achaemenid Art

Some of the similarities between the Mauryan art and Achaemenid art are asfollows:

- Pillared gtructur es. The most remarkableA chaemenid influence on the Mauryan
art can be seen in architecture. Classical writer Strabo compared the city of
Pataliputrawith Susaand Ekbatana of Persia. According to him, the Mauryan
pillared hall resembled thefamous ‘Hall of Hundred Columns’ constructed at
Parsepolis by Darius the Great. In fact, the columns of the Mauryas reflect
Parsepolitan craftsmanship.

Strabo further informed that the Maurya palace had halls whose pillars
were decorated with golden vinesand silver birds. Moreover, fragmentsof golden

vines have been discovered inthe excavation of Kumrahar, and thepalacesof ' oyt nsructional
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Ekbatanaal so had golden vineson the pillars. Thisadoption of the Parsepolitan
styleof building Pataliputrawas quite evident. FaHien remarked that the Mauryan
Empire commissioned agenieto construct the palace. Thewalls, doorwaysand
scul ptures are no human work. In the same tone, Ebn Haukal writes that the
great buildings of Parsepoliswere probably build by demons. Perhapsboth the
ideasoriginated from acommon source, which propagated that these achievements
were beyond human capacity.

- Induction of polished columns: The polish of the pillarsappeared to have been
done using imported techniques since the Achaemenid masonry has the
characteristicsof high polish. Thisperiod witnessed the very sudden use of stone
and monumental art with huge proportionsand quick evolution from primitiveto
conscioussophigtication of triba toimperia inclinations Some scholarseven suggest
that Mauryan columnsare but the Indian adaptati on of the Achaemenid prototype.

- Introduction of stylized animals: Thelion capital, particularly the Mauryan
lions, is not realistic but idealized. They by no means emulate the artistic
conventionaliam of those of Achaemenid. TheAshokan lionshavetheir moustaches
showed by inside curves. Thismethod of depicting stylized moustachesisalso
foundintheart of Parsepolis.

- Introduction totheinlay method: Theprocessof inlay display intheeyebrows
of the lions also suggests aforeign influence. Researches have shown that at
Parsepolis, theinlay of precious material stook the place of colour. Achaemenid
features can a so be seen in the use of motifs, designsand ornamentation. The
scholarswho believein this Persian and Hellenistic influence on Mauryan art
suggest that sincewhole of north-west India during the Sisunaga—Nanda—Maurya
ruleformed apart of theAgatic West we, thusfind certain cultura inter-dependence
between the region extending from the M editerranean coast up to the bank of
River Indus. Thus, the Mauryan court art sharesacommon cultural heritagewith
thisvast geographical region.

Points of difference between Mauryan art and Achaemenid art

Theinfluence of Achaemenid art on the Mauryan column cannot be denied. However,
there are some considerable differences which distinguishes the Mauryan column
from Achaemenid. Some of the remarkabl e differences between the Mauryan art and
the Achaemenid art areasfollows:

- Achaemenid columns are parts of some greater architectural composition,
whereasthe Mauryan pillarsareisolated and independent.

- Mauryan shaftsare plain, while Achaemenid columns are faulted.

- Mauryan columnsaremonolithic, whileAchaemenid pillarsare built on separate
pieces.

- Mauryan columns are reminiscent of a carpenter’s work, while Achaemenid of
mason.

- Achaemenid columns stand either on bell shaped basesor on plain rectangul ar
blocksor circular moul dings, whereas Mauryacolumn areindependent with no
baseat all.

- Finally, the Mauryacapital issupported by aninverted |otusbase. Thecrowning
abacusand theindependent animal motif are absent in Achaemenid columns.

Therefore, theinfluence became remote due to thorough transformation.



2.4.3 Mauryan Art and its Indigenous Roots

Some scholarsare of the opinion that theissue of alienimpact on Mauryan court artis
rather over-estimated. Dilip Chakraborty very recently pointed out that scholars have
exaggerated theforeigninfluence on Mauryan art and have bypassed indigenousroots.
TheMauryasdid develop indigenoustraditionin politics, art and ideol ogy.

1. Magadhan imperialism

While highlighting the view that Magadhan imperiaismisinfluenced by Achaemenid
Empire, itis, however, important to note that the political concept of Raja Sarvovoumya
of the Vedic tradition and Raja Chakrabortin or the imperial idea developed in the
Buddhist text must have played a vital role in the materialization of Mauryan
imperialism. K.A. Nilakantha Sastri in Mauryas and the Nandas observes that the
polity of the Mauryas was the culmination of the development of the indigenous
tradition of imperialism.

2. Syle of inscription

Thereisalso atendency among some scholarsto suggest that the Ashokan columns
were influenced by Achaemenid pillars. Forms and styles of inscription also carry
signsof having been inspired. Admittedly, the preambl e of Ashokan sermonsin stone
pillarsresemblesthe Achaemenid inscription style. The Ashokan edictsstart with the
formula Devanam Pio Piyadosi Raja Evam Aha or ‘the king beloved of God
(piyadassi) speaks thus’. While the opening phrase of every inscription of all
Achaemenid rulers is Ksayathiyanam ksayathia or thus said the king of kings. E.
Senert pointed out that the Ashokan epigraphy isan absolutely isolated formin Indian
epigraphy asthismethod of introduction isnot to befound in other Indian inscriptions.
E. Senert also speaks of undeniable affinity with Persian style of epigraphy. B.N.
Baruasuggeststhat the Ashokaninscription probably originated fromthe Indian literary
tradition.

3. Induction of stone

Cunningham strongly refuted the conventional view that the Mauryas started using
the stone as a medium of art as a result of Achamenid influence. India had a past
tradition of using stone as numerous stone objects have been recovered from the
Indussites.

4. Concept of pillars

K.D.B. Codrington, V.S. Agrawal and John Irwin suggest that the Ashokan pillarsare
purely Indianin concept. They represented the Indian pillar cult or Dhvajasthambha
dedicated to God. So, initially made of perishable material's, the pre-Mauryan pillars
were associated with religion. Ashoka al so made hispillarsthe vehicleto propagate
the ethos of Dhamma. M oreover, to give them permanence, they were made of stone.
InhisPillar Edict V11, Ashokadeclared the Dharma Sambha as hisown innovation.
These types of indigenous pillar were not found in West Asia.

5. Treatment of animals

Anindigenousroot or tradition can also be identified in the treatment of animalsin
Mauryan art. TheanimalsintheInduscultural phaseindicate afedling of volume, even
if they are static. These features are present in the animal figures of the Mauryan
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columns. Themagnificence of animal sculpture of theAshokantime, likethe Ramapurva
Pillar Bull or Dhauli Elephant, wasin tune with the animalsrepresented in the Indus
cultural scenes. Hence, indigenous art tradition al so contributed to the evol ution of the
Mauryacourt art. Moreover, four major animalsinthe Mauryacapital or Bodhika or
Srsha—namely, an elephant, bull, horse and lion—formed a part of the Vedic heritage
of Mahapasu or the noble animal concept. The Buddhist adopted them and Ashoka
accepted thepogition. Inthiscontext, it isimportant to analyseaseal from Mohenjodaro
depictingadivinity inYogic postureandit isconsidered aprototype of Shiva. ThisGodis
shown surrounded by four animal sidentified by scholarsasan elephant, rhino, tiger and
buffao.

TheHarappan art is characterized by theinduction of new themes, which recur
inthedomain of art in subsequent phases. It isan important question that whether this
concept of animal of the Harappan culture influenced the Vedi ¢ concept of Mahapasu.
In any case, theanimal scul pture of the Mauryan period evolved out of anindigenous
tradition.

6. High polish

Thereisdoubt asto how foreign isthe concept of high polish of theMauryan art. The
luminous polish of the Mauryan art, according to V.S. Agarwal, had an indigenous
tradition. The Jataka literature made adetail ed description of luminouspolish. Itisin
no way to be lightly dismissed as imaginary. It may be assumed that people were
aware of this polish long before the time of Ashoka.

Thus, if we say that Mauryan art was compl etely free from Achaemenid influence
and it was completely indigenous, then it woul d be over-simplification of the Mauryan
art. There was constant process of adoption and absorption of indigenous and alien
elementsthat guided the path of the Mauryan art and gaveit itsown identity. According
to Nihar Ranjan Ray, ‘Mauryan art isnot avulgar imitation but aconstant adoption of
different elements, indigenous and alien’. The Achaemenid resemblance, however,
touched the outer frame and were modified and absorbed into Indian heritage. The
process of synthesis, thus, initiated by the Mauryas may not be mistaken for blind
copy but must be taken aswidening of cultural frontiers. It would beincorrect to deny
someWest Asian elementsin the Mauryan art asknowledge and culture never devel op
unilaterally. However, areassessment of the quantum and nature of these elementsis
necessary to appreciate therole of theindigenoustraditionin the devel opment of the
Mauryan art, which evolved into adefinite and distinct type of itsown.

Characteristic Features

It isimportant to note some characteristic features of the Mauryan court art which are
asfollows:

- Display of court patronage: Withitscivilized quality and advanced power of
visualization, the Mauryan art wasinspired and fostered by the will, careand
patronage of acourt heavily under the influence of contemporary culture and
ideol ogy of the Asiatic West and M editerranean East. Hence, the scholars have
applied the term “Court Art’ to identify the Mauryan architectural art.

- Reflection of imperial grandeur: The Mauryan art reflects the imperial
grandeur; hence, the emphasisison the massivenessrather than on spontaneity.
Theking and the court were both highly conscious of their power and imperial
glory. Both Ashoka’s inscription and Kautilya’s Arthasastra point out to ahighly



centralized administration supported by a high bureaucracy that consciously Mauryan Art
projected thisfact. Moreover, theMauryan art wasan integral part of that ideology

and historical reality. One of theimportant functions of the Mauryan art wasto

impressand over-awethe people and the majesty of the emperor. The compactness

of animal figureswith solid stone and stateliness of the columns are el oquent NOTES
testimony to thisexhibitionism.

- Vehicle of internationalism: Ashoka’s role in contemporary history was to
bring Indiain the orbit of the international culture in order to raise her from
mere tribalism to internationalism of the contemporary world. So, Ashoka
adopted thisart stylefor propagation of his policy, particularly Dhamma.

The Mauryan art is areflection of personal will of theimperial ruler, mainly
Ashoka. It isan assmilation of Indian Hellenistic and Achaemenid ideal sand devel oped
out of individualistic taste and ideology. Not out of acollective social will, Ashoka’s
personal religion and his concept of Dhamma, or the policy of Dhamma Vijaya, all
reflectsindividual reality. The Mauryacourt art isalso essentially individualistic in
character. Ashoka not only adopted a permanent material for art but also raised art,
ranging from mere handicraftsto monumental art, which wasdetermined by individual
will, taste and preferences. Thus, it stands aloof and apart and it failed to merge into
main stream of the Indian art.

2.5 POPULAR ART

Apart from the court art, the Mauryan period witnessed the devel opment of popular
indigenous art. After the death of Ashoka, the imperial workshops produced cult
statues characterized by highly polished chunar limestone.

2.5.1 Yaksha/Yaksni

The primary representation of Mauryan popular art includes agroup of Yaksha (see
Figure 2.8) and Yakshi (semi-God or demi-God) associated with fertility. Yaksha and
Yakshi are massi ve scul ptureswith smooth polished surface, resembling the Mauryan
pillar. Inthiscontext, the Didargan] Yakshi isof significance. The Mauryapillarsand
the Yaksh/Yakshi sculptures, although have a smooth lustre, yet they sharply differ
from each other. According to StellaKramrisch, arenowned Art historian, the Yaksha/
Yakshi group represented an archai ¢ indigenoustradition and i sassoci ated with Indus
cultural remains, whilethe pillars are more sophisticated and inspired by the court. Check Your Progress
9. Classify Mauryan
art.

10. What inspired the
major art style of
the Mauryan
period?

11. List any two
characteristic
features of the
Mauryan court art.

12. Statethehistorical
forcesthat led to
the devel opment of
the Mauryan court
art.

Fig. 2.8 A Yaksha
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Other specimensof the Mauryan popular art consist of the famous freestanding
stonefiguresfrom Besnagar and Parkham. Although of archaic aspect and designed
from afrontal viewpoint with flattened sides, they represented arel atively advanced
art and imply a long anterior development and practise. These stone figures are
magnificently concelved and areinformed by an astounding physical energy, whichis
their archaic “stiffness’. This form of art was used to serve the ends of passionate
devotion (bhakti) to spiritual and unseen powers and probably for the exposition of
cosmic theory intermsof an el aborate theol ogy; this same energy findsexpressionin
the early Kusana Buddhas and survives even in the more refined creations of the
Gupta age.

Female chauri-bearer, found in the Patna Museum (Bihar) and a Yakshi in a
seated posture at Mathura, worshipped under the name of Manasa Devi, represent
the popular school of Mauryan art. The upper part of a colossal male figure from
Barodanear Parkham iseven more massive and archaic than any of the other figures;
the compl ete statue must have been over 12 feet in height. These massive scul ptures
fully illustrate and adequately establish the character of the indigenous school of the
Mauryan period.

Figure 2.9 shows the Didargan] Yakshi or Didarganj chauri-bearer, which is
one of the finest examples of Mauryan art.

Fig. 2.9 Didarganj Yakshi in Patha Museum

Likewise, aseriesof statueswith all the characteristics of theimperia workshop
of Pataliputra has also been discovered at Palwal near Mathura and in Sopara near
Mumbeai, the Yaksha king Manibhadra at Baroda, two statuesat Pawaya, and finally,
thegoddess S'i Lakshmi at Besnagar (Vidisa). Their modelling isvery archaic, where
thebodiesare hardly lifted out of the stone block, the dresstouchesthe pedestal, the
feet hardly emerge from under the costume, the arms are pressed to the body and the
head ishardly distinguishable from abroad neck with thick hair. However, some art
historians consider freely modelled statues like that of Besnagar Lakshmi and the
Didarganj Yakshi probably belonged to alater date and were probably linked up with
Mathuraschool.

Two Tirthankar statues, discovered from Lohanipur (presently at the Patna
Museum), were probably contemporaneouswith the Sonbandhar Jain Cave at Rajgir
and may have bel onged to thelate Mauryas. Interestingly, anumber of Sphinx heads



found at Sankisa, Bhilsaand Mathuraseemsto be of Mauryan origin; their ram horns
areinspired by the representations of Alexander the Great, though viathe art of the
Ptolemiesof Egypt.

Hermann Goetz in his book, Five Thousand Years of Indian Art, made an
interesting study. He has referred to acommentator of Patanjali who mentions that
the last Mauryas sold the images of non-Vedic godslike Sva, Skandha and Visakha
in order to replenish their treasury. Such statues were found just near the capitals of
new states like Padnavati (Pawaya) and Mathura, which created an impression that
thissale of idolshad in fact been asort of investiture. Moreover, the practice seemsto
have been followed also by the Sunga and Kanva emperors.

2.6 MISCELLANEOUS ARTS

Some of thediverseformsof art prevailing during the Mauryan period are discussed
inthissection.

2.6.1 Terracotta Figurines

Theancient site of Patdiputrahasyielded someimportant terracottafigurines pertaining
to the Mauryan period. They usually represented the compl ete posture of dancing
girlsand boys.

They aretotally different in character. They are large, smooth and luminous,
and sensuous.

The Mauryan period ushered achangein thetechniquewherethefaceispressed
from moulds and the body is modelled by hand, and both the parts are joined before
firing. Thiscertainly isaspectacular phenomenon in the evolution of Indian terracotta
art, particularly in contrast to primitive and timel esstype of the pre-Mauryan period.

Another important observation made by Sir John Marshall onthe Mauryan art
isthat the scul ptor was bound by the law of frontality, i.e., considering the composition
from only one point.

Figure 2.10 shows afemal e terracotta figurine of the Mauryan period.

Fig. 2.10 Female Terracotta figurine of the Mauryan Period
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Theseterracottafigurines have been found from thelowest, or nearly thelowest
levelsat several widely separated sites, extending from Pataliputrato Takshasila. These
moul ded plaques and modelled heads and busts represent in most cases a standing
femaledivinity, with very elaborate coiffures (hair style), dressesin atunic or nudeto
thewaist, and with adhoti or skirt of mudlin. Theterracottafiguresfrom Bulandibagh
near Patnaareworth mentioning.

Thisterracottatechniqueis stylistic and almost always typical; though made
from moulds, few or no duplicatesare met with, and thereisagreat variety of detail.
In some cases, thefigureisendowed with real grace, foreshadowing, and as Sir John
Marshall remarks, ‘the free and naturalistic development of the succeeding century’.
A much more refined type of terracotta found at Pataliputra, and in particular the
smiling child from that site, seems at first sight to belong to another and far more
advanced school; but not only are similar types of head dress recognizable, acareful
comparison with the less individualized types reveals an ethnic relation, and the
refinement and sensitivenessthat at first might suggest the working of some external
influence may be only the result of local conditions.

Another notable product of the Mauryan art is the elephant figure, carved in
high relief in the proximity of the rock-edict, at Dhauli, Orissa (see Figure 2.11). A
pedestal inscription bearing the legend “the best of elephants’ reveals its identity with
the Buddha. Scul ptured in massive proportions, the elephant isfull of life. The scul ptor
is able to convey the idea of peace and the gentleness of the Buddha through the
nimblegait and half closed eyes of the el ephant.

Fig. 2.11 The Sone Elephant at Dhauli



Figure 2.12 showsastatuette of the Mauryan period. Mauryan Art
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Fig. 2.12 Mauryan Satuette of 2nd Century BCE

Maurya painting seemsto have reached arather high standard from the drawing
of an elephant by theside of Ashoka’sKals rock edict. Mauryan pottery ischaracterised
by ahighly polished black surface.

2.7 CONSTRAINTS OF MAURYAN ART

Some of thelimitations of the Mauryan art are asfollows:
- Had noroots
- Wasartificia
- Projected adecadent style
- Failedto create any tradition
- Instrument of propaganda

It isimportant to note the major constraints of the Maurya court art. Firstly, it
had no deep roots, either in the collectivewill of the peopleor inthesoil inwhichit was
introduced.

Secondly, its character no doubt was Indian, but in spite of its Indian character
and superior quality, it wasan artificial art form, imposed from above, totally detached
from spontaneity. The Mauryan art did not expressjoy of feeling of the people but it
only glorified monarchy and the court.
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Thirdly, theexotic and imperialist art of the Mauryasfailed to create atradition.
The Maurya pillared halls and palaces failed to capture the imagination of Indian
buildersand architects. Moreover, the massive pillarsand majestic art formsfailed to
impressthe artists.

Fourthly, the Mauryan art disappeared becauseit only projected adecadent style.
Plastic experiencethat had outlived the Achaemenid art wasthelast phase of theart of
Asaticwest.

H. Herzfeld in his book, Iran in the Ancient East, points out that the charred
emliers were transported to India, and with the fall of Mauryas, this style passed
away rather unceremoniously asit met an unheralded end. Although Persian influence
wasactually felt in Indiaafter the Mauryan period, thereisno reason to infer that any
of these parallel s or borrowing connotesareligious, social or political dependence of
Northern Indiaon Persia.

Fifthly, under the Mauryas, art was controlled to serve the purpose of the
government in propagating its political ideals, and in this process, the Mauryas
neglected the indigenoustraditionsto blossom properly. Hence, during and after the
Maurya phase, asilent resentment was crystallizing against all that the Mauryasand
their court stood for the precluded continuation of Mauryan art. Thus, Sunga art,
which followed Mauryaart formally and spiritually, wasanegation of the Mauryaart
and attitude. Thereliefs of Bharhut provide apanoramaof contemporary Indian life
complete with joys, sorrows and aspirations.

Human form, which was conspicuously absent in Mauryan art, thus, entered
the domain of Indian art. It was a breakthrough and the inadequacy of Mauryan art
that had paved theway for itsdevel opment. StellaKramrisch, arenowned art historian,
thus, rightly observesthat in the panoramaof Indian art the importance of Mauryan
artisrather marginal. In fact, it was an isolated phenomenon and a passing phasein
the history of Indian art. It facilitated the indigenoustradition to restoreto -their right
places once again in a newer perspective. Some scholars, therefore, viewed the
Mauryan art in terms of episodic model of art history which stands for a historical
situation in which an art formis seen. Some scholars also have viewed Mauryan art
as a ‘glass house plant’ brought from different ecological zonesand fed on artificial
manure. It grew without drawing its proper food from the local soil and faded away
without | eaving behind any worthwhile legacy.

2.8 SUMMING UP

- The aspects and modes of visual art expression in India’s rich cultural heritage
strongly flourished during the Mauryan Empire.

- Some of the famous stupas pertaining to the Mauryan period are the stupas of
Bharhut, Sanchi, Amaravati and Nagarjunakonda.

- One of thefamous chaityas built probably during the Mauryan periodisinthe
LomasRishi cavesin Barabar hillsin Gayadistrict, Bihar. Othersarefound in
Bhajacavesin Pune, followed by Karla, Nasik and Ajantain West India.

- Earliest historical examplesof painting are noted in Yogimaracavesin Ramgarh
hills (Madhya Pradesh) where a few rows of human figuresin yellow ochre
and earth colour have been painted.



- ChandraguptaMaurya, the founder of the Mauryan Empire and thefirst emperor

to unify most of Greater India into one state, displaced the last king of the
Nandadynasty around 320 BC and made himself the master of Pataliputra, the
capital of Magadha.

- Chandragupta’s grandson Ashoka (272 — 232 BC), who in his early life might

have been following Brahminism, Jainism or possibly Magianism, later inlife
became an ardent Buddhist.

- For propagating Buddhism, Ashoka built stupas and erected pillars. He also

erected rock-cut sanctuariesin the Barabar and Nagarjuni Hills. Moreover, his
pal ace at Pataliputra had some of his spectacular creations.

- The specia characteristic of the Ashokan work was the fine finishing and

polishing of the surface, conspicuouseven inthe case of the excavated monastic
halls.

- The major art style of the Mauryan period was inspired and fostered by the

court. The major specimen of Mauryan court art includes the remains of the
royal palace and the city of Pataliputra.

- The most important element in Mauryan court art isthe Maurya pillar. The

Mauryas gave up perishable materials like wood and brick, and purposely
adopted stone as a medium of art for permanence and massiveness.

- Ashokaconstructed about thirty pillarsin various partsof hisempire. According

to Percy Brown, Ashoka erected these pillars to mark and commemorate the
ancient Buddhist pilgrim route, which existed between Bodh Gaya at one end
and Lumbini at the other.

- Themost important segment of the Ashokan pillar isitscapital. The principal

shapeisthat of abell, and thisisbrought about by el ongated | otus petalsfalling
gracefully al alikeinanatural wavy motion.

- Mauryan pillarsare highly polished, tall and well-proportioned columns. They

are mostly made up of chunar or grey sandstone, 40-50 feet in height.

- After the death of Ashoka, the imperial workshops produced cult statues

characterized by highly polished chunar limestone.

- The primary representation of Mauryan popular art includesagroup of Yaksha

and Yakshi (semi-God or demi-God) associated with fertility.

- Theancient site of Patali putrahasyielded someimportant terracottafigurines

pertaining to Mauryan period. They usually represented complete posture of
dancing girlsand boys.

- TheMauryan art did not expressjoy of feeling of the peoplebut it only glorified

monarchy and the court.

- Under the Mauryas, art was controlled to serve the purpose of the government

in propagating its political ideals, and in this process, the Mauryas neglected
theindigenoustraditionsto blossom properly.

2.9

KEY TERMS

- Mauryan pillar: Animportant structure of the Mauryan art which bears the

edictsof Emperor Ashoka.
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- Court art: Themajor art style of the Mauryan period, inspired and fostered by

thecourt.

- Achaemenid art: Art related to the ruling dynasty of Persia from about 550

BCEto 330 BCE.

- Terracotta: Fired earthenware of a grey, buff or reddish colour used since

prehistoric timesto make scul pturesand figurines.

- Popular art: Apart from court art, apopular indigenousart form characterized

by highly polished chunar limestone during the Mauryan period.

2.10 ANSWERS TO ‘CHECK YOUR PROGRESS’

1

10.

Visua artscan be classified asfollows:

Architecture

Sculpture

Painting

Terracotta
Some of the famous stupas pertaining to the Mauryan period are the stupas of
Bharhut, Sanchi, Amaravati and Nagarjunakonda.

Terracottaart can bedividedinto:
Primitiveform (or ageless): Itismainly donein appliquétechniquewith
simple pressure of hand.
Sylized form (or timebound): Inthisform, variation comeswhere moulds
were used.

Theword chaityainitially implied shrine, but in the course of time, it became
aplace of worship, and thus evolved the concept of chaitya griha—a hall in
which achaitya or astupa occupiesan important place. Thechaitya grihasare
mostly rock-cut architecture. These chaityaswere built by both Buddhistsand
Jains.

Chandragupta Maurya was the founder of the Mauryan Empire and the first
emperor to unify most of Greater Indiainto one state.

During the Mauryan period, Ashoka appointed dhar mamahamatras (special
officers) to look after the moral condition of the people, to suppress many of
theprimitivereligiouscustoms, to discouragethe d aughter and sacrificeof animals,
and to encourage thefoundation of charitableingtitutions.

Thespecia characterigtic of theAshokan work wasthefinefinishing and polishing
of the surface, conspi cuous even in the case of the excavated monagtic halls.

The most important monument of the Mauryan artisthe Mauryan pillars.

The Mauryan art can be classified asfollows:
Court art
Popular art
Miscellaneous art

The mgjor art style of the Mauryan period was inspired and fostered by the
court. The major specimen of Mauryan court art includes the remains of the
royal palace and the city of Pataliputra.



13.

14.

15.

16.

17.

18.

. Thecharacteristic features of the Mauryan court art are asfollows:

Itsoriginiscontroversial
It showsforeigninfluence

. Thehistorical forcesthat led to the devel opment of the Mauryan court art areas

follows
Establishment of political suzerainty
Contact with the West Asiatic world
Influence of the Achaemenid School of Art
Hellenistic (Greek) influence

The primary representation of Mauryan popular art includesagroup of Yaksha
and Yakshi (semi-God or demi-God) associated with fertility.

The popular form of art was used to serve the ends of passionate devotion
(bhakti) to spiritual and unseen powersand probably for theexposition of cosmic
theory in terms of an elaborate theol ogy.

The terracottafigurines of the Mauryan period represented compl ete posture
of dancing girlsand boys. They aretotally different in character. They arelarge,
smooth and luminous, and sensuous.

Theelephant figure of the Mauryan period, carved in high relief in the proximity
of the rock-edict, at Dhauli, Orissa, reveals its identity with the Buddha.
Sculptured in massive proportions, the elephant isfull of life. The sculptor is
ableto convey theideaof peace and the gentleness of the Buddhain thenimble
gait and half closed eyes of the elephant.

Some of the limitations of the Mauryan art are asfollows:
- It had noroots
Artificia
Projected adecadent style
Failed to create any tradition
Instrument of propaganda

Human form was conspicuously absent in Mauryan art. It entered the domain
of Indian art after the Maurya phase.

2.11 QUESTIONS AND EXERCISES

Short-Answer Questions

1. What arethe basic componentsof the Mauryan pillar?
2. Writeashort note on Yakshaand Yakshni.

3. Briefly explain Mauryan terracottaart.

4. What do you understand by polished stone scul pture?

Long-Answer Questions

1
2.
3.

Explain the characteristic features of Mauryan pillars.
Write acritical note on West Asian influences on the Mauryan court art.

Do you think that indigenous roots of the Maurya court art have been under
estimated in the process of projecting the alienimpact onit?

4. Writeanoteon Mauryan popular art with special emphasison Yakshaand Yakshi.

Mauryan Art

NOTES

Sdlf-Ingtructional
Material

75



Mauryan Art

76

NOTES

Self-Instructional
Material

2.12 REFERENCES AND SUGGESTED READINGS

Coomaraswamy, AnandaK. 1999. Introductionto Indian Art. New Delhi: Munshirm
Manoharla Publishing Pvt. Ltd.

Coomaraswamy, AnandaK. 1965. History of Indian and Indonesian Art. New York:
Dover PublicationsInc.

Goetz, Hermann. 1959. Five Thousand Yearsof Indian Art. US: Methuen.
Pandey, C.B. 1982. Mauryan Art. Delhi: BharatiyaVidyaPrakashan.
Sundaram K. 1974. Monumental Art and Architectureof India. Mumbai: Taraporevala.



Early Buddhist Art

UNIT 3 EARLY BUDDHIS-I- ART AND and Architecture
ARCHITECTURE

NOTES

STRUCTURE

3.0 Introduction
3.1 Objectives
3.2 Early Buddhist Art: AnIntroduction
3.3 Stupas: An Overview
3.4 Art and Architecture of Bharhut
3.5 Sculptural Art of Sanchi
351 Stupal Or The Great Stupa
352 Stupall
3.6 Rock Cut Caves of Western India
3.7 SummingUp
3.8 Key Terms
3.9 Answers to ‘Check Your Progress’
3.10 Questions and Exercises
311 References and Suggested Readings

3.0 INTRODUCTION

Before answering the question ‘what is Early Buddhist Art?’, it is important to ask

ourselves ‘why Buddhism needed art?’ During the lifetime of the Buddha, he and his
discipleswandered from placeto placeto propagate hismessage among the peopleand
increasethe popularity of the newly formed Buddhist monastic order among the masses.
It wasonly during therainy season that the monkswere allowed to stay at any placefor
a long duration. However, this scheme of things changed drastically after the
Mahaparinirvana of the Buddha. Places associated with theimportant events of his
life became places of pilgrimagesand Buddhawasdeified. Another important feature
of this period wasthe spread of Buddhist religion beyond its heartland of Bihar and
eastern Uttar Pradesh. Thiswas achieved by royal patronage as provided by Ashoka,
the Mauryan Emperor and the travel s of the Buddhi st monksto far off placesalongthe
important trade routes. These far-off places, wholly disconnected with thelife of the
Buddha were turned into Buddhist sacred places by the construction of stupas and
interring within them relics of the Buddha’s disciples and Buddhist creed. These

investituresof sanctity to traditional non-Buddhist siteswerefurther augmented by the
establishment of Buddhist monasteries. The monksresiding here carried out regul ar
discourses on the Buddha’s teachings and retold the of Buddha life story along with the
storiesof hispreviouslifetoimpressuponthelaity thesignificanceof thisnew religion.
Inturn, the popul ace of the nearby settlements made donations of food and clothing for
the sustenance of monksand their monastic establishments.

The practice of making donations to the monks also had the added benefit of
securing religious merit for the donors. This symbiotic relation between the recluse
monastic establishment and the secular settlement gradually outgrew each other’s
rudimentary requirements. In the grand scheme of thingsthe humble establishmentshad
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to beimproved and added upon so that their influence spread far and wide and with it
came more donations. The close involvement of the trading community and the
contemporary political classhastened thisprocessof upgradation and structuresof more
permanent material and visual appeal began to emerge. Thus, we seetheuseof artin
the service of Buddhismtoincreaseits popularity and attract more and morelaymen to
itsfold.

3.1 OBJECTIVES

After going throughthisunit, youwill beableto:
- Discusstheearly Buddhist art
- Outlinethe evolution of the Stupasof Buddhists
- Describetheart and architecture of Bharhut
- Tracethe emergence of the scul ptural art of Sanchi
- Discusstherock cut caves of western India

3.2 EARLY BUDDHIST ART: AN INTRODUCTION

The single most important obj ect of veneration among the Buddhistsmonksand laity
was the stupa. While originally they were basically funerary structures, with the
development of Buddhism, it became the symbol of the Buddha himself and gained
sanctity as a sacred object of reverence. Since this was where people came to offer
prayers, it had to shed itsrudimentary character and assume agrandeur befittingitsnew
found status. Furthermore, seeing that association with thisnobl e obj ective was supposed
to secure great merit, peopleflocked to donate wealth and even their servicestothis
noble cause. Thus, the stupa becamethefocal point of early Buddhist artistic endeavour
not only asan architectural form but al so asan object that deserved sculptural art for its
decoration. Early Buddhist art encompassed not only the architecture but also the
craftsmanship that wasemployed to decorateit.

Asmentioned above, thestupawasthe earliest and undoubtedly themost important
architectura contribution of Buddhism. However, it wascertainly not theonly. Inwestern
India, therock-cut tradition of Bihar, especially the Barabaraand Nagarjuni caves, was
not only put tointo the service of areligion but its rudimentary character wasrevised
completely. Along the slopes of the Western Ghats, series after series of caveswere
excavated. These caves served two very distinct functions—prayer hall and residential
unitsfor themonks. The prayer hallswere known aschaitya and it housed astone-cut
stupa asthe main object of veneration. Theresidential suitscomprising of small cells
were known as the vihara.

Existing examplesof stupasthat preserve, evenintheir ruins, the beauty of early
Buddhist art are from Sanchi and Bharhut in central Indiaand Amravati in Andhra
Pradesh. Rock cut caves of Western Ghatsarefound at anumber of siteslikeKondivite,
Bhaja, Kondane, Nasik, Pitalkhoraand Bedsa, al in Maharashtra.

(Thearchitectural formsfrom different siteswill be discussed in separate sections)

Early Buddhist sculptural art isfound on the railing pillars and toranas as at
Bharhut and exclusively ontoranasas evidenced on the Great Stupaat Sanchi. Inthe



rock cut caves of the Western Ghats, scul ptures have been carved on the facade of the Early Buddhist Art
caves, ceilings, wallsetc. the subject matter of these sculptural compositionswerestories and Architecture
fromthelife of Sakyamuni Buddha, Jataka stories, i.e., storiesof the previous birth of

the Buddha, secular subjectslikefiguresof Yaksa-Yaks, mythologica creatures, flora,

fauna, devotees, monks, sacred Buddhist symbol setc. Themost important aspect of the NOTES

early Buddhist art is the spirit of “aniconism’. The term “aniconism’ refers to the practice
of depiction of adivinity in symbolic form and not in human or anthropomorphicform. In
our case, the Buddha was not depicted in his human form. Instead his presence was
suggested by the use of symbolslikewheel, vacant throne, wooden sandal's, umbrella,
etc.

3.3 STUPAS: AN OVERVIEW

Thebeginning of Budddhist Architecturein aparticular direction started with Mauryan
emperor Ashoka. After seeing deaths and devastationsin the Kalingawar in 2558.c.
He converted himself asafollower of Buddhism. To spread the teachings of Buddha,
Ashokaused hisofficia machinery effectively. In promotion of Dhamma, Ashokautilized
therocksand constructed viharas, pillars, and stupas. These structureswerethe early
form of Buddhist Art.

Ashokas’period is remarkable for iconic and symbolic expression of art asAshoka
wasthefollower of Theracult of Buddhism, which strictly prohibit the construction of
any figure or figureimages of Buddha. So thisphase of Indian art isknown for the pre
iconic expression of Buddhism. Same directiveswerefollowed by different dynasties
before the Kushana period.

During histime Buddhanever allowed any ritual, asemergence of Buddhismwas
itself areaction of Brahmanical cult. At thetime of Mauryan emperor Ashoka, mostly
cult consisted mainly of visionary specul ationsand intangibl e abstraction which were not
ableto satisfy the public. So people were ready to accept such doctrine which were
more substantial. In the period of religious vacuum, Buddhism redressed the void.
Perceptionswerethe material object of veneration, likeworship of sacred relicsgavea
great sense of relief to the people who weredisillusioned and prepl aced by unpleasant
observations. Emperor Ashoka’s Dhamma proved apeaceful ideology of life. It was
assimilated by the common man and spread rapidly in remote areas and beyond his
empire.

Thechangesinreligiousbelief in the country also came asamarked advancein
art and architecture. Buddhism asan essential graphic creed art becameitshandmaid,
sowherever it wasexerted it was accompanied by formsand symbols. Early Buddhi st
art was the product of Ashoka’s personal efforts and predictions. But these early creations
of Buddhist art and architecture were confined within seemingly narrow limits. The
importanceof thisperiod liesinthefact that it marksthe beginning of an erawhen India
through theteaching of Buddhathrew new raysinthefield of religion, symbol and art all
overAsa

Earliest phase of Buddhist art isdefined as ani conic which meansrepresentation
of Buddha’s life through symbols such as an elephant, symbol of his birth, a Bodhi tree
symbol of enlightenment and thewhed!, asarepresentation of Dharmachakrapravartana
(hisfirst sermon ). During this period scul ptures were more explicit which was the
symbolic representation of Buddha’s morphological expression. Artists developed aniconic
symbolswhich were carried out up to 200 CE in the southern parts of the country.
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Although somescholarsbelievethat early Buddhist anthromorphic creationsmight
be made of wood or some other material whichwasnot durable. Such practices came
into existence as it is mentioned in Digha Nikaya where Buddha discouraged
representation of himself after the extinction of hislife.

Theearly Buddhist art and architechture comprised of Viharaor Lena, Sangharama
(Buddhi st monastic complex) asaresidence for monks, Stupasand Shrines. Several
early Buddhist caves contained a Stupaasacentre and later on stupaal so becamethe
essential and integral part of Buddhist monasteries.

Stupaculturewas popularized by Ashoka. It isbelieved that Ashokaconstructed
twenty four thousand stupasin the different parts of the country. The Stupamonasteries
were Situated near the urban centresalong with major trade and pilgrimageroutes. Most
of the places were marked with life events of Buddhalike Sarnath and Gaja. Mostly
Stupamonasterieswere constructed on the outskirts of the great citiesof that time such
as Sanchi, outside Vidisha, Mrigdava (Saarnath) closeto Kashi.

Most Buddhist monastery sites were constructed over many centuries which
show the gradual devel opment of Scul pture and Architectureforms.

Stupasarethe ancient paradigm of Indian Art. Thetradition of Stupabuildingis
older than the Buddhist religion. The term Stupa is derived from the Sanskrit word ‘Stu’
and “Yup’ which means to accumulate or to collect at one place. So this term is used for
aclay mound. Amarkash a so mentioned the same. Buddhi s scripturesdighhnikayAngular
Nikay and Majhim Nikay also used the term “thup” in the same sense.

Some historians believe that *Stupa’ word came from ‘tomb’. But this assumption
isnot valid. Thisis because tomb isused for keeping dead bodies whereas Stupais
considered to be asacred place.

Supa: Objective and Philosophical Analysis

At the time of Buddha’s Mahaparinibhan (Death) his closest disciple Ananda asked him
“How will we regard the relics of Tathagat?” Buddha replied “As it is made for the
emperors on the chowks, in the same manner stupas should be made for Tathagat.”

Through theliterary and archaeol ogical sources, itisvery clear that Stupacult
wasalready in practicein Brahmanism and Jainism. In Rigvedaflamesof thefirepit are
regarded as Stupa. Such kind of information isalso mentioned in Mahavansha. Most of
the Stupas reveal the scene of its worship to demonstrate the main events of Buddha’s
life, whichweredividedintofour mainicons.

(i) AnElephant (Symbol of Birth)

(i) APipa Tree(Bodhi Vriksha) (Symbol of Enlightenment)
(i) A Wheel (Symbol of Dharmachakrapravatran)
(iv) Stupa(Symbol of Mahaparinibhan)

Therelation of Stupawith the end of lifewasvery natural. After acremation,
relicswerekept in an urn and on this Stupaswere constructed. During hisreign, Ashoka
enshrined the existing Stupasinto 84,000 new stupas. Huen Tsang al so mentioned the
same.
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How wasthe Stupadevel oped in the shape of an upturned bowl or oval shape? Where
didit originate?1tisacommon notionin every religion that after death, the soul goesto
heaven through the sky path. That next world isalso imagined asthe sky. Thisvisible NOTES
sky alsolookslikeahdf circle. It might be such kind of imagination that led totheorigin
of the Stupa.

The earliest Stupas were clay mould. So in Pali literature it is called as “Thup’ or
“Thuch’. In the period of Ashoka, stupas were made of bricks which decided its shape
inovd form.

In Post Ashokan period, decorated Stupas became popular al over India.
Sory of relicsdivision

Itissaid that Emperor Ashokatook therelicsfrom eight earlier constructed stupas. The
gateway (toran) of Sanchi revealsastory of eight elephants carrying acasket ontheir
head. This story is closely related to Buddhist literature. Mahatma Buddha got
M ahaparinibhan at Kushinagar, capital of Mallas. So Mallas showed their right onthe
relicsof Buddha. Other monarchsal so wanted to take afraction of this. Consequently a
situation of war arose. Thosewho laid aclaim ontherelicswere:

- Ajatshatru- Ragrih

- Shakya Kapil Vastu
- Buli- Alpakappa

- Koliya- Ramgram

- Malla- Pava

- Brahmins- Vetthadwip
- Lichchavi- Vaishali

- Malla Kushinagar

Mallaof Kushinagar refused the claim of others on the grounds of superiority of
their land Kushinagar (where Buddhadied). Dueto the fear of war, Brahmin Drona
suggested asolution according towhich relicsweredivided into eight parts. Ultimately
they got their fraction and returned to their homes. They all made Stupas. Thissceneis
depicted on the gateways of Sanchi. Hoever such description is not found in
Mahaparinibhan Sutla. So it is proved that Stupas were older than Ashoka’s efforts.

Towardsthe middle of the second century BCE, achange becomes observable
by this time when Buddhism had fully recovered from the removal of Ashoka’s guiding
hand. The order of Monks had devel oped into numerous and powerful monarchism
having substantial resources. Apart from royal patronage, Buddhism had a large
community following eager for piligrimage.

Types of Supas

Onthe basisof the objective, Stupas can be divided into the following categories:

(i) Relic Supa: Such stupaswere built ontherelicsof MahatmaBuddhaand his
disciples. Relicsliketeeth, nailsand hair sets.

(i) Object Supa: Supamadefor any particular object or purposerelated to Buddha
or hisdisciples; Sariputra Shipaof Sanchi isthe best exampl e of thiscategory.
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(i) Commemor ative Supa: Thiskind of Stupaswere built to commemorate events
of thelivesof MahatmaBuddhaand hisdiscipleswhich comprised commodities
of hisdalily life.

(iv) Votive Stupa: Thiscategory of stupaswere constructed on any fulfillment or
any wish of adevotee. So such stupas do not contain any relics or remains of
Buddha. Earlier these stupasweresmall in size but withtheincreaseinreligious
belief, their szesalsoincreased.

Architectural Features of a Fully Evolved Supa

Origindly, astupawasas mplemud moundwhich gradualy evolvedinto agrandstructure.
A fully evolved stupa comprises of the following individual parts- the anda or the
hemispherical domeresting over acylindrica drum or themedhi. The domeissurmounted
by asolitary or aseries of umbrellasknown asthe chhatravali. The central pole of the
chhatravali i.e., the yashti isembedded in astonebase, the harmika, whichinturnis
surrounded by asquarerailing- vedika. Stupaswere provided with two walking paths
(pradakshina patha) one at thetop and the other at the ground level. The upper walking
path was on the top of the medhi and was approached by stairways(sopana). Both the
walking pathswere surrounded by stonerailing (vedika). The vedikaisalso formed by
anumber of subsidiary parts. It comprises of aseries of uprights called the stambha
which were joined together by three cross-bars, one above the other, known asthe
suchis. The cross-barsare bi-convex or lenticular in section. Theendsof thecross-bars
werefitted into the socketsof the uprights. Theentire composition wasthen crowned by
acoping stoneor the ushnisha. The coping stone hasaninverted U-shaped or parabolic
cross-section. They are provided with dotson thetop for inserting metal lic dowel sthat
kept in place two adjacent coping stones. The bottom face of the coping stoneswasa so
provided with rectangul ar socketsinto which fitted the upper ends of the uprightsthus
completing the entire arrangement of therailing. The entrance to the stupaenclosure
was through one or more gateways known as the toranas. At most stupa sites what
surviveseven today isonly the plan of the stupaal ong with the remnants of the stone
railingin varying degreesof preservation, asfound from Bharhut.

34 ART AND ARCHITECTURE OF BHARHUT

The magnificence and grandeur of Bharhut stupaexistsonly inthe gall eriesof museums
inIndiaand abroad. The site of the ancient stupaislocated in district Satna, Madhya
Pradesh. The archaeological ruins at the site were discovered by Sir Alexander
Cunninghamin 1873. Even during thetime of itsvisit the sitewas desolate and the site
wasquarried for ssonesby thelocal populace. Cunningham started excavating thesitein
1874 and thework was continued by hisassistant Beglar. Seeing thiswanton destruction
and realizing the archaeol ogical and artistic potentia of the extant remains, Cunningham
made arrangementsfor theremoval of the surviving architectural piecesto Calcutta. At
present, thelargest collection of the Bharhut railing, constructed of red sandstone, is
displayedin the Indian Museum, Kolkatain aspecifically designed Bharhut Gallery.
Somefragmentsare also displayed in theAllahabad Museum, Uttar Pradesh.
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Fig. 3.1 Bharhut Gallery, Indian Museum, Kolkata

The art of Bharhut presents a representative picture of the Sunga period art
prevalent intheregion. Thisisthefirst instance when such large scale artistic activity
was undertaken and that too on large stone pieces. Examplesof thisart tradition are
found on thelargerailing that surrounded the stupaat the ground level and the surviving
example of torana, the gateway to the stupa. The scul ptural representationsfound on
therailing and thetorana comprise numerousimagesof Yaksa and Yaks, Salabhanjikas,
Nagafigures, mortal human beingsdepicted indifferent attitudes, Jatakastories, dwarves,
etc. The most notable feature of thisart traditionisthelow relief or bas-relief of the
sculptural depictions. The concept of relief refersto the degree to which the figures
scul pted on the stone pand project out from the stone background into whichit iscarved.
The Sunga art tradition as witnessed at Bharhut has very low relief, i.e., the figures
appear to be on the stone surface, and thereis not much depth from the surface of the
sculpted figure to the surface of the surrounding stone mass. They appear flat asif
compressed from the front. Another feature of the Bharhut scul ptural panelswasthe
difference in the scale of the participating figures. This was done to suggest the
hierarchical standing of each individual. The Bharhut art specimens preserve examples
of individual imagesaswell asnarrative panels.

Individual images

Of thesaverd categoriesof individua imagesfound ontherailing pillars somearedescribed
here both in respect of their artistic styleand their iconographic features along with their
symbolism. Animportant decorative motif inthe early Buddhist art isthe Salabhanjika.
Thismotif representsabeautiful damsel in closeassociationwith atree, morespecifically
the sal tree. The motif isthe artistic representation of the indigenous pagan belief that
beautiful women can makeasal treeblossom by the meretouch of her feet. Rootedinthis
mythisthe concept of fertility both of natureaswell asof thefemale. A pillar fromthe
Bharhut railing depictssuch afemal e standing atop acomposite mythol ogical anima. She
isentwined with atree, in this case an ashoka tree. Her left |leg and hand are entwined
along the shaft of thetreewhile her right hand claspsabranch over her head. Thefoliage
of the tree is depicted bent around her head, thus creating a canopy like effect. The
inscription onthe pillar identifiesthefemalefigure asthat of Yaks Chandra.

Whiletechnically theterm salabhanjikaisapplicable to ascul ptural motif where
thefemalefigureisclasping exclusvely asal tree, in the present case the term *ashoka
dohada’ appears more befitting. The term dohada is a Prakrit word and means “‘one
having two hearts’. This term is applicable to a pregnant lady whose body contains her
own heart aswell asthat of her unborn child. The concept of fertility so overwhelming
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inthisisreflected in theflowering of thetree, theround breasts narrow waist, wide hips
and the femal e holding aflowering branch closeto her reproductive organs.

From the point of view of composition, very little free surface can be seen. The
exaggerated sway of the figure, though unnatural, lends rhythm to the composition
Attempts have been madeto suggest sensuality of the entire motif with emphasison
fertility by the sway of thetorso and the embrace of the tree shaft with both handsand
legs. In keeping with theideaof abeautiful young woman, thefigure hasbeen decorated
with abroad necklace having sacred Buddhist motif of thetriratna. A multi-stringed
long necklace dangles between her breasts. Her head is covered with a decorated
scarf. Decorative motifs on the face suggest the practice of tattooing or face painting.
Whilethe upper part of the body isbare, the lower half isdraped by adhoti. Thereisno
effort to suggest the volume of the drapery, instead its presence is suggested by flat
pleatsfalling between the legs and knotted girdle at the waist. The inability to show
depth has led to the peculiar treatment of the feet. The right one is turned outward
showing only the profile and theleft oneisrai sed up onthetoes, againin profile.

Fig. 3.2 Tree Deity, Bharhut

Of the male figures depicted on the railing posts, mention may be made of a
warrior whose dress and appearance suggestshimto bea Greek soldier. The upper part
of thepillar isbroken, but from the extant part it isclear that there wasahalf medallion
above the soldier’s head. The soldier is depicted standing in a full frontal pose, betrayed
only by the three quarter profile of the face turned left and the splayed out feet in
oppositedirections. Theforeign affiliation of the soldier isapparent in hisexotic dress
comprising of amoderately long tunic reaching below thewaist, trousersand high boots
ending just below the knees. The head iscovered with short curlsand surrounded by a
head band the ends of which are depicted flowing behind hishead. The soldier holdsa
broad blade sword in hisleft hand, which hangs down by the side of hisleg and aplant
in hisright hand placed near hischest, possibly asan offering. Again thetreatment of the
drapery isvery flat, its presence suggested by the lines on the ends and flat parallel
pleatsfalling betweenthelegs Thefigureisvery flat and hasno suggestion of movement.
Thelinear aspect of the carving isvery much apparent in thisfigure.



Fig. 3.3 Greek Soldier, Bharhut

Another pillar depictsan elephant procession. The process on consistsof three
elephant riders, the central onetowering over theflanking figures. The man seated atop
the central elephant holdsan elephant goad in hisright hand and acylindrical box like
object in hisleft hand, possibly asan offering. Hisaristocratic bearingisapparentinhis
knotted turban, apeculiarity of the Sungastyle. Theflanking figuresarediminutivein
comparison. Thisdifferential scalewas possibly employed to suggest ahierarchy. The
treatment isstrictly frontal . Even though the scene represents aprocession, thereisno
hint of movement in the treatment of either theridersor the mounts. Thelegsof al the
three elephantsare depicted inastraight line asif they aretransfixed to their positions.
Againinthecentral figurethe proportion of thevisibletorso of therider to themammoth
animal below isnot maintained. The human figure appearsto overwhelm the entire
composition. Infact, far more styling of the body and suggestion of movement isfound
inthe depiction of thetwo dwarf figuresbel ow.

Fig. 3.4 Elephant Procession, Bharhut

On thewhole, the individual figures depicted on therailing pillars have some
distinct characteristics. Each figureis marked by itsindividual features and no two
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figuresaresimilar intheir posturesand attitudes. There are multitudesof detailsin each
figure. However, thisdiversity of scul ptural depictionsfailsto hidethe almost similar
facial contours. Without fail, nearly all scul ptures have an oval shaped face, whether
mal e or female, which tapers down to the chin. Thisfacial treatment isfound in the
figuresof the narrative panelsaswell. They have an almost almond shaped, broad flat
nose, small mouthwith comparatively thick lips.

Comingto the narrative scenes, most of them are depicted in the medallions of
therailing posts. Most of the scenestell the story of the previouslives of the Buddha,
bothin hishuman and animal incarnations. Thesetalesof previousbirthsarerecordedin
Jataka stories. Each of the narrative panel recounting such stories is labeled with
inscriptionsidentifying their stories.

One such narrative panel tellsthe story of the Mahakapi Jataka. Inthislife, the
Buddha-to-bewasborn asamonkey Bodhi sattva, who wastheking of an eighty thousand
strong group of monkeysand they lived in aforest. It so happened that aking alongwith
hisentourage cameto theforest. The monkey Bodhisattva, in order to save hissubjects
stretched himself asabridge between two treeson the opposite banks of theriver. The
monkeys crossed over one by oneto the safety of the opposite bank. Thelast to cross
over was awicked monkey, an incarnation of hiswicked human cousin Devadatta.
Devadatta deliberately jumped on the Bodhisattva’s back and broke it. In the sculptured
panel, the diverse elements of the story, theforest setting, the crossing of theriver, the
king and hisretinue and the final discourse between the human king and the monkey
king are beautifully delineated. Two treeson either side suggest the forest setting of the
story. A river cutting diagonally acrossthemedallion servesasadividing line. Thewater
intheriver issuggested by wavy linesand the presence of fishes. Abovetheriver, the
Bodhisattvamonkey is depicted stretched over between the two trees and monkeys
crossing over. Below it two attendants from the king’s retinue appear stretched over a
clothto provide shadeto the monkey king and the human king who are depi cted seated
on stoolsbelow thetree. Theattendant by the side of the seated Bodhisattvamonkey is
depicted in completeform. However, hiscounterpart near the king isdepicted only with
hishead to suggest hisfigureiscovered behind theking. The panel withinitslimited
space hasanumber of activity spots going on simultaneously, but no singleevent is
overpowering the other. Thisbalance of crowding several elements, yet maintaining the
individuality of each stage of the story isaremarkable quality of Bharhut art.

Fig. 3.5 Mahakapi Jataka, Bharhut



Another medallion depictsthe event of the purchase of the grove of Prince Jeta Early Buddhist Art
by trader Anathapindakaof Sravasti and its subsequent donation to the Buddhist sangha. and Architecture
This panel depictsan event from thelife of Sakyamuni Buddha. The account of the
purchase of the grove reserved in Buddhist |ore states that when the wealthy trader
Anathapindakaapproached Prince Jetato sell hisland, thelatter demanded that hewill NOTES
part with it only at the cost of covering the entire area of the grove with coins. Theleft
hand of the medallion depi ctsthreetreesrepresenting the physical setting of the episode.
Four malefigures, possibly servants of Anatahpindaka, are depicted loading coinsfrom
abullock cart and placing them on the ground to cover it. The cart along with the
unlocked bullock isalso depicted in theright half. The centre of the medallion depicts
two standing malefigures, one above the other. Thelower figurefacing front but having
hisleft hand pointing to theright appearsto be Prince Jetawhilethefigure above him,
holding awater vessal pointed to theright appearsto bethetrader. The positioning of the
two figuressuggestsadivisioninthe narrative sequence of themedallion. Theright half
depictstworesidential structures, possibly denoting the transformation of the secul ar
groveinto the monastic complex for the Buddhaand hissangha. The depiction of the
Bodhi treeisafurther indication of the newly acquired Buddhi<t ffiliation of thesite. A
group of people, possibly devotees, with handsfol ded in adoration are depicted along the
periphery to theright.

Fig. 3.6 Purchase of Jetavana by Anathapindaka, Bharhut

Hereagain one cannot but prai sethe compositiona skill of the craftsmena Bharhut
who could so ably depict the entire story having two different time frames. Another
characteristic of Bharhut specimensthat can equally be applied to all spheresof Indian
art isthe centrality accorded to the delivery of the religious message without caring
much for the realism. This leads to selective grading of the individual figures.
Comparatively larger sizesarereserved for the main playersof ascene.

3.5 SCULPTURAL ART OF SANCHI

Thestory of theriseand growth of Sanchi asasacred pilgrimage siteisalmost anal ogous
to the growth of Buddhism under Ashoka. It is said that Ashoka constructed amodest
stupaat the hilltop of Sanchi and aso erected apillar thereto commemorate hisassociation
withthisregion. Itissaid that hiswife Devi belonged to nearby Vidishaand that shewas
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adevout Buddhist. The humble Buddhist site established by Ashokagrew in grandeur
under the Sungas and the Satavahanas. The site received patronage even under the
Guptarulerswho were devout Bhagawats. The site continued to survive actively till the
13th century AD. The Buddhist establishment asit survivestoday in Sanchi comprises
of three stupas, monasteries, Mauryan pillar, Buddhist shrinesdatableto the Guptaperiod
and anumber of free standing votiveimages of the Buddhaand others of the Buddhist

pantheon.

Examplesof Early Buddhist art are preserved ontherailing of Stupall andinthe
toranasof the Great Stupa. Inthetorana, thetwo pillar uprightsand thethree architraves
joining them at thetop arethe primary canvason which theearly specimensof Buddhist
art are carved.

3.5.1Supal or the Great Supa

The Stupal at Sanchi isone of the biggest and grandest of all existing Buddhist structures
in the country. The structure of the present stupa hides within it the remains of the
earliest stupaat the site which was constructed by Emperor Ashoka. The humble mud
structure, possibly surrounded by awooden railing wasenlarged substantialy during the
later Sunga period, around the second half of thefirst century BC, and itsexisting size
measuring thirty six metersin diameter wasachieved. It wasin thisperiod that the stupa
got its stone casing and the large stone vedika surrounding it. However, thereisno
indication to suggest whoserelicswereinterred in the stupacore. Other innovationsthat
were carried out inthe Sungaperiod werethe small stonerailingsat the top of the stupa.
Thisrailing encloses athree tiered stone umbrellarecedingin size asit risesup. An
upper walking path enclosed by stone railing and accessed by adoubl e stairway was
also added during this period. During the beginning of the Satavahana period theentire
compositionwasfurther embellished with theerection of thetoranas, oneineach cardina
direction. The combination of theground railing and thetoranasareastudy in contrast
with respect to their surface embellishment. While the railing is devoid of any
ornamentation, thetoranasseldom have any vacant stone surface not overflowing with
carved motifs. The Great Stupaat Sanchi isthe perfect example of thefully devel oped
stupaformincorporating all thearchitectural e ementsin complete harmony.

Of thefour toranas, the one onthe south ispresumed to bethefirst to beerected.
Theinscription onthe pillar statesthat apart of it wasgifted by the foreman of artists of
Sri Satakarni. ThisSri Satakarni isidentified asthethird ruler of the Satavahanadynasty,
Satakarni |.

Fig. 3.7 Great Supa, Sanchi



Sculptural Art of the Great Stupa

The sculptural depictionson thetoranas of the Great Stupaare avirtual panoramaof
Buddhist symbols, mythol ogical motifs, semi-divinities, animal figures, floral motifs, the
narrative panelsetc. Thepillar uprightshave capital-like scul pturesintheform of addorsed
figureswhich servethe purpose of symbolizing the end of the pillarsand the beginning of
the superstructure. The pillarson thetoranason the north and the east directionshave
addorsed figures of elephants, dwarves on thewestern entrance and lions on the south.
Theelephantsare concelved aspart of aprocess on suggested by the presenceof riders
atop each animal. Only thefore parts of the animals are delineated. However, though
the composition of the elephantssuggeststheir participationin aprocession, theattitude
of thefront legsof theanimal ssuggest that they are standing till. Coming to theaddorsed
dwarves, they are depi cted standing with both their handsrai sed above asif upholding
the superstructure of the architraves. Their pendul ous belly and muscular handsand
feet are suggestive of their inherent strength. Each of the four dwarveshasbeen treated
distinctly with respect to their facial featuresand their dress.

Fig. 3.8 Dwarves on the Pillars of Western Torana, Great Supa, Sanchi

Among the auspicious motifs depicted on the architraves, mention may be made
of the sacred Triratna symbol and thethree dome. Whilethe sacred symbol isbefittingly
carved in theround on the top of the architects, the three damselsare represented as
bracket figuresliterally hanging from the bottom tier of the architrave. These sculptura
motifs highlight the progression of art style from those encountered on the Bharhut
railings. The Sanchi examplesare completely carvedin theround, though their frontal
appearance is quite apparent. The element of sensuousness is obvious in the
voluptuousness of thefigures. All theflat linear projectionsof the early style have been
left far behind by the greater and refined model ling of the human body. Thebodiesare
scantily clad but with usual ornamentation. The flowering of thetreeswith flowersand
fruitssuggest theoriginal concept of fertility and abundance. Thevitality of lifeand the
forceof creation issubtly exhibited inthesefemal eforms. Thesefiguressymbolisewith
them the entwining of the spiritual and the sensual in balanced form.
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Fig. 3.9 Tree Deity, Great Supa, Sanchi

Another group of figures regularly repeated on the inner faces of the torana
pillarsare standing figures of male attendantsin varying poses. All thefiguresaretreated
individually for the facial features, dress and attitudes. These male figures are
characterized by the rounded contours of the body, apparent fleshiness, diaphanous
drapery and softness of modeling. Assuggested by their individual style of drapery we
have an exampl e of theforeign soldier onthewestern gateway.

Fig. 3.10 Male Figure on the Inner Face of the Torana Pillars, Great Supa, Sanchi

The pillarsand the architraves have numerous depi ctions of sculptural panels
delineating Jataka stories and eventsfrom thelife of the Buddhaand events after his
Mahaparinirvana. Of the Jataka stories mention may be made of the representation of
the Mahakapi Jataka. In contrast to such representations on the Bharhut railing wefind
that at Sanchi they are not accompanied by label inscriptions. Thiswould suggest that by
the time of the carving of the Sanchi panels, such stories had become quite popul ar
among the masses and hencedid not requirelabeling for their identification.



Thearchitraves of the Sanchi toranas depict various events connected with the Early Buddhist Art
life of the Buddha as well as the events that occurred after his death like Prince Siddharth’s and Architecture
renunciation of his palace life, enlightenment at Bodhgaya, conversion of the fire
worshipping Kasyapas, departure of King Bimbisarafrom Rajgriha, War of Relicsafter
the Buddha’s death, scenes of Paradise, etc. In these depictions, the entire stone surface NOTES
iscovered with carvings. Theindividual figures appear to be jostling each other for
space and attention. In contrast to thereliefs of Bharhut, here at Sanchi, theindividual
figuresappear to move out of the stonematrix and can bevisualized amost intheround.
Thefigures cast deep shadows suggesting their high relief. The human figureswhen
depicted in large numbers are placed in rising vertical tiers; each row appearsto be
standing on the shoul ders of those below. Theavailability of alarge spaceintheform of
therectangular architraves helped the Sanchi craftsmen totell their story with greater
detail by theinclusion not only of human characters, but a so creating the backdrop of
each event; beit palaceinteriors, gatehouses, fortification wallsof largecities, etc.

The master craftsman at Sanchi utilized anumber of narrative devicesto help
provide acontinuousrendition of thestory from the beginning to the end. Inthis pursuit,
the elongated rectangul ar architraves provided the perfect backdrop. Thusisthe scene
of the Great Departure or Mahabhinishkramana; the presence of Prince Siddhartha,
though not physically represented, has been suggested anumber of timesto show the
progress on of the story from one point in timeto the other. Theinception of the storyline
is from one end where from the backdrop of the gates of the city of Kapilavastu,
surrounded by amoat and buildingswithin, isthe depiction of ahorseleavingwith an
umbrellaon top. Theriderlesshorse sufficesfor the presence of Prince Siddhartha. The
horse represented in the sceneisobvioudy Kanthaka. The horseisdepicted being held
aloft by the people accompanying the procession. The depiction of thehorseisrepeated
anumber of timesto suggest hisjourney till the other end of the architrave. Thisend has
adepiction of apair of padukas, to suggest the completion of Prince Siddhartha’s
renunciation of hisworldly lifeand thebeginning of hislife asan ascetic. Under this, we
see a horse without the umbrellabeing led back to the palace. The horseis depicted
again at the bottom of the architrave. The animal now facesthe oppositedirection to
suggest thebeginning of hisreturnjourney back to Kapilavastu. Herethe horseisdepicted
without the presence of the umbrellaindicating that he no longer carriesthe Buddhaon
hisback.

The sculptural exuberance at Sanchi states emphatically the objective of the
craftsmento portray lifein all itsmyriad forms as he observesthe nature around him.
Theimpressivearray of trees, flowers, fruits, animals, birds, etc. that abound at Sanchi
have been delineated not from anaturalistic point of view, but each for their individual
beauty that inspired the artist’s mind to infuse the beauty of the nature into his own art
work and thusin hisown way offer something to the Buddhist way of life.

3.5.2Supall

Another early structural component of the Buddhi st establishment at the siteis Stupall.
From the evidence of inscriptionsfound on reliquariesin the stupathey contained bone
fragments of some famous Buddhist monkswho preached during the Mauryan period
and had a so participated inthe Third Buddhist Council at Patali putraconvened by Emperor
Ashokahimself. Although theinterred mortal remains of the monksare datableto the
Mauryan period, more specifically from thereign of Ashoka, the stupa however, was
constructed during the Sunga period only. The stupa comprises of alow flat topped
domeresting over alow pedestal. The accessto the drum of the stupawas on the east
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by aflight of steps. The pedestal was not surrounded by avedika. At the ground level,
enclosing thewa king path, thereisastonerailing with openingin each cardind direction.
Theshape of therailingisdliptical instead of round. Thisisdueto theelongation of the
east-west axisto accommodate space for the steps|eading to the top of the pedestal on
theeast. Theground railing together with theentrancesaligned d ong the cardinal directions
form aswastika plan.

Fig. 3.11 Supa Il, Sanchi

Sculptural Art at Supall

While architecturally the Stupall at Sanchi is more recent than the Great Stupa, yet
from the point of view of sculptura art, the carvingsof theformer are older in point of
time. Therailing of Stupall hascarvingsontheinterior aswell asthe exterior surface.
The corner pillars have carvings on then three faces. The carvings on the rest of the
railing pillarscomprisefull medallionsinthe centre and half medallions on the bottom
and thetop. Themedallionsare carved with Buddhi st symbols, secular decorativemotifs
and most abundantly, lotuses. The early antecedence of the carving on this stupais
reflected intheir shallow relief which doesnot appear to come out of the parent stone
matrix. Inthisrespect, the artistic styl e appearseven morerudimentary than that observed
at Bharhut. The stone carving at Sanchi Stupa Il represents the general feature of
Sungaart stylewith respect toitsflatnessand absol utely no suggestion of body contouring.
Thesdgnificanceof the evidencethat wegather from Stupall isthefact that theinspiration
for such large scale stone carving that had its beginning in the Sunga period camefrom
wood and ivory carving that enjoyed wide popul arity in the earlier period.

Fig. 3.12 Scuptural Reliefs on the Pillars of Railing of Supa 11, Sanchi
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3.6 ROCK CUT CAVES OF WESTERN INDIA and Architecture

Therock cut caves of Western Ghats are animportant aspect of the study of not only
Buddhist architecture, but in general of Indian architecture asawhole. Thehistory of NOTES
rock-cut architecture isabout athousand years old and begins asearly asthe second
century BC at Bhgjaand Ajantaand cul minatesinto the newest cavesat Ellora.

Method of Excavating Caves

The workmen excavated the caves from the vertical face of the Deccan Trap and
carried it into the depths of the rock matrix by a considerable extent. The presence of
some unfinished cavesat Ajantaand other siteshelp usto understand the entire process
of excavating and decoration of the cavesand thus hel psusto appreciate the engineering
skill present even in those days. The excavation process after the selection of suitable
rock massbegan with thetracing of the outline of thefagcade of the structure. Theregfter,
the actual chiseling of therock surface started at thelevel of the ceiling and thiswas
carried deep into therock massto the desired depth. After having created atunnel like
spacewith the ceiling above, theworkmen continued down, chisaling away rock massto
create space and retaining wherever the extant pieceswereto befashionedinto pillars,
wallsetc. Theentire process of excavating, dressing and carving of decorative motif
was carried on smultaneoudy. Thismulti-dimensona work carried out at the sametime
ensured that no additional supportswererequired to be erected. The un-cut rock mass
below provided a stable base to work with ease. Thus, basically the entire rock cut
structureresembled awork of art onalarge scale.

Architectural Style

These rock cut structures were fashioned as an imitation of wooden structures and
other perishablematerialslikethatch that may have beenwidely prevaentinthedifferent
regions. These caves preservein their architectural motifs not only the structure and
dimensions of the free standing constructions, but their zest for absoluterecreation led
themto chisel out even such featureslikethetilt of the pillars, nail heads, imitation of
wooden curved beams on the vaulted roof and rafters etc, which have no logical

explanation for their existencein arock cut structure. Despitetheir low architectural

valuetotherock cut sanctuaries, they areimportant for the study of wooden structures
of the past.

1. Kondivite

The chaitya griha at Kondiviteisdated to 100 BC. As per plan the prayer hall hasa
long rectangular assembly hall which leadsto the small circular areahousing the stupa
through a narrow vestibule. Unfortunately, the facade is no more extant. Thereisa
round walking path between thewall of the stupa chamber and thestupaiitself. Thewall
of thecircular stupa chamber haslatticed windowson either S deof theentrance doorway.

2. Bhaja

At thehill site of Bhaja (district Poona), 22 caves were excavated for the use of the
Buddhist establishment there. The earliest cavesthat were excavated at the site was
around the second century BC. Thelatest excavation at the sitewastowardstheend of
the second century AD based on paleographical evidence. However, the siteremained
inoccupation till thefifth, sixth centuriesAD when thewal | surface wasembellished
with painted figures of the Buddha.
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Chaitya hall

Thechaitya hall at Bhagjaisalarge hall with avaulted roof and an apsidal end. The hall
wasdivided longitudinally by two colonnadesinto abroad central naveand two lateral
aides. Theapsida end of the hall accommodated asolid rock cut stupa. The apsidal end
and the lateral aisleswere part of the composition to provide space for the rock cut
stupa, an essential e ement of adoration. Thefagade of the Bhaja chaitya aswe seeit
today wasevidently not itsoriginal form. Originally, itissurmised that thefagadehad a
finished and carved wooden screen. The presence of mortise holes on the extant rock
surface provide afurther attestation to the presence of some sort of wooden fagade that
hasfallen victim to thevagariesof time.

Theceiling of the hall has closely placed curved stoneribsthat continueinto the
apsidal end inimitation of wooden rafters. The pillarsof the colonnades also show atilt
intheir upper partsagai n suggesting the overwhel ming influence of wooden structures.
The present appearance suggests an austere appearance without any embellishments.

Therock cut stupain the apse of the chaitya is a hemispherical dome placed
over acylindrical drum. Thedomeis surmounted by doublerailing, one ontop of the
other. Thisstone harmika originally enclosed awooden umbrellanow no more extant.
The presence of a socket for receiving the wooden shaft of the umbrella helps usto
visualizetheorigina composition of the stupa.

Fig. 3.13 Bhaja Cave, Facade of the Chaitya Griha

Vihara

Of theresidentia cavesat thesite, Cave 18 may betakento be arepresentative example.
Therock cut excavation of theviharacomprisesof anastylar hall withapillared verandah
inthefront. Theverandah hasacell toitsright and arecesstotheleft. Thehall itself has
abench ontheleft side and two cellsalong the back wall ontheright side. Thisvihara
isalsoimportant for varied surface embel lishment in the form of sculptura art.

Thepillarsinthiscave areboth plain and decorated. The pillarsare square below
and above and octagonal in the centre. The pilasters are more tastefully carved with
figure compositions. The pilaster to theright of the recessin the verandah had alotus
topped by several tiers of corbels surmounted by capital fashioned in the form of
mythological creatureshaving the body of abovine and the head of aman or awoman.
The accessto the hall from the verandah is through two doors which are flanked by
figures of dvarapalas. Thetop of the walls of the verandah has a projected member
which hasarunning frieze of stupasalternating with figures.



The main artistic composition which has aroused much attention among art Early Buddhist Art
historiansisfound on theleft wall on either side of acell opening. Thedepictiononthe and Architecture
right side has been identified as the representation of the sun-god trampling over a
demon. Thecentral figureisdepicted seated on afour horse driven chariot and attended
by femal e attendants. Of thetwo attendants, one holdsachauri and the other anumbrella. NOTES
Thefigural composition on the opposite side of the opening showsamajestic figure
riding on an elephant and holding an elephant god. Heisaccompani ed by hisattendant
who holdsaspear and abanner. Theinherent strength of theanimal isconveyed by his
holding atree along withitsroot suggesting that it has been uprooted.

3. Kondane

Thechaitya hall at Kondane (district Kolaba) marksa progression from the complete
wooden fagade of the cave at Bhaja. The upright beamson either side of the archway
facade were partly carved in rock. The curvature of the archway of this chaitya is
more refined than hitherto recorded. The interior of the cave has not survived inits
totality, butinitsdimension, it islarger thanthe one at Bhaja.

Thechaitya hallsat Bhajaand Kondane preserveintheir existing structuresthe
scheme of architecture not only inthe sphere of rock cut examplesbut also of theearlier
wood work.

4. Pitalkhora

Pitalkhora (district Aurangabad) has anumber of caveswhich were excavated inthe
horizontal layersof soft rock interspersed with the Deccan Trap. The soft nature of the
main stone matrix hasresulted in the crumbling of the caves. Thefagades of most of the
cavesareno more extant. Themain attractionsof thisestablishment are Caves3and 4.

Fig. 3.14 General view of Pitalkhora Caves

Chaityagriha

The Cave 3isthe chaitya griha and hasthe usual combination of acentral nave, two
lateral aisles and the apse. The system of columns continues around the stupain the
apse. The ceiling shows two different schemes. The ceiling of the central nave and
apsidal endisvaulted but that of theaislesishalf arched. Theceiling of theaisleshave
rock cut beamswhileitscounterpart over the nave and the apse originally had wooden
beams and rafters but are no more extant. The sockets cut in the rock surface for
receiving thewooden memberstill exist today. From the extant remains of thestupain
theapseitisknown that the entire composition was not rock cut. Theextant cylindrical
drum washewn out of the living rock whilethe dome on top wasastructural one. The
drum of the stuparevealed anumber of socketsof which threeyielded crystal reliquaries.
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Unfortunately, the fagade of the chaitya grihaisno moreextant and it possibly
had amasonry or wooden screen. The entranceto thisprayer hall wasthrough alower
forecourt from where series of stepsled up to the fagade. The flanking walls of the
stairwayswere covered with figure compositions.

Vihara

Cave4istherepresentative example of amonastic hall and isthe grandest at Pitalkhora
Of great interest isthe treatment of the basement of the vihara. Thelofty basement is
conceived asarow of elephantsbearing the great weight on their backs. Thetopof the
basement isreached by acovered flight of stepsrising, asin Cave 3, from aforecourt.
Theentranceto thiscovered approach isguarded by lifesize, well-executed guardians
on either side. They guard the entrance with spear and shield.

Thefagade of theresidential unitisnolonger extant. From the debris collected
from theforecourt it appearsthat the original fagade had anumber of carvingsdepicting
numerous motifslike the Mahabhinishkramana or the scene of the Great Departure,
figures of yakshas, yakshis, dvara palas, chamaradharis, kinnars, musicians,
amorousfigures, animals, flowers, creepers, architectural motifslikestupas, facades of
chaitya grihas, etc.

Theinterior of themonagtery isalargepillared hall. Thethreerowsof pillarsand
pilasters supported therock beam of the ceiling. Whilethe pillarsare no more extant, the
exiging pilastersgiveusanideaof their composition. They areoctagonal inthe centre
and squarein shape below and above. The hall had seven cellsalong the back wall and
some along the right wall. The latter isin a bad shape of preservation. Each of the
existing cellshasanarrow opening and amock window having achequered pattern.

5.Ajanta

Thenext in chronological lineisthe Buddhist monastic establishment at Ajanta (district
Aurangabad). The establishment commenced at the site around the second century BC
and continued to exist till the ninth century AD. The site has 30 finished and unfinished
caves, of which Cave numbers9, 10, 19, 26 and 29 are prayer hallswhiletherest are
residential units. Eveninthisgroup, the cavesbel onging to the early phase of Hinayana
Buddhism are Cave numbers 10 and 9. The monasteries of thisearly phase were small
and consisted of astylar closed hallswith individual cellscarvedinto each of thethree
sidewalls. The cellshad rock cut bedsfor the use of the monks. Thewallsabovethe
door opening were carved with chaitya window motifs, railingsand stepped pyramids.

Fig. 3.15 General View of Ajanta Caves



Chaitya grihas

CaveNo. 10istheearliest of the group and itsexcavation started in the second century
BC. Here again the fagade of the cave hasa so disappeared. The plan and composition
of the prayer hall confirm to the known examplessofar recorded. Thehall isapsidal in
planwithavaulted roof ontop. Thehal isdivided internally intothenaveand two aides
by acolonnade of thirty nine pillars. The pillars support the entablature on top, over
which reststhe vaulted roof. Originally the vaulted roof had wooden beamsand rafters.
Thehalf-arched ceiling of thelateral aideshaverock cut beamsand raftersin imitation
of thewooden onesof the central one. The stupainthe apse had two cylindrical drums.

Thewallsof the hall are embellished with paintings, the chief attraction of the
Ajantacaves. Paintingshave been executedin horizonta bandsand display, likesculptura
friezes, religiousmotifslike theworship of the Bodhi tree by royalty accompanied by a
largeretinue of dancers/danseurs, musicians, soldiersand ladies, narration of the stories
of the Chhadanta Jataka and the Sama Jatakaetc. The stylistic rendering of the drapery,
ornamentation and el aborate coiffures are representative of the sculptural art of pre-
Chrigtianera. These paintingswere superimposed at alater timeby the paintingsbelonging
to the period of Mahayana Buddhism.

Fig. 3.16 Interior of Chaitya Griha at Cave no. 10

CaveNo. 9, another early chaitya griha, isquite noticeably rectangular in plan.
However, internally the colonnade of pillarsresultsin the creation of an apsidal space
within the stupa, the principle object of worship, occupying the apse. The stupacomprises
of ahigh cylindrical drum surmounted by around dome. The domeis capped by the
usual arrangement of the vedika enclosing the harmika. Thelatter isconceivedinthe
form of atiered inverted pyramid. The nave and the apse are surmounted by avaulted
cellingwhiletheaideshaveflat cellings. Thiscaveisnotablefor having doneaway with
the practice of having wooden beams and rafters. The fagade of the cave hasalarge
chaityawindow motif. Below itisthe central entrance flanked by windowsopeninginto
thelatera aides. Inbetween the chaityawindow motif and the door below isthe horizontal
architrave supported by brackets. During the period of MahayanaBuddhism, figures of
the Buddhawereincorporated in the facade. Here al so we get evidence of two phases
of wall paintings.

6. Pandulena

Pandulenaor Panadava’s caves refer to a group of twenty four caves in the district of
Nasik. The significance of the site is twofold: from the point of view of rock cut
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architectureand for having inscriptionsthat shed important light onthe historical processes
inthe Deccan especially under the Satavahanas. The establishment had itsbeginningsin
thefirst century BC,whenthe earliest caveswere excavated and continued till the sixth
or seventh century AD. During thelater period of construction activity, not only were
some new caves added, but the existing ones al so underwent alteration and scul ptural

flourishes. From the evidence of inscriptions we come to know that the Buddhist

establishment here received not only royal patronage from the Satavahanas and the
Kshaharatas but also from thelaity and even monks.

Chaitya griha

Theearliest chaitya griha of thiscomplex isCave No. 18. The excavation of thiscave
was completed around thefirst century AD. Aninscription in thiscave suggeststhat its
construction started in the first century BC. The most characteristic feature of this
chaitya grihaisthe embellishment of thefacade. Thewall surface abovethe entrance
iscarved by ahuge chaityawindow. Thisopening allowsnatural light into theinterior of
theprayer hall. Thewall surface around thislarge window isembellished with various
architectural motifscommonly associated with the Buddhist religious structure. These
include chaitya window motifs, stupa, pillars, railing etc. The sole entrance door to the
interior of the hall issurmounted by achaityawindow motif complete with vaulted roof
and raftersall around its periphery. The door jambsof the entrance aludeto thepillars
of theinterior. The space between the vaulted arch and the opening is covered with
shallow carvings.

Theinterior of theprayer hal isausterewith no embellishment of thewal | surfaces.
Of the fifteen pillars, ten pillars have ghata shaped bases from which rise tapering
octagonal shafts. Therewerewooden beamsand raftersin the vaulted ceiling, but are
no more extant. The stupa ischaracterized by ahigh cylindrical drumwith arailingon
top. Thetop of the dome has a vedika in the form of adoublerailing and a harmika
shaped likeaninverted tiered pyramid further supported by pillars.

Fig. 3.17 Facade of the Pandulena Cave

7. Junnar

Asmany asone hundred and forty caveswere excavated from different hillsall around
the present day town of Junnar in district Poona. The establishment here consisted of
chaitya grihas, viharasand rock cut cisterns. However, except for the chaitya griha
in Caveno 3, the excavationsat the site do not show much artistic flavor. Generaly, the



monasteries are small having afew cells and conspicuous by the complete lack of
surface embel lishments. Some of them are quadrangular in plan withindividual cells
arranged along the back of the verandah. There is evidence of use of some kind of
detachable pillars constructed out of masonry or more possibly wood. Some of the
caves may have had wooden facades.

8. Chaitya griha at Bedsa

The chaitya griha at Bedsa is approached through a narrow passage between the
unhewn rock masswhich coversmuch of thefagade of the cave until oneisstandingin
front of it. After navigating the outer rock massoneentersinto the portico or the verandah.
Theverandahisfronted by acolonnade of pillarsand pilasters, total four in number.

From bottom to top, each of them hasafour tiered pedestal onwhichrestsalarge
ghata base. Thereafter risesthe octagonal shaft crowned by abell shaped fluted lotus
with an amalaka on top. Over the amalaka, framed within a square box, rests the
inverted pyramid which providesabasefor the kneeling addorsed with coupleriders.
Theanimalsrepresented here are horse, el ephant and bull. The pillarseach have two
pairsof animalswith their riders, onefaces outside and the other inside. The pilasters,
however, have only onefacing thepillars. Thereare cellson either end of the verandah.
The plain wall surface isrelieved with carvings of architectural motifslike chaitya
arches, railingsand roofsarranged in several horizontal tiers.

Fig. 3.18 Relief on the Vierandah Wall, Bedsa

In sharp contrast to the scul ptural depiction of the verandah, theinterior isstrictly
bereft of any surface ornamentation. The pillarsforming the colonnade are austere with
their octagonal shafts. Theinterior isilluminated by light from the two door openings, a
large chaityawindow and ajali window. Theinterior hasthe usual combination of a
vaulted roof over the central nave and half arched ceiling over theaides. Their wooden
beamssurvivedtill themodern timesand werelost during the British period. Theprincipa
object of veneration, the stupa, hasatwo tiered cylindrical drum, each surmounted by a
railing. Thetop of thestupa al so hasadoublerailing with aninverted pyramid. Onecan
still seethe wooden shaft that standsin the centre of the pyramid, however, the lotus
umbrellaismissing. Subsequently, during the period of MahayanaBuddhismthepillars
were painted with figures of the Buddha
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Fig. 3.19 Interior of the Chaitya Griha, Bedsa

Vihara

Themonastery at Bedsaisa so uniqueinitsarchitectural form. Themain structureisan
astylar hall fronted by averandah. A screen originally separated the verandah from the
main hall, whichisno more extant. Theverandah hasasinglecell and acisterntothe
right and two cellstotheleft. Themain hall hasavaulted ceiling with nine cellsopening
out fromit. Most of the cells have two rock cut beds suggesting double occupancy.
Openingintothecellsisthrough narrow doorshaving araised door sill and dight incline
inwards. They areflanked by double pil asters. Between two cellsare mock windows.
Thedoor iscrowned by achaitya arch and thewall surfacein betweenisrelieved with
railing motifsoneat the bottom and the other at the top.

Early Buddhist Art of Andhra Region

Evidence of sculptura art on Buddhist stupasisreadily availableintheregion of Andhra
Pradesh. Stylistically, they show similarity with the evidence reported from Sungaperiod
sitesof north and central India. Therefore, stylistically the scul ptured panelsfrom the
Andhra region may also be placed within the time bracket of second and first
centuriesBC.

Jaggayyapeta

A sculptural panel from Jaggayyyapeta, site of aBuddhist stupa, depictsauniversal

monarch or chakravartinruler. Thewhite marble dab showsamalefigurestandingin
the centreand towering al other depictions. The centrality and hierarchical scalingwith
respect to the surrounding figures suggest hisidentification asthe chakravartinruler,
the main subject of theentire portrayal. Theking isdepicted standing, facing front, his
right hand israised up pointing towardsthe sky and theleft is placed near hischest. His
upper body isbare except for seriesof jewellery. A digphanousdhoti seemsto betied at
thewaist. All around him are depi ctions of miniature figures of ahorse and an el ephant
near hisfeet. A demure femal efigureisdepicted standing bel ow theraised right hand of
theking. Two malefiguresare depicted standing to theleft of the universal monarch. On
either of the king’s head is the depiction of the wheel on a standard to the right and a

rectangular gem a so on astandard to theleft. An umbrellais seen canopying the head
of themonarch. Vertical linesof square objectsappear to befalling from above.

Thediverseelementsinthispand tell the story recounted inthe Mandhata Jataka
The Jatakatellsthe story of auniversal monarch, Mandhata, after whom the Jatakais
also named. In the story the king is invested with *seven Precious Possessions’ and



‘Four Supernatural Powers’. He also had the power to cause a shower of precious
gemsby smply clenching hisleft palm and then touching it with hisright hand. Whileit
appearsfromthe narrative that the said Jatakamay be extolling the virtuesand power of
auniversal monarch but intruthit highlightsthe effects of greed and actsasawarning
againgt it. The seven precious possessions of the story are represented by the queento
the right, minister and general to hisleft, horse and elephant near his feet, dharma
represented by the wheel on top and wealth by the square gem on theleft flank of his
head. The attitude of the king with hisright hand raised and left hand held near hischest
shows him commanding the shower of precious gems. The string of square objects
falling from the sky may represent thefalling gems.

Styligtically, the diverse depictions on the dab are morein the nature of carving
rather than of relief scul ptures. The deeply carved lineson the panel, if anything, are
only suggestive of the softness of marble asthe background stone matrix rather than
any artistic style. Elongated body of the central figure with emphasison linear and
angularity of thelimbsisreminiscent of relief scul pturesof Bharhut. However, eventhe
most flat figuresat Bharhut had softer body contouring than the present example. The
elaborate coiffureis characteristic of the period. Since the treatment of each of the
figuresisflat the softnessof the flesh iscompletely missing. Theround breastsand the
swelling hips of the queen depicted to hisright are much better in comparison.

From the point of view of composition, the random arrangement of the different
elementsof thestory showsnoregard for spatial context, hierarchical scaling, depthand
perspective. The elephant and the horse appear moreliketoysthan real depictions of
real animals. On the whole this particular specimen appears quite archaic even in
comparison to examplesfrom Bharhut and Sanchi Stupal.

Fig. 3.20 Mandhata Jataka Relief

3.7 SUMMING UP

- During thelifetime of the Buddha, he and hisdiscipleswandered from placeto
placeto propagate his message among the peopl e and increase the popul arity of
the newly formed Buddhist monastic order among the masses.

- Placesassociated with theimportant eventsof hislife became placesof pilgrimages
and Buddhawasdeified.
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7. When did rock-cut
architecture first
begin?

8. What is the
significance of the
Pandul ena caves?
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- Themonksresidingin monasteriescarried out regular discourseson the Buddha’s

teachings and retold the Buddha’s life story along with the stories of his previous
lifetoimpressupon thelaity the Significance of thisnew religion.

- Thecloseinvolvement of thetrading community and the contemporary political

class hastened this process of up gradation and structures of more permanent
material and visual appeal beganto comeup.

- Thesinglemost important obj ect of veneration among the Buddhistsmonksand

laity wasthe stupa. Whileoriginaly they were basically funerary structures, with
the development of Buddhism, it becamethe symbol of the Buddhahimself and
gained sanctity asa sacred object of reverence.

- Thestupa becamethefocal point of early Buddhist artistic endeavour not only as

an architectural form but also as an object that deserved sculptural art for its
decoration.

- The prayer hallswere known as chaitya and it housed a stone-cut stupa asthe

main object of veneration. Theresidential suitescomprising of small cellswere
known asthe vihara.

- Early Buddhist sculptural art isfound on the railing pillars and toranas as at

Bharhut and exclusively on toranasas evidenced on the Great Stupaat Sanchi.

- The most important aspect of the early Buddhist art is the spirit of “aniconism’.

Theterm “aniconism’ refers to the practice of depiction of a divinity in symbolic
form and not in human or anthropomorphic form.

- The begining of Budddhist Architecture in aparticular direction started with

Mauryan emperor Ashoka. After seeing death and devastationin Kalingawar in
255 BC he converted himself asafollower of Buddhism. AsAshokawasthe
follower of Theracult of Buddhism, it strictly prohibitsthe construction of any
figure or figureimages of Buddha.

- Earliest Phase of Buddhist Art isdefined asAniconic which meansrepresentation

of Buddha’s life through symbols such as an elephant, symbol of his birth; A
Bodhi treewhichisthesymbol of enlightenment; and thewhed, asarepresentation
Dharmachakrapravartana(hisfirst sermon).

- Thesite of theancient stupaislocatedin district Satna, Madhya Pradesh. The

archaeological ruinsat thestewerediscovered by Sir Alexander Cunninghamin
1873.

- The art of Bharhut presents a representative picture of the Sunga period art

prevalent intheregion.

- Thesculptural representationsfound on the railing and the torana comprise of

numerousimagesof Yaksa and Yaks, Salabhanjikas, Nagafigures, mortal human
beingsdepicted in different attitudes, Jataka stories, dwarves, etc.

- The Sunga art tradition as witnessed at Bharhut has very low relief i.e., the

figuresappear to be pasted on to the stone surface, thereisnot much depth from
the surface of the scul pted figure to the surface of the surrounding stone mass.

- An important decorative motif in the Early Buddhist art isthe Salabhanjika.

Thismotif represents abeautiful damsel in close association with atree, more
specifically thesal tree. Themotif istheartistic representation of theindigenous
pagan belief that beautiful women can make a sal tree blossom by the mere
touch of her feet.



- Thestory of therise and growth of Sanchi asasacred pilgrimage siteisalmost Early Buddhist Art
analogous to the growth of Buddhism underAshoka. It is said that Ashoka and Architecture
constructed amodest stupaat the hilltop of Sanchi and also erected apillar there

to commemorate hisassociation with thisregion.

- The site continued to survive actively till the 13th century AD. The Buddhist NOTES
establishment asit survivestoday in Sanchi comprisesof three stupas, monasteries,
Mauryan pillar, Buddhist shrinesdatabl e to the Guptaperiod and anumber of free
standing votiveimages of the Buddhaand others of the Buddhi st pantheon.

- The Stupal at Sanchi isone of the biggest and grandest of all existing Buddhist
structuresin the country. The structure of the present stupahideswithinit the
remainsof theearliest tupaat the sitewhich was consgtructed by Emperor Ashoka

- During the beginning of the Satavahana period the entire composition wasfurther
embellished with the erection of thetoranas, onein each cardinal direction. The
combination of theground railing and thetoranasare study in contrast in respect
of their surface embel lishment.

- Another early structural component of the Buddhist establishment at the siteis
Stupall. From the evidence of inscriptionsfound onreliquariesin the stupathey
contai ned bone fragments of somefamous Buddhist monkswho preached during
the Mauryan period and had al so participated in the Third Buddhist Council at
Pataliputraconvened by Emperor Ashoka himself.

- Thedignificance of the evidencethat we gather from Stupall isthefact that the
ingpiration for such large scal e stone carving that had itsbeginningin the Sunga
period came from wood and ivory carving that enjoyed wide popularity inthe
earlier period.

- Thesculptural depictionson thetoranasof the Great Stupaareavirtua panorama
of Buddhist symbols, mythological motifs, semi-divinities, animal figures, floral

motifs, the narrative panel setc.

- Among the auspicious motifs depicted on the architraves, mention may be made
of the sacred Triratna symbol and the three damsels.

- Thedepiction of the Mahakapi Jataka at Sanchi isontherectangular surface of
thetorana pillar. Theentire scene hasbeen captured within aframe of floral and
architectural motifs.

- Thearchitraves of the Sanchi toranas depict various events connected with the
life of the Buddhaaswell asthe eventsthat occurred after hisdeath like Prince
Siddharth’s renunciation of his palace life, enlightenment at Bodhgaya, conversion
of the fireworshiping Kasyapas, departure of King Bimbisarafrom Rajgriha,
War of Relics after the Buddha’s death, scenes of Paradise etc.

- Themaster craftsman at Sanchi utilized anumber of narrative devicesto help
provideacontinuousrendition of the story from the beginningto theend. Inthis
pursuit, the elongated rectangular architraves provided the perfect backdrop.

- Theinception of the storylineisfrom one end where from the backdrop of the
gatesof the city of Kapilavastu, surrounded by amoat and buildingswithin, isthe
depiction of ahorseleavingwith an umbrellaon top.

- Theexcavation process after the selection of suitablerock mass began with the
tracing of the outline of thefacade of the structure. Thereafter, theactual chiseling
of therock surface started at the level of the ceiling and thiswas carried deep

into therock massto the desired depth. Self-Instructional
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- Thechaitya griha at Kondiviteisdated to the 100 BC. On plan the prayer hall

hasalong rectangular assembly hall whichleadstothesmall circular areahousing
the stupathrough anarrow vestibule.

- Thechaitya hall at Bhajaisalarge hall with avaulted roof and an apsidal end.

Thehall wasdivided longitudinaly by two colonnadesinto abroad central nave
andtwo lateral aides. Theapsidal end of the hall accommodated asolid rock cut
Stupa.

- Therock cut stupain the apse of the chaitya is a hemispherical dome placed

over acylindrical drum. Thedomeissurmounted by doublerailing, one ontop of
the other. This stone harmika originally enclosed awooden umbrellanow no
more extant.

- The chaitya hall at Kondane (district Kolaba) marks a progression from the

complete wooden fagade of the cave at Bhaja.

- Thechaitya hallsat Bhajaand Kondane preservein their existing structuresthe

scheme of architecture not only inthe sphere of rock cut examplesbut also of the
earlier wood work.

- Pitalkhora(district Aurangabad) hasanumber of caveswhich wereexcavatedin

the horizontal layers of soft rock interspersed with the Deccan Trap.

- The Cave3isthe chaitya griha and hasthe usua combination of acentral nave,

two lateral aislesand the apse.

- Cave 4 isthe representative example of amonastic hall and isthe grandest at

Pitalkhora. Of great interest isthe treatment of the basement of the vihara.

- Pandulena or Panadava’s caves refer to a group of twenty four caves in the

district of Nasik. The significance of the siteistwofol d: from the point of view of
rock cut architecture and for having inscriptionsthat shed important light on the
historical processesin the Deccan especially under the Satavahanas.

- The chaitya griha at Bedsais approached through a narrow passage between

the unhewn rock masswhich coversmuch of thefagade of the cave until oneis
standing in front of it. After navigating the outer rock mass one entersinto the
portico or the verandah.

- Themonastery at Bedsaisa so uniqueinitsarchitectural form. Themain structure

isan astylar hall fronted by averandah. A screen originally separated the verandah
fromthemain hall, whichisno moreextant.

- TheBuddhist establishment in Amravati waslocated near Daharanikota, ancient

Dhanyakataka, wasthe capital of thelater Satavahanas.

- According to thetestimony of theinscriptionsat Amravati , the scul pted casing

slabsof the stupa were added when the renowned Buddhist monk, Nagarjuna,
resided intheAndhraregion.

3.8

KEY TERMS

- Aniconic: Symbolsused to suggest the presence of adivinity.
- Apsidal: Anarchitectural form which on plane appearsasarectangle closed at

one end by a semi-circle, in other words having a ‘U’ shaped plan.



- Bodhisattva: Member of the Buddhist pantheon who are Buddhato be. They

havetherequisite spiritual accomplishmentswhich makethem eligibleto attain
savation.

- Chaitya: A Buddhist shrine where the main object of veneration isthe stupa,

symbolic of the Buddhaor the Buddha himself.

- Dharmachakra: Buddhist ‘Wheel of Law’. In Hinayana Buddhism, the

Dharmachakraisalso used to symbolically represent Sakyamuni Buddha.

- Mahabhinishkramana: Theevent of the Great Departure of Prince Siddhartha

from hispalaceat Kapilavastuiscelebrated in Buddhism as M ahabhinishkramana
and isregarded as one of theimportant eventsof hislife.

- Mahayana Buddhism: A branch of Buddhism that cameinto prominence after

the beginning of the Christian era that advocates the transference of merit,
prajanaparamita.

- Salabhanjika: A decorativemotif depicting abeautiful damsel in closeassociation

with atree.

- Supa: Originaly it wasatumulusof earth gathered at the site of thecremation

of asaint or agreat king.

- Vedika: A railing enclosure of asacred place.
- Viharas: A Buddhist monastic establishment.
- Vidyadhar as. Celestia beingsdepicted flying over the head of divinitiesoften

bearing garlands.

- Yaksa: Afolk deity, nature spiritsand guardian of wealth and treasure. yakshi;

femal e counterpart of Yaksas; closely associated with fertility.

39

ANSWERS TO ‘CHECK YOUR PROGRESS’

. Whileoriginaly supaswerefunerary structures, with the devel opment of Buddhiam,

they became the symbol s of the Buddhahimself and gained sanctity asobjectsof
reverence.

. Jatakastorieswerethe stories of the previousbirth of the Buddha.
. Aniconic means representation of Buddha’s life through symbols such as, an

elephant being the symbol of his birth, a Bodhi tree being the symbol of his
enlightenment, and awheel being hissymbol of Dhar machakrapravartana or
hisfirst sermon.

. Theeight claimantswere: Ajatshatru, Shakya, Buli, Koliya, Malla, Brahmins,

Lichchavi and Kushinagar.

. Themost notablefeature of Bharhut art traditionisthelow relief or bas-relief of

the sculptural depictions. The concept of relief refersto the degreeto which the
figures scul pted on the stone panel project out from the stone background into
whichthey are carved.

. The sculptural exuberance at Sanchi states emphatically the objective of the

craftsman to portray life in al its myriad forms as he observes in the nature
around him.
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7. Thehigtory of rock-cut architectureisabout 21000 yearsold and beginsasearly
asthe second century BC at Bhgjaand Ajanta and culminatesinto the newest
cavesat Ellora.

8. Pandulena caves refer to a group of 24 caves in the district of Nasik. The
sgnificanceof thissteistwo-fold: from the point of view of rock-cut architecture
and for having inscriptionsthat shed important light onthe historical processesin
the Deccan, especially under the Satvahanas.

3.10 QUESTIONSAND EXERCISES

Short-Answer Questions

1. Mention briefly themain eementsof early Buddhist art and how did it devel op?
2. What werethe main features of Buddhist art found in Bharhut?
3. Briefly describethearchitecture of Buddhist rock cut cavesof western Indiaand
their construction techniques.
Long-Answer Questions

1. Describethearchitectural featuresof afully developed Buddhist stupa
2. Write an essay on the scul ptural characteristicsof the Great Stupaat Sanchi.
3. Writean essay onthe examplesof early Buddhist art of Andhraregion.
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4.0 INTRODUCTION

The study of ‘ancient Indian art’ is basically the study of Indian religion. Art and
architecturein Indiahave awaysbeen subservient to the cause of religiousglory. This
explanationisuniversally applicableto Brahamanical religion aswell asthe protestant
religiousmovements of Buddhismand Jainism. Art wasnot pursued merely for the sake
of art; it always aimed at the attainment of a higher metaphysical goal. Even when
secular art wasproduced it was sought in someway tolink it with thereligions. Thuswe
have temple walls decorated with myriad events reflecting the daily concerns of a
devotee’s life. An image of God when viewed by a devotee was meant to invest him
with spiritual energy tofight the ever present battlesof life. Apart from the Buddhaand
the JainaTirthankaraswho were avowedly mortal humansreaching heightsof salvation,
the Brahmanical deitiesand even deities of the latter Mahayana Buddhi st pantheon
wereviewed as belonging to aseparate realm having control over the mortal humans.
When these divinitieswere composed in three-dimens onal form the scul ptorsgot their
inspiration from the human form, but invested it with multitudes of heads and handsto
suggest their omnipresence and supernatural power.

Asthe pantheons gradually increased in the different religious systems, so also
an attempt to distinguish them arosein the form of assigning distinctiveiconographic
trait to each individual deity. Therefore, we observe that aswe progress through the
different regional centers of art flourishing in different parts of the country, art and
iconography gradually merged into one another.

4.1 OBJECTIVES

After going throughthisunit, youwill beableto:
- Identify themain characteristicsand stylesof the different regiona schoolsof art
inlndia
- Tracetheevolution of sculptural and architectura style over time

Self-Instructional
Material 107



Emergence of
Regional Schools

NOTES

Self-Instructional
108 Material

- |dentify theinfluences of contemporary western art styles

- Recognizethe contribution of Brahmanical, Buddhist and Jainareligiousideology
inIndian sculpture

4.2 GANDHAR SCHOOL OF ART

Sincethe Macedonian conquest of the north-western regionsof the Indian sub-continent
by Alexander the Great, the region, comprising portions of modern Afghanistan and
Pakistan, functioned as cultural and mercantile highways. Theregion becameavirtua
melting pot of diverse political and cultural features. After the fall of the Mauryan
Empire, the north-western region wasruled by anumber of Indo-Greek rulers. Some
of the important Indo-Greek rulers known from literary and numismatic evidences
are Diodotus, Euthydemos, Demetrious, Eucratides, Menander, Heliocles, Antal cidas,
Amyntas and Hermaeus. Political upheaval in Central Asialed to several hoards of
nomadic tribes descending into India. Thefirst such wave brought in the Sakas. The
Sakaswere ableto extend their political sway from the north-west into the heartland
of India around Mathura and its neighbouring regions. The earliest Sakaruler was
Maues. The other Sakarulersof north-west wereAzesl, Azilisesand Azesll. Around
thelast quarter of the pre- Christian era, during thetime of Azesl|I, the region came
under the suzerainty of the Parthians. Theimportant rulersof thisline wereVonones
and Gondophernes. It was after the destruction of the Parthians that the Kushanas
built their Empire.

Ancient Geo-political Units

The geo-political unitsthat werethe mainstay of the Saka-Parthian rulein the north-
west are generally clubbed under the name Gandhara. However, this is a wrong
nomenclature, for the term Gandhara can be applied to a small geographical area
corresponding to modern Taxilain Pakistan only. The more proper terminology will
be Bactro-Gandhararegion corresponding to the regionsof Bactria(modern Balkhin
Afghanistan) with its capital of the same name, Kapisa (modern Begram in
Afghanistan) withthesmilarly named capital and Gandhara. Another important region
within thisgamut wasthe Swat valley (Pakistan) analogouswith the ancient kingdom
of Uddiyan.

Cultural Impact

Thissmall geo-political region having been the playing field of numerouswest Asian,
central Asian and south Asian popul ation groups, | eft itsindelible mark in the form of
theart tradition of the region which cumulatively gave rise to the famed *Gandhara
Art’. GandharaArt as we know it today is an amalgamation of a number of diverse
traitsdrawn from Hellenistic, Indian, west Asiatic (Iranian) and Central Asian tribal
elements. For their ideological inspiration they drew from Buddhism, Brahmanical,
and Greek/ Roman pantheons.

Region of Kapisa

Excavations at the site of Begram, the ancient capital city of Kapisa, yielded ahoard
of art objects having diverse affiliations—Hellenistic, Chinese, West Asian, Roman,
Alexandrian and, of course, Indian. The hoard, predominantly secular luxury goods,
was found from the room of aruined building. The hoard comprised of plaster casts



of metal worksdatableto late Hellenistic period, Syrian glass, Roman and Alexandrian
scul ptures, lacquer ware from Chinaand ivory objectsof Indian origin. The building
from where the hoard was recovered was destroyed during a raid of Shahpur I, a
Sassanid. The date of the event is placed around 241 AD thus also providing a
termination date for the obj ects of the hoard.

The extant broken pieces of ivories were originally part of alarger narrative
panel apparently of Buddhist association. Thedifferent extant piecesshow architectura
features such asthetorana, similar to the one known from the Great Supa at Sanchi.
Two women lavishly ornamented are depicted standing side-by-side within thetorana
pillars. The extant portion of another broken ivory piece depicts a lady dressed in
Indian drapery standing on acrocodile. The depiction ispossibly arepresentation of
the river goddess Ganga standing on her vahana, the makara.

Yet another notable antiquity from the Kapisaregionisthegold reliquary found
from Bimaran, Afghanistan. Thereliquary was discovered by CharlesMasson. This
reliquary wasfound in association with four copper coinsof Azesll in mint condition
and an inscribed steatite casket within which the reliquary was placed. The ruby
studded reliquary depicts two sets of three standing figures. The central figureis of
the Buddha flanked by the bearded Brahma in the outfit of an ascetic and Indrain
princely garb. The Buddhaisdraped in amonastic robe covering both hisshoulders.
Theright hand of the Buddhadisplaysthe abhaya mudra. Apart from these six figures,
intwo groups, thereliquary also depicts two other individual figures—a man appearing
towalk forward and displaying the anjali mudra. All the figures are depicted within
pillared arched niches.

Fig 4.1 Bimaran Reliquary

Region of Gandhara

Thelargest and the most famouscity of the Gandhararegion wasundoubtedly Taxila, as
the Greeksknew it, or Takshashila, the Sanskritised name. Thisfamouscity wasidentified
withtheruinsof Sirkap. Thefirst settlement at the site was established by the Bactrian
Greeksin the second century BC. Among the notable structures of the city was an
apsidal temple of Buddhist affiliation. On plan, the horseshoe shaped structure had a
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stupa and arectangular assembly area. An interesting point in the composition of these
two areaswasthat the stupa was not an integral part of the assembly areaaswefind
at thecavesitesof Bhaja, Karle, Ajanta, etc. Here the stupa wasdistinct and screened
from the general assembly hall. The excavationsat the siteyielded anumber of stucco
heads, which had distinct Indian and Hellenistic stylesand forms.

Another structure found during the excavations at Sirkap was abasement of a
stupathat no longer exists. Thisstructureisimportant inthat it showsan amal gamation
of Indian and Hellenistic architectural motifsas surface decoration. Thewall surface
is decorated with repetitions in relief of pillars and pilasters having acanthus |eaf
capital. Thisfeatureisreminiscent of Hellenistic architectural forms. TheIndian style
makesits appearancein the form of torana gateways, ogee-arched doorway and the
pediment facade. Here again theimprint of Hellenistic motif isseeninthe depiction
of double- headed eagles on the ogee-arches and the single-headed eagles on the
toranas.The Eagleisassociated with death in Hellenistic mythol ogy.

Among the art objects recovered from the site mention may be made of “toilet
tray’. These are basically round dishes having religious application rather than as a
cosmetic object. One such dish depicts alady dressed in Parthian fashion reclining
and drinking wine. Another figure is depicted seated by her bedside also partaking
winewhile an attendant holding awreath over the reclining lady isdepicted standing
at the back.

Region of Swat Valley

Archaeological investigationsin the Swat valley have revea ed that the region played
an important role in the development of Buddhist ideology inthisregion but alsoin
the flourishing of Buddhist art. A large body of art objectsrecovered from the region
clearly demonstratesthat they professed certain stylistic featureswhich appear closer
to the Parthian art of Iran than the Hellenistic art traditions commonly found in the
Bactro- Gandhararegion. A clear example of the Parthianinfluencein the Swat valley
comes from a stone scul pture of the seated Buddha. The sculpture carved in grey
stone depicts the Buddha seated on afloral pedestal flanked to hisright and left by
Brahma and Indra respectively. The right hand of the Buddha displays the abhaya
mudra while the standing figures have their hands folded in adoration. Many such
images betraying the Parthian influence have been reported from different sites of the
Swat Valley.

The Kushanas

The mighty and famous K ushanaemperorswho ruled over large partsof north India
wereoriginaly anomadictribe of Central Asia. Accordingto severa Chinesehistorical
texts they were members of the Yueh-chi tribe. Their original homeland wasin the
region of Chinese Turkestan from where they were defeated and forced to flee by a
neighbouring tribe around 165 BC. During their wandering through the Taklamakan
desert, therewasadivisioninthetribe. Themagjority of the peopl e continued westwards
in search of a new homeland. However, a small portion of the original tribe went
southwardsto settle along the Tibetan plateau. Thisgroup cameto be knownin history
asthelLittle Yueh-chi.

The original group, known as the Greater Yueh-chi, defeated the Sakas and
settled intheir country. However, they were forced from thisland al so and they moved
further west and south into the valley of the Oxusor theAmu Darya. Here they settled



intheregion of Bactria. Gradually, the Yueh-chi | eft their nomadic ways and settled Emergence of
permanently in their new homeland. They were now divided into five principalities, Regional Schools
one of which was Kuei-shuang or Kushana. The history of the later Han dynasty

records that around the first quarter of the second century AD, K’ieou-tsieou-k’io,

chief of the Kuei-shuang, attacked and defeated the chieftains of the other four NOTES
principalitiesand declared himself king. Thisking died at the ripe age of 80 and was
succeeded by his son Yen-Kao-tchen. He conquered T’ien-tchou, i.e., the heartland
of India, possibly the Punjab plainsand appointed agovernor.

Thiswasthe beginning of the political supremacy of theformer Yueh-chi tribe
and it came to be known by its new name-the Kushanas. However, the Han tradition
still retained the old name and they called thisnew dynasty as Ta-Yueh-Chi.

K’ieou-tsieou-k’io, chief of the Kuei-shuang, is identified with Kujula who
bore the title of Kadphises . He was succeeded by his son Yen (Wema) Kao-tchen
(Kadphises). According to the evidence of Chinese texts we come to know that
Kadphises |l wasthefirst Kushanaking to extend hisruleinto mainland India.

The conquest of Punjab by Kadphises|| paved the way for Kanishka, the most
dynamic ruler of the Kushana dynasty, to extend his political suzerainty over large
parts of mainland India. HisEmpire, at itszenith, extended from Bihar inthe east to
Khorasan in the west and from Khotan in the north to Konkan in the south. From the
evidence of S-Yu-Ki and Rajtarangini we come to know that Kashmir also formed
part of the dominionsunder Kanishka. A tradition recorded by Al Beruni statesthat his
rule extended over Afghanistan and partsof Central Asia.

The date of Kanishkais placed around the close of thefirst century AD andis
generally accepted by historians and scholarsthat the Saka Erabeginningin 78 AD
actually refers to the beginning of Kanishka’s reign. Kanishka was a great patron of
Buddhism, but it does not appear that he was a practicing Buddhism. Hisbenevolent
religious policy issuggested by his coinswhich have ontheir reverse alarge gamut of
divinities belonging to many pantheonslike Greek, Sumerian, Elamite, Persian and
Indian— both Buddhist and Brahmanical .

Kanishka was succeeded by Vasishka who reigned for short time. He was
succeeded by Huvishka, another shining light in the Kushanadynasty. Huvishkaruled
for along time. In fact, he ruled jointly with Vasishka Il and his son Kanishka ll.
Buddhais conspicuous by his absence on the coins of Huvishka. The next king was
Vasudevaand as hisname suggests he appearsto have naturali zed in the new homeland.
Kushanapower declined after the reign of Vasudevaand whilethere continued to be
rulersof thisdynasty like Kanishkalll and Vasudevall, it wasthe Saka satrapswho
functioned asindependent rulersin different parts of the vast Kushana Empire.

Architecture in the Bactro-Gandhara Region

Buddhism entered into the north-west region of the sub-continent under the missionary
zeal of the Mauryan emperor, Ashoka. By the time of the ascendancy of the Kushana
Empire, the region had become afertile ground for the proliferation of Buddhist art
and architecture. Interestingly, whilethe extant evidence of theregion highlightsthe
sculptural tradition, especially, in the service of Buddhism, not much remainstoexplan
the architectural features of the timein theregion. Of the still standing structures of
the period, mention may be made of the ruined stupa and vihara at Guldara,
Afghanistan. The structure may be dated to the second century AD. The structure
consists of ahigh square base with a stupa on top. The entrance to the structure was
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through the east as attested by the presence of astairway onthat side. Thewall surface
of the base is decorated with niches framed by pilasters and topped by arches. The
presence of socketsin the niches suggeststhat originally there were wooden brackets
which supported stucco scul ptures. However, nothing remainsof thisarrangement today.
The extant portion of the stupa above the base also has similar surface decoration
comprising of pilastersand arches. The surface decoration of the structure representsa
happy amalgamation of Indian and Hellenistic motifs. Architecturally, the masonry
technique is inspired from the Parthian diaper-masonry technique. This entails the
horizontal placement of rock dabswith the decorative elementsof pilastersand arches
coming out ever so slightly from the main body. Whilethefacing of the structure has
been done by the use of symmetrically sized blocks, theinterior of thewallshasfilling of
largeirregular stone blocksto provide adequate strength to the entire structure.

Another site having ruins of Buddhist monastic establishment of the Kushana
period is Takht-i-Bahi in Pakistan. Theexcavationsat the Site reveal ed massive complex
comprising of open courtyards surrounded by cells, stupasand dwelling units. There
were three main courtyards; a vihara court, opposite to it was another courtyard
which led to the stupa court viaaflight of steps. The stupa court and theintermediary
courtswere surrounded by scul ptural nicheswhich are now vacant. The stupainthe
stupa court istoday survived only by itsbasal portion.

Sculptural Art in the Bactro-Gandhara Region

Asmentioned earlier, the famous Gandhara School of Art had itsbeginningin
the pre- Christian Eraand continued to blossom till fifth century AD. However, the
zenith of this school corresponded with the rule of the Kushanas who undoubtedly
gave patronage to art practicesin the region. A dominant feature of what we today
recognize asthe Gandharatrait isthe presence of Hellenistic art styles devoted to the
cause of the propagation of Buddhist faith. Therefore, whil e the subject of the scul ptures
wasof Indian origin, their treatment and execution were of Greeco-Roman style. This
unique amalgamation led to the creation of images of the Buddha and Bodhi sattvas
with Indian attributesandiconographi c specidties, but having the physique of aRoman
god. Thisled to the presence of moustache, turban, jewellery and dressing style typical
of Hellenistic art tradition.

Predominantly Gandhara art objects were fashioned out of stone, particularly
grey schigt, stucco, terracottaand very few of metal. Chronologically, stone and stucco
were widely used during the second century AD. The main centre during this period
appearsto be Taxilaand its adjoining areasin theregion of Gandhara. Subsequently, in
thethird, fourth and fifth centuriesAD stone gradually receded to the background and
more and moreimageswere fashioned out of stucco and terracotta. The main centresof
thislater phase appear to be Jaulian, Taxilaand Haddanear Jalal abad, Pakistan.

Of the very few metal objects of the Kushana period, mention may be made of
the “Kanishka reliquary’ found from the stupa of Kanishka at Shah-ji-ki-Dheri. The
modern site correspondsto ancient Kanishkapura, capital city established by Kanishka,
near modern Peshawar, Pakistan. The original stupa, at thetime of itsconstruction was
perhaps one of the largest stupas and a specimen of Kushana architectural feat. The
reliquary, found from achamber insdethestupa, hasonitslid Buddhasested onalotus
flower. He is flanked to his right and left by standing figures of Brahma and Indra
respectively. Theright hand of the Buddhadisplaystheabhaya mudra. Brahmadressed
asanasceticand Indraintheroya drapery sand with handsinanjali mudra. Thetreatment



of thedrapery on all thethreeischaracteristic of theregion, the heavy drapery suggested Emergence of
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some Mauryan pillar capitals. The body of the casket depicts figures of three seated

Buddhas, standing Brahmaand Indra, Kushanaroyalty, perhaps Kanishkahimsalf and the

celedtid divinities, Miiro, the sun-god and Mao, the moon-god. NOTES

Of the stoneimages, the standing figure of the Buddha was afavourite of the
sculptors. Whether seated or standing, theimagesof Buddhainvariably show himwearing
aRoman Togai.e., ashawl! covering the upper body and alower garment tied at the
waist. The treatment of the garment isin the form of characteristic deep ridges. In
majority of the cases, both the shoulders of the Buddha are covered with ashawl. In
most casesthe urna on the forehead and the usnisa on the head are prominently shown.
Another unique characterigtic of the Gandharastyleisthe depiction of thehair inwavy
lines. However, thisisnot to say that curl swere not depicted, but theformer wasmore
prevaent. The hao surrounding the head of the Buddhawasinvariably plain, devoid of
any ornamentation. Regarding the facial features and the composition of the physical
body, the extant images are heavily indebted to classical Hellenisticideals. Sincethe
images of the Buddhaand the Bodhi sattvawere based of Greek and Roman godsthey
have well sculpted physiquewith great attention on the beauty of the human body. The
youthful faceis characterised by sharp knife-edged brow ridge, pointed nose, sometimes
with moustache and elongated ears. The torso and the armswere not covered with a
shawl, and suggest muscul ature and taut abdomen muscles. The standing figuresof the
Buddha generally display the abhaya mudra or the varada mudra with their right
hands. When the Buddha is depi cted seated in padmasana, his hands arein dhyana
mudra, i.e., deep in meditation, or in dhar machakrapravartana mudraor thepreaching

pose.

Fig 4.2 Buddha in Abhaya Mudra Buddhan Dhyan Mudra

Bodhisattvaswere another popul ar subject inthe Gandhara School. In Buddhism,
the Bodhisattvas are defined as beings that have the required qualities of attaining
Buddhahood but have not yet attained it. Sincethey have not yet becomethe Buddha,

Self-Instructional
Material 113



Emergence of
Regional Schools

114

NOTES

Self-Instructional
Material

their sculptural depictionisintheform of royalty and not wandering mendicants. They
aredrapedinadhoti and ashawl falling acrossthetorso. Intunewith their depiction as
royal personagesthey have elaborate coiffure, ornaments, sandal s and moustaches.
Their spiritual positionissuggested by the presence of the usnisa on the head and the
urnaon theforehead. Here again the propensity for delineating the physical beauty of
the human form comes to the fore. Some of the popular Boddhisattvas depicted in
Gandhara art are Maitreyi, the future Buddha, who holds a vase and Padmapani

Avalokiteswara, who holdsalotusflower.

Fig. 4.3 Padmapani Avalokitesware

Animportant contribution of the Gandharaart isthe representation of thelife-
events of the Buddha’s life in narrative panels. Thus we get a whole range of panels
depicting the ‘Dream of Maya’, ‘Birth of Sidddharth’, his education, marriage to
Yasodhara, meditation, ‘the Great Departure’ from the palace of Kapilavastu, practice
of asceticism, ‘Enlightenment at Bodhgaya’, ‘Preaching of the First Sermon’ at Sarnath
andfinally hisdeath or Mahaparinirvanaat Kusinagar. In addition to theseimportant
events, various episodes of hislife during the course of hiswanderings propagating
hisknowledge are also depicted in Gandharaart. In this connection special mention
may be made of the dynamic Gandhara stone scul pture from Sikri, Pakistan which
shows the Sakyamuni practicing severe penance and as aresult having turned into
only skin and bone. Thisvisua masterpiece, presently displayed inthe Lahore Museum,
shows Siddharth seated in meditation on apedestal. The severity of hisasceticismis
suggested by the almost perfect depiction of the human skeleton covered only with
the skin. Thispowerful representation could only have come from the Gandhara School
whose craftsmen had mastered the knowledge of the human body. In the narrative
scenes, the importance of the specific personages wasindicated by the size of their
representations. For instance, the Buddha always was depicted in larger size in
comparison to other figures surrounding him. However, in panel sdepicting the nativity
sceneor the Great Departure, whereall thefiguresare of almost the same size, different
compositiond grategieswere employed. In both the above mentioned panel stheattention
of the associate figureswere directed towardsthe central figure, i.e., MayaDevi inthe
nativity scene and Prince Siddharthain thelatter scene.



Fig. 4.4 Satue from Gandhara School of Art

Apart from the gtrictly Buddhist scul ptures, secular scenesand individual images
have also been found from the repertoire of Gandhara art. Of the secular narrative
panels, mention may be made of Bacchanalian scenes with emphasis on wine
consumption. Here the subject-matter and its treatment were both classical. Stucco
heads of Greek and Roman deitiesand roya personagesform another part of Gandhara
art. The images made from stucco were further decorated with paint. Hair and eyes
were donein black while red sufficed for lips. Begram, in the Kapisaregion, was a
major centre of stucco work.

Theuniqueposition of GandharaSchool of Artisaptly summed by StellaKramrisch,
“Gandhara... occupies a position apart. For, it is Indian and colonial from a Hellenistic
point of view, it is Hellenistic and colonial when viewed from India.”

Characterigticsof the Gandhara School of Art at aglance:
- Date: Second half of first century BCto fourth-fifth centuriesAD
- Major Centres: Bactria, Kapisa, Swat, Gandhara
- Raw material: Grey and Blue schist, date, stucco, terracotta, metal
- Qyligicinfluences: Amalgamation of Hellenistic, Parthian, Indian
- Art objects: Individual sculpturesand Narrative panels

- Characteristics: Beauty of the human body, classical facial features, moustache,
pointed nose, wavy hair, sandals

4.3 MATHURA SCHOOL OF ART

According to the Buddhist text Anguttara Nikaya during thesixth century BC, Aryavarta
was divided into sixteen great states also known as the * Solasamahajanapadas’. Of
these sixteen great states, the region of Mathurawasthe capital of the mahajanapada
of Surasena. Mathuraor Madhura, the capital city of the Surasenawas|ocated onthe
banksof the Yamuna. Theancient Greek writersreferred to thiskingdom as Sourasenoi
and itscapital asMethora. Avantiputra, aking of Surasena, issaid to have been among
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thechief disciplesof the Buddha. It wasthrough him that Buddhism reached thisregion
and later on played an important rolein the devel opment of the Mathura School of Art.

Panini, a renowned grammarian of about the second century BC, refers to
Andhakasand Vrishnisof Mathurain hisbook Astadhyayi. The Arthashastraof Kautilya,
datableto the Mauryan period, mentionsthat the Vrishniswereasanghai.e., they had
arepublican form of government. M egasthenes, the Greek ambassador to the court of
the Mauryan Emperor ChgandraguptaMauryaat Pataliputra, informsusthat during his
timethe Surasemacapital, Mathura, wasacentre of worship of Krishna. The Surasena
territory formed anintegral part of the Mauryan Empire.

Inadditiontoitsroleasageo-palitical unit, Mathuraaso had acloserelationwith
thedevelopment of different religiousideol ogieswhich ultimately provided the necessary
influence for the devel opment of MathuraArt. The presence of life-sizeimages of -
Yaksha- Yakshi point to the hold of folk-divinitiesamong thelocal populace. Another
indigenous cult that was quite preval ent in the region wasthe Naga cult. As mentioned
earlier, asearly asthe second century BC Mathurawas aprominent centre of Bhagawata
religion centering around VasudevaK rishnaand the other Vrishni heroes, Samkarshana
(Balarama), Pradyumna (son of Krishna by Rukmini), Samba (son of Krishna by
Jambavati) and Aniruddha (son of Pradyumna). Mathura was a prominent centre of
Jainareligion attested by thediscovery of theruinsof aJainastupa at Kakkali Tilaalong
with other objects of worship. Symbolic, worship of Buddhain the form of the Bodhi
Tree and Chakra was al so practised here.

Political History

After thedemiseof theMauryan political suzerainty theregion around Mathuracameto
be ruled by local chiefdoms. A large number of inscribed cast copper coins bearing
‘Mitra’ and ‘Datta’ ending names have been found from the town and its environs.

During the period of Saka domination in the north-west, Maues, the Saka ruler,

extended his control further into the Indian territory and extended eastwards up to
Mathura. However, Maues appointed a provincial governor in Mathurato perpetuate
the Sakarulein thisterritory. Inscriptional evidence from the Mathura Lion capital

suggeststhat aM ahakshatrapa Ranjuvalaand aK shatrapa Sondasawere ruling from
Mathura. Thisinscription is dates back to AD 10. In another Mathura inscription
datedto AD 15, Sondasais styled as Mahakshatrapa. A large number of satrap chiefs
of Mathuraareknown from their coinsfound in thisregion. It seemsthat these satraps
ruled over Mathura as semi-independent rulers. They were overthrown from their
position by Kanishka, the third Kushanaruler, who established the second Kushana
capital in Mathura. The Kushanarule over Mathura continued till around the second
half of thethird century AD. Thereafter, there appearsto have been apolitical hiatus
till the emergence of the Imperial Guptas around the fourth century AD. However,
Mathuraasan art centre continued to flourish right upto the Guptaperiod.

Archaeological investigationsin and around the present day town of Mathura
suggest that the ancient settlement was not asingle site, but that there were anumber
of settlements as we find in the Bactro-Gandhara region. Some of the sites which
gave evidence of ancient settlement of that time are Sonkh, Mat, Katra, Jamal pur,
Chaubara, Bhuteswara, Palikhera, Maholi, Govindgarh, Kankali Tila, etc.

Development of Mathura School of Art

The earliest art objectsrecovered from Mathuraare datableto the second century BC.
Though the reported specimens do not form part of the Mathura School atelier,



they no doubt shed light on the antecedence of an art movement in theregion. These Emergence of
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well versedin art traditions practiced in distant parts of therealm. Anideaabout this

early phaseof art traditionin Mathuraissignificant in understanding the stylisticidioms

of the Mathura School that developed and flourished under the Kushanas. The NOTES
devel opment and popul arity of the Mathura School are attested by the presence of its
sculpturesin such distant placesas Central Asiaand Taxilaon the one hand and Sanghol
(Punjab), Sanchi, Sarnath and Sravadti, etc., on the other. Another proof of the popularity
of theMathurastyleisfound in the existence of workshopsin places such asKausambi
(near Allahabad), Ahichchhatra (near Bareilly), Sarnath and Mahasthangarh (in
Bangladesh) which weredrawing inspiration from thispremiereart style.

Sylistic Quality of the Mathura School

The Buddhaand Bodhi sattvaimages carved in the Mathurastyl e betray theindigenous
stylisticidiomthat devel oped during the centuries of the pre-Christian Era. Thestanding
and the seated images are heavy and bulky, suggesting earth-bound and primitive
strength. Thisfeature hasadirect association with the free-standing images of Yaksha
carved during the Maurya and Sunga periodsin different parts of north and central

India. Thisparticular trait isdistinctly Indian and standsin contrast to thewel | scul pted
human body of the Gandhara School. Similarly, in thefemal eform scul pted at Mathura
wefind thereflection of the Yakshi figures of Bharhut with emphasison the sensuality
of thefemale physique. However, the Mathura School borrowed freely from the Bactro-
Gandharastyle of the north-west. Thus, asin the case of the Gandhara School, Mathura
School wasal so characterized by an amalgamation of Indian and foreign stylisticidiom
with more emphasisontheindigenous style.

Sylistically, scul ptures of the Mathura School conformto certain featureswhich
areunmistakably found in all the major specimens. The standing and seated images
of the Buddhaand the Bodhi sattvas are characterized by round face, open eyes, sharp
nose, thick lipssuggesting ahint of asmile, heavy earth-bound physi que, diaphanous
drapery clinging to the body, folds of drapery suggested by fine lines, close shaved
head with a prominent usnisa and a plain halo with scalloped periphery. Thefemale
figures are depicted in the full blossom of youth characterized by voluptuousness,
round smiling face, knife-edge brow ridges, open eyes, thick lips, round breasts,
narrow waist and broad hips. The physical attributes of the female figures are
reminiscent of the Indian symbolism of fecundity. Another feature of thefemaefigures
istheir apparent nudity and rich ornamentation.

The chief characteristic of the Mathura School of Art that at onceidentifiesits
provenanceisitsstone medium. Theateliersof the Mathura School utilized the spotted
red sandstone from Sikri for their scul ptural repertoire. Some scholarsbelievethat the
surfaceswere covered with alayer of polychromeor gilt.

Animportant feature of the scul pturesfrom the Mathura School, in sharp contrast
to the Gandhara School, isthe presence of dated donativeinscriptions. The presence
of these inscriptions helps us to minutely study the chronological evolution of the
Mathura style through the centuries.

A representative type of the Mathuraschool isthelife-size free standing image
of aBodhisattva. Theimage, presently displayed in the Sarnath Site-museum, bearsan
inscription dated to the third year of Kanishka’s rule. According to the inscription, the
image of the Bodhisattvawas dedicated by aBuddhist monk Bala. Though theimageis
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designated asthat of aBodhisattva, the sculptureisfashioned likeaBuddhadevoid of al
ornamentation and princely garments, the chief distinguishing feature of aBodhi sattva
image. Theimage hasall the stylistic and iconographic features enumerated above.
Unfortunately, the right hand of theimage isbroken at the shoulder. Theleft handis
placed onhiswaist, adistinctivetrait of the Mathurastyle. The notable feature of the
imageisahugeumbrellathat isseparately displayed in the museum. The underside of
thehugeumbrellaisfully carved with sacred Buddhist symbolslikethelotus, mythical
beasts and other auspicious Buddhist symbols.

Of the seated images of the Buddha, the inscribed specimen from Katraisa
representative example. Theinscription at the base of the sculpture records that the
image was donated by a Buddhist nun Amohasi for thewelfare of all. The Buddhais
depi cted seated in padmasana on asimhasana. Heisflanked by standing Bodhisattvas
on both sides and flying vidyadharas on either side. The Buddha depi ctsthe abhaya
mudrawith hisright hand whiletheleft hand isplaced on theleft knee. The placement
of the left hand is a characteristic of seated images of the Mathura style. The image
datable to the second century AD shows the movement towards iconographic
complexity with theinclusion of figures of Bodhisattvas, vidyadharas, depiction of
the Bodhi tree on the stel e behind the hal o and presence of lion figureson the pedestal
to suggest thelion throne.

Fig. 4.5 Seated Buddha

Royal Portraits

Excavations at the site of Mat (on the east bank of the Yamuna), in Mathura, gave
evidenceof aoneof itskind royal shrine of the Kushanas. The shrinewasarectangular
edifice openingtothe east. At the north-western corner of the structure wasasanctum-
like enclosure consi sting of two concentric circular walls. The excavationsrevealed
that the centre of the circular enclosure was occupied by the stone scul pture of Vima
Kadphises. Thiswasthe original position of the scul pture. The scul pture of Kanishka
alsofound from the site, however, wasnot found at itsoriginal position. Theseportrait
statues of theroyal personages are the sole examplesof then kind inthe entire Indian
sub-continent. The presence of theseimages suggeststo usthat the Kushanaemperors
believed in their divinity and personification of god on earth. The use of the title



‘Devaputra’ on the Kushanacoins may be considered as an extension of thisbelief-
system. The scul ptures are now displayed in the State Museum, Mathura. The seated
scul pture of Vima K adphi ses depicts him wearing Central Asian dresscomprising of
short tunic and heavy felt boots. Theinscription on the scul ptureidentifiesthefigure
asthat of “Vemataksumasya’. The standing sculpture of Kanishka is headless and is
also dressed in Central Asian tunic and heavy felt boots. The right hand of the king
rests on amace and he holds abroad sword in hisleft hand. The bottom of the tunic
bears an inscription in Brahmi characters of Kushana period. The inscription also
identifies the sculpture as that ‘devaputro Kanisko’. The attitudes of the sculptures
arerigid and though carved in the round they are meant to be viewed from the front.
From the point of view of dressand posture the scul ptures betray the foreigninfluence,
but their workmanship and scul ptural style are entirely Indian.

Fig. 4.6 Kanishka’s Headless Image

I conographic Development of Religious sculptures

Ashasbeen mentioned earlier, theregion of Mathurawasthe playing ground of diverse
religious ideologies and the master craftsmen devoted their art in the service of all
without any discrimination. Chronological study of Mathurascul pturesal so shedslight
on the gradually increasing iconographic complexities of the divinities involved.
Iconography isthe study of attributes and symbol s associated with images of deities
which hepintheir identification. Thedevel opment of theiconography of Buddhist, Jaina
and Brahmanical divinitiesisanimportant feature of MathuraArt.

Brahmanical Sculptures
Thedifferent typesof Brahmanical sculpturesare:
1. Vaishnava sculptures

Theearliest representation of Brahmanical divinitiescenterson the cult of Vishnuwhich
enjoyed strong local popularity. The earliest representation of Vishnuisin his four-
armed form. Vishnuimagesin the coll ection of MathuraM useum depict thefour- handed
variety holding gada, chakra and kamandalu. The oneright hand displaysthe abhaya
mudra or the varada mudra. In some images, the gada is replaced by the shankha.
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Padma, acharacteristic attribute of Vishnu imagesare not found thisearly inthe art of
Mathura

Imagesof Balarama, second of the Vrishni heroes, werea so scul pted at Mathura.
Both two-armed and four-armed images of Balramahave been reported. Heisidentified
by hisdistinctive serpent-hood canopy. Theright hand displaystheabhaya mudra. His
other attributesincludeawinecupin hisleft hand or aplough. Thelatter attribute attests
tohisoriginasapastoral deity beforebeingincorporatedintheal encompassing Vaishnava
cult. Some rare sculptures in the Mathura Museum depict alady standing between
Krishnaand Balarama. Sheisidentified asEkanansa, sister of thetwo.

2. Saiva sculptures

Images of Sivaof the Kushana period wererestricted to symbolic and anthropomorphic
representations. Theformer took theform of Linga or phallus. The Mathuracraftsmen
mastered the unique style of combining the Linga and the anthropomorphic forms
and gaveriseto the Mukhalingas. The new form of Mukhalinga displayed the human
head of Sivaon the phallus. During thisperiod Ekamukhalinga and Chaturmukhalinga
were fashioned. As the name suggests, the former depicted a single human head
while the | atter depicted four heads on four sides. Each of the heads had a different
nomenclature and had di stinctive featureswhich could beidentified. The headswere
Tatpurusa on the east, Aghora on the south, Vamadeva on the west, Sadyojata on the
north and Isana on the top. The Isanawhich should be on the top of the Linga is not
delineated. The syncretic form of Ardhanariswvaraisal so acreation of the early Kushana
period. As evident in the nameitself, in thisiconic style the right side of the figure
represents Sivawhile the left sideis his consort, Parvati. The right side has matted
hair, trident, the attribute of Sivaintheright hand, half of the vertical third eyeonthe
forehead and urdhvalinga. Thefemaleleft sideisgracefully poised and decked with
ornaments.

Skanda-K arttikeya, son of Siva, isalso well represented in the early Kushana
art of Mathura. He is the god of warfare and commander of the divine army. In
sculptural art heisrepresented as ayoung man holding shakti in hisleft hand while
the right hand displays the varada mudra. In some sculptures he is shown in the
company of hisvahana peacock or cock.

Sculptures of other Brahmanical divinities

Among the other Brahmanical deitiesrepresented intheart of Mathuramention may
be made of Surya, Laksmi etc. One of the earliest images of the Sun-god depictshim
seated in utkutikasana on achariot drawn by two horses. Heisdraped in the dress of
aWesterner completewith coat, turban, trousersand boots. Heholdsalotusbud in his
right hand and adagger in hisleft hand.

Jaina Antiquitiesand Sculptures

The site of KankilaTilaseemsto have been animportant centre of Jainaideology. The
site preservesthe ruins of the only known Jainastupa. In addition to the stupa, the site
also reported anumber of Jaina scul ptures. An example of a sarvatobhadrika image
from the site depi cts Tirthankaras standing in kayotsarga mudra on thefour sidesof a
pillar. The Jainas are depicted standing ontiered platformsflanked by kneeling devotees
inanjali mudra.



Fig 4.7 Jaina Sculptures

Gandhara School of Art vs Mathura School of Art

Sl. Factors Gandhara School of Art Mathura School of Art

No.

1 Origin Overwhelming influence of Indigenous devel opment with
Hellenistic art style influence of Gandhara stylein the

later period

2. Style Stylistically it drew heavily from The early art styleis reminiscent of
Greco-Roman idioms and was Early Buddhist styles found from
wholly foreign in spirit. Bharhut, Sanchi and Bodhgaya
Assimilation of West Asian,
Parthian, Achaemenian and Bactrian
influences

3. Inspiration The images of Greco-Roman The life-sizeimages of Yaksha
divinities formed the basis of the formed the basis of Buddha and
Buddha and Bodhi sattva images Bodhisattvaimages

4. Raw-material | Blueor Grey Schist, slate, stucco, Red-spotted sandstone from Sikri,
terracotta, metal and sometimesin buff sandstone

5. Physical Emphasis on the physical beauty of | Heavy earth-bound primitive strength

attributes of the | the human form, taut muscles of folk deities, not much detailing of
sculptures the body

6. Youthful face with sharp brow-ridge | Round, fleshy face with large open

and pointed nose eyes, thick lips bearing a smiling
countenance

7. Hair represented in curly waves Close shaved head with a high usnisa
overflowing the usnisa

8. Drapery in the form of the Roman Diaphanous drapery that clingsto the
Togawith thick folds suggested by | body and folds suggested by fine
deep lines and ridges lines

9. Invariably both the shoulders of the | The sanghati isdraped diagonally
Buddha are covered with the across the torso leaving the right
sanghati shoulder and arm bare

10. The right hand displaying the abhaya

mudra israised upto the level of the
shoulder and in earlier images up to
the ears

11. In the standing images of the Buddha

theleft hand is placed on the waist
akimbo and in the seated images on
the left knee

12. Buddha and Bodhisattva depicted Is there no comparison here to be
with moustache and wearing sandals | made?

13. The halo around the head of the The halo invariably has scalloped
Buddha and the Bodhisattvas are edgesand in afew cases are
conspicuous by the absence of any beautifully decorated with motifs
decorative motif

14. Styles of Gandhara School gave examplesof | Narrative panels were not part of the

sculptural both individual images as well as repertoire of Mathura School
representations | Narrative panels depicting events of
thelife of Buddha as well as Jataka
stories

15. Subject-matter | Apart from Buddhist sculpturesand | Images of Buddhist, Brahmanical,
panels Gandhara School produced Jainaand folk deities were carved
secular images of in stucco and along with secular subjects. The
sculptures of Roman divinities roya portraiture figures are a novelty

of this School
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4. What is the chief

characteristic of the
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Art?

. What isthetypical

representative of
the Mathura School
of Art?

. State any one

difference between
the Gandhar School
and Mathura
schoal.
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Mathura School of Art during the Gupta period

Mathura School continued to thrive during the Guptaperiod and imbibed the classical
styleinitsart works. Mathura produced col ossal images of the standing Buddha. One
is on display at the Mathura Museum while another is the treasured jewel of the
Rashtrapati Bhawan, New Delhi. They have huge, intricately carved halos, a
characteristic feature of the Gupta art tradition of Sarnath. The sanghati covering
both the shoul ders of the Master isdiaphanous but hasfine schematic lines suggesting
foldsof the drapery. The delineation of the folds acrossthe body isreminiscent of the
treatment of drapery of the Gandhara style. While the body had become slender in
comparison to those of the Kushanaperiod, theface till retainsits plumpness. Thehead
and the usnisa are covered with tight curls. Bow shaped arching eyebrows, half open
contemplative eyes, thick lipsand elongated ears. The sanghati itself isin two parts, the
upper shawl and the lower dhoti. The left hand hangs down, holding the ends of the
robe.

Inaddition toimagesof the Buddhascul ptures of JainaTirthankarasanumber of
Brahmanical deitieswere also produced in Mathuraduring the Guptaperiod.

Fig. 4.8 Sculpture from the Gupta Period

Characteristics of the Mathura School of Art at a glance

- MathuraSchool of Artisgenerally coterminouswith the KushanaruleinIndia

- Raw material used is spotted red sandstone from Sikri and sometimes buff
coloured sandstone

- Strong indigenous flavour with theinfluence of the Gandhara style of the later
period

- Individual sculpturesof Buddhist, Brahmanica and Jainadivinities

- Examplesof royal portrait scul ptures, one of itskind in the subconti nent

- The human body is bulky and heavy, smile on the Buddha’s face was used to
suggest spirituality, diaphanousdrapery
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The Sarnath School was aflourishing art centre that marked the high watershed of
Indian art tradition during the Gupta period. The Guptaperiod heralded the classical NOTES
Ageinthefield of Indian art and architecture. The period witnessed the culmination
of theearlier trendsin art formsand stylesthat were prevalent in different art centres
spread wide over timeand space. Therewereinnovationsand inventionsin all spheres
of art and architecture. Inthefield of architecture, on the one hand it paved the way
for the construction of structural templeswhile on the other hand inthefield of rock-
cut architecture there was a proliferation in the sculptural wealth as a medium of
decoration. Inthefield of stone scul ptures, the spirituality of thedivinitiescameto be
reflected in the compositions. The Gupta scul pturesreflect the perfect bal ance between
the physical beauty of the human form and the sublime quality of spiritual attainment.
Inthe field of terracotta art, anew innovation wasintroduced in the form of hollow
life-sizeindividual imagesaswell aslarge panels.

The Gupta Empire

After the decline of the Kushana Empire, there was political disintegration of the
erstwhile KushanaEmpire and anumber of small kingdomsand principalitiessprung
fromitsruins. Thispolitical ambiguity continuedtill thefirst quarter of thefourth century
AD. Theevidence gathered fromtheAllahabad Fillar Inscription of Samudraguptastates
that the dynasty originated from one Sri Gupta who bore the title of ‘maharaja’. He
was succeeded by his son Ghatotkacha who is also referred to as ‘maharaja’. It was
thethird ruler of thisdynasty i.e., Chandraguptal, who assumed the ostentatioustitl e of
‘maharajadhiraja’. The inception of the Imperial Gupta dynasty is said to commence
with the accession of Chandraguptal in 319 or 320AD. He entered into matrimonial
aliancewith the Lichchhavisby marrying their princess Kumaradevi. Thisappearsto
have been avery strategic and significant aliance which consolidated the nascent Gupta
rule over alargeterritory. At thetime of Chandraguptal’s death in 350 AD the Gupta
Empirewasstrongly entrenched in north India.

Chandragupta | was succeeded by his son Samudragupta. According to the
testimony of theAllahabad Pillar Inscription he vanquished several regional rulersin
Gangaplains and subdued thetribal and forest people. Healso defeated several rulers
of the Dakshinapatha but allowed them to rule as his subordinates after pledging
allegiance to the Gupta throne. He was succeeded by his son Chandraguptall. The
major event in hisreign wasthe conquest over the Sakaswho wereruling over Gujarat
and parts of the Malwaplateau. Theissue of silver coinsof Chandraguptall struck in
imitation of Sakacoinsaround 409 AD suggeststhat by thistime thelatter had been
defeated. Chandraguptaal so secured an alliance with the Vakatakaswho wereruling
over Vidarbhaby marrying hisdaughter Prabhavati into the family. By the sheer dint
of hissuccessful military conquests, Chandraguptall assumed thetitle of Vikramaditya.

Chandragupta Vikramaditya was succeeded by his son Kumaragupta | who
ruled in relative peace and calm, disturbed only towards the fag end of his reign.
Skandagupta, son and successor of Kumaragupta has to his credit the task of
successfully repulsing the fierce and incessant Huna attacks. With him ended the
glorifying days of the Gupta Empire. The Hunas continued with their aggressive
incursionsand were successful in capturing different pocketsof theterritory. Ultimately,
the Guptadynasty breathed itslast around the middle of the sixth century AD.
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Religious Ideology of the Gupta Rulers

The Gupta Empire was anal ogous with the rise of Brahmanical religion. The Gupta
rulers were ‘parambhagawatas’. This was the age of the Puranas which championed
the cause of Brahmanical religion. The Hindu religion that we see around ustoday is
alegacy of the Gupta period. The “classical’ element of the Gupta period extended
into the field of language and literature. Sanskrit |anguage came to occupy aplace of
prominence. The Puranas which till then had been composed by bards now were
rewritten in classical Sanskrit. The different sects of Brahmanical religion became
crystallized during this period. The Gupta rulers, though openly Brahmanical,
maintained apolicy of tolerance towards Buddhism aswell as Jainism.

Architecture During the Gupta Period

1. Rockcut Architecture

Therock cut tradition of the earlier period continued to thrive under the Guptas. While
the majority of cave architecture was still dedicated to the Buddhist ideol ogy, caves
dedicated to JainaTirthankarasand Brahmanical deitieswerenot rare. Ajantaflourished
asaBuddhist establishment in this period. Of the 23 caves excavated during thisperiod,
only two were chaitya halls, caves 19 and 26, the rest were all viharas. Since the
Deccanwas under therule of the Vakatakas, it would be more appropriateto state that
the cavesat Ajantabel ong to the Gupta-Vakataka period. A number of caveswere also
excavated at the site of Bagh. The chaitya caves 19 and 26 are datable to the late 5th
and early 6th centuriesAD. These cavesareremarkablefor their scul ptural wealth both
along theinterior and exterior wall surfaces. Thefigure compositionsare affiliated to
MahayanaBuddhism. Theviharas, though bascally residential unitsfor themonks, aso
had a shrine room in the centre of the back wall of the cave. Theintroduction of the
shrineroomwithin aresidential unit wasan architectural innovation of the period.

2. TempleArchitecture

Structural templesbuiltin stoneand bricksare afeature of religiousarchitecture during
the Gupta period. The nascent form of the stonetemplesisfound from anumber of sites
incentral India TheseincludetheVishnutempleat Tigawa, the Shivatemplesat Bhumara
and Khoh, The Parvati temple at Nachna Kuthara and the Buddhist temples at the
World Heritage site of Sanchi. In addition, Guptastone templesare a so known from
Bihar and Uttar Pradesh. Though the Buddhi st temple at Bodh Gayahas undergone a
number of renovations, the original structure belonged to the Gupta period. The
Desavatara Temple at Deogarh, Jhans a so belongsto thisperiod. Brick templesof the
Guptaperiod are known from Bhitargaon in Kanpur, Sirpur in Raipur and Paharpur in
Bangladesh.

Theearliest templesof the period were modest structures comprising of asmall
garbhagriha, i.e., the sanctum fronted by asmall pillared mandapa. Thesetemplesdid
not have any shikhara and were flat roofed. The surface decorations in the early
templeswererestricted only to the door frame of the sanctum, often intricately carved.
Thewall surfaceswere conspi cuous by the absence of any ornamentation. Thetemples
of thelater Guptaperiod showed tendency to alleviatethe structure by providingit with
aplinth. Furthermore, the sikharawas al so introduced over the sanctum proper. Both
the Dasavtara and the Bhitargaon temple have sikharas. The Dasavatara Templeis
also the earliest exampl e of apanchayatana (five shrines) form of atemple. Themain
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Gupta Style- Sarnath

The Gupta style as mentioned earlier was a pan-1ndia phenomenon which was not NOTES
restricted to one particular art centre. The art centre at Sarnath was one such site
wherethe Guptaart tradition was used in the service of Buddhism. Theimagesfound
from the site were carved out of buff coloured sandstone sourced from Chunar. The
high point of the Sarnath School was evident from around the early second half of the
fifth century AD. The main characteristicsof the Sarnath Buddhaimagespertained to
‘elongated, slender, graceful bodies’. Another feature of these images is the diaphanous
drapery which clings to the body in such away that the physiognomy of the body
beneathisclearly delineated.

The Site

Modern day settlement of Sarnath (ancient Migadaya, Rishipattana, Isipatana and
Sarangnath) islocated at adistance of 13km north east of Varanasi. The site became
famous during the days of the Buddha. After, getting enlightenment at Bodh Gaya,
the Buddhavisited the Deer Park at I sipatana. It wasin thisDeer Park that he gave his
first sermon to those five ascetics who were his companions before he cameto Bodh
Gayaand received enlightenment. Thefirst sermon of the Buddhaat the Deer Park is
known as the Dharmachakrapravartana Sutra in Buddhist theology. The
Dharmachakrapravartana means the “setting in motion the Wheel of Law’. Here the
Buddha propounded the ‘Four Noble Truths’ and the ‘Eight-fold Path’. A Deer Park
till existsat Sarnath. The ddivery of thefirst sermon at Sarnath alsolaid thefoundation
of the Buddhist sangha (congregation). The five ascetics became the first members
of the Buddhsit sangha. This event immortalized the site among the Buddhist from
all over theworld. It isconsidered as apilgrimage point on the World Buddhist map.

The site continued to grow in size from its modest beginningsand by thetime
of Mauryan Emperor Ashoka, it had alarge community of Buddhist monksand nuns.
Ashoka also built the Dharmarajika stupa at the site along with the erection of a
Mauryan pillar capped by the four addorsed lions. The capital of the pillar whichis
presently displayed in the Sarnath site museum was declared as the emblem of the
Indian republic. Another stupa, the Dhamek stupa, atleast itscoreisalso attributed to
the Ashokan period. During the fifth century AD when the Chinese pilgrim Fa-hien
visited Sarnath he saw two stupas and two sangharams (monasteries).

Art centre

Thefinest creation of the Sarnath scul ptorswas associ ated with Buddhism. Thecraftsmen
produced both life-5 ze standing and seated Buddhaimagesin different pose. Thehallmark
of the Sarnath Buddhawasthe spiritual tranquility and weightlessnessthat permeates
theentire composition. Thezenith that the scul ptorsfrom Sarnath reachedvis-a-visthe
craftsmanship hasnever beenrivaled | eave al one surpassing. Mention may be made of
the seated Buddhaimage depicted in the attitude of preaching. Theimage presently
occupiesthe pride of placein the Sarnath site museum. The Buddhais depicted seated
in padmasana on a pedestal with his hands arranged in dharmachakrapravartana
mudra. A largeintricately carved hal o flanked by miniaturefiguresof flyingvidyadharas
surrounds the head and reaches down up to the Buddha’s shoulders. The figure of the
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Buddhais proportionate and slender with curls covering the head and theusnisa. The
soft contoursof the face are marked by arching eyebrows, downward cast contemplative
eyes, e ongated noseand dightly curved full lips. Thesanghati covering boththe shoulders
of the Buddha is diaphanous, its existence only suggested by the edges of the dress
material. Theright hand palm haswebbed fingers. Below the pedestal isdepicted the
Sarnath symbol, awheel in profile flanked by deer, and miniature figures of kneeling
monks in anjali mudra. The stele on either side of the Buddha is ornamented with
kirttimukhasand rampant lions standing on their hind legsfacing outwards.

Fig. 4.9 Sculpture of Buddha in Sarnath

Another stylewhich madeits appearance at Sarnath showsalargefigure of the
Buddha almost covering the entire stele. In this particular style the characteristic
Gupta halo is absent and its place is taken by a ‘U’ shaped elongated stele which
surrounds the complete figure of the central figure. The main figure of the Buddhais
flanked by small figures of attendants standing on stalked lotuses. Thetop of the halo
depictsflying vidydharas.

In addition to the above, the master craftsmen at Sarnath also carved images of
the Bodhi sattvas and narrative panel s depicting eventsfrom thelife of the Master. A
broken stone plaque depicts all the important events of the Buddha’s life from his
conception to hisMahaparinirvana. The eventsare arranged in achronological scheme
from bottom upwards. The entire plaque is divided into three horizontal tiers with
each tier depicting two events. The |eft side of the bottom tier depicts the scene of
Queen Maya’s dream. The composition shows the comparatively bigger figure of the
Queen reclining on her side. She is attended by a number of female servants. An
elephant is seen descending from the top of the tier. The right corner shows Queen
Mayadevi standing grasping abranch of the Sal tree whilethe child emergesfrom her
side and is being received by Indra. A separate depiction in the centre shows the
infant Buddha standing on a pedestal in abhaya mudra and receiving hisfirst bath at
the hands of two nagas. In the middle register is depicted the scene of Prince
Sidddhartha’s Great Departure or Mahabhinishkramana and its associated events.
The Princeis shown seated atop histrusted horse Kanthaka, denouncing hisworldly
possessions by giving up hisprincely attireand cutting hishair. Theright corner shows
the Prince seated in Meditation on alotus seat and hishead iscanopied by an umbrella.
The upper part of thetop register isunfortunately broken off. However, from the extant



part it is clear that the left corner depicted the Buddha seated in the Bhumisparsha Emergence of
mudra referring to his Enlightenment at Bodh Gaya. Theimageto theright depictsthe Regional Schools
event of the First Sermon at Sarnath suggested by theimage of the seated Buddhain
Dharmachakrapravartana mudra.

The popularity of deitiesof the Mahayanapantheon is suggested by the presence
of alarge number of different Bodhisattvas. An exampl e of thisdiversity issuggested
by theimage of BodhisattvaK hasarpanaAval okitesvara. Thedeity isdepicted standing
onalotus. The dender, elongated body of the deity isin conformity with therenowned
Sarnath idiom. He isdressed in a diaphanous drapery. The right hand of the deity is
broken at the shoulder. However, the extant right palm showsthe varada mudra. The
left hand holds a stalked lotus of which only the stalk is extant. The head of the
Bodhisattvaisadorned with matted hair and somelocksfall down to the shoulder. In
the centre of the coiffure isaminiature representation of Dhyani Buddha Amitabha
from which the Bodhisattva emanated. From the iconographic point of view, this
image conformsto the textual descriptions of Bodhi sattva K hasarpana.

Gupta Sculptural Art in Other Areas

NOTES

Central Indiaappearsto have been animportant centre of art activities patronized by the
Gutparulers, particularly Chandraguptall Vikramaditya. The epicentre of thisactivity
was around Udaygiri and Sanchi. At the site of Udayagiri, district Vidisha, anumber of
caveswereexcavated and their wall surface carved withimagesof Brahmanicd divinities.
A solitary cave at Udaygiri hasdepictionsof JainaTirthankaras. Caveno. 5at Udaygiri,
believed to have been excavated during the reign of Chandraguptall Vikramaditya,
bears adramatic, more than life-size representation on the Nrivarahaincarnation of
Vishnu. Theboar incarnation of Vishnu isrepresented with ahuman body and aface of
aboar. The centrd figureisdepicted standing triumphantly with hisleft leg placed ona
naga with hishandsfolded inanjali mudra, suggesting submission. Prithvi, the earth
goddess, for whose protection Vishnu took this particular form, isdepicted hanging from
the snout of the boar face. A huge vanamal a, acharacteristic iconographic feature of
Vishnu, adornsthe body of the Nrivaraha. Theiconographic composition iscompleted
with representation of miniaturefiguresof sagesin horizontal rowson theback wall and
river goddessesGangaand Yamunaonthesdewalls. Styligtically, the heavy, well scul pted
body of the Nrivaraha suggestsimmense strength and majesty in tune with thewhole
ideaof thecomposition.

Fig. 4.10 Sculpture of Vishnu at Udaygiri
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CaveNo. 6 at Udaygiri containsamodest shrine. The notabl e figurecomposition
of thiscaveis, interestingly, depicted on thewall outside the chamber. The entranceto
the chamber is framed by a decorated jambs and lintels. Flanking the entrance are
figures of dvarapal as characterized by diaphanousdhoti and muscular bodies. Thisis
abeautiful amal gamation of two diverse styleswhich suggeststheintermediary nature
of the present composition. Thetreatment of the body isalegacy of the Kushanastyle
whilethe diaphanous drapery isaforerunner of the Sarnath style. Other Brahmanical
deities carved in the shallow niches on the cave wall are Ganesa, twelve-handed
M ahisasuramardini Durgaand two sthanaka imagesof four armed Vishnu. Thetwelve
hands of Mahisasuramardini Durgaand personified Chakrapurusaand Gadadevi provide
evidence of the growingfield of iconography.

Terracotta Art

Terracottaart received anew dimension during the Gupta period. Therecovery of a
large number of terracotta scul pturesfrom different partsof north Indiasuggeststhat
thisart form enjoyed wide popul arity intheregion. In comparison to the earlier period,
The terracotta of the Gupta period is large in size. The increase in the size of the
terracottaisdueto their changed nature of use. The Guptaperiod marked the beginning
in the use of terracotta plaques for the decoration of wall surfaces of shrines and
temples. This practice continued even during the medieval period. These plaques
were made from single mouldsand the minute detail slikefacial featureswereincised
with a sharp pointed object when the clay was still wet.

Thehallmark of thisart form of the period waslife-size free standing images of
theriver goddesses Gangaand Yamuna. Their original place wason either side of the
entranceto aSivatempleat Ahichchhatra, district Bareilly. Iconographically, theriver
goddesses are depicted holding water pitcher in their hands and standing atop their
vahanas. Ganga is shown standing on makara while Yamuna stands on a tortoise.
They are accompanied by femal e attendants holding al oft an umbrellaover their heads.
Sylistically, the deitiesare depicted standing, turning inwardsasif ushering the devotee
into the sanctum sanctorum. Their drapery issuggested by closely placed linesacross
the body aswe observed in the Gandharastyle. The central figures appear completely
intheround. Thefacial features, however, do not show the beauty and refinement so
characteristic of the Guptatradition.

Fig. 4.11 River Ganga River Yamuna



Of the terracotta plaques used for decoration of wall surfaces of temples, as
stated earlier, mention may be made of a plaque depicting Vishnu riding on hisvahana,
Garuda. The extant part of the plague showsthetwo left hands of the god. The normal
hand bearsthe sankha whichisplaced near hismouth. Thissuggeststhat thegodisin
the act of blowing hisconch asawar call also suggested by the associatefigure. The
other left hand of the god holdsabow. An attendant figure depicted inthe act of drawing
hisbow string is perched on the outstretched left wing of the Garuda. The Garudais
depicted in composite form, with the head of aman and the body of the bird. Another
example comesfrom the site of Saheth-Maheth, identified with ancient Sravasti. The
said plaque depictsafour armed Saivaascetic. Unfortunately, the plagqueisbroken at
thewaist. Thisplagueisnotablefor the vivid and realistic depiction of the physical form
of the ascetic. The advanced age of the ascetic isbeautifully suggested by the creases
on hisface and the shriveled skin. The creased brow, lines on the forehead, drooping
eyesand sunken cheeks have been beautifully rendered. Hisemaciated body issuggested
by the skin stretching over hisrib cage. However, despitethe apparent shriveled physical
state the face of the ascetic showstranquility. The presence of four handsinveststhe
figurewithdivinity.

45 AMRAVATI SCHOOL OF ART

The Buddhist establishment in Amravati was located near Daharanikota, ancient
Dhanyakataka, wasthe capital of thelater Satavahanas. Theruleof thelater Satavahana
ruleaccording toinscriptional evidence beganwith thefirst quarter of the second century
AD and with it began, the most flouri shing phase of the Amravati School of Art. The
focal point of the Buddhist monastic complex inAmravati wasthe Great Supareferred
to as Mahachaitya in the inscriptions. The foundation of the Great Supa, like many
othersinthe north of the Vindhyas, is supposed to have beenlaid in the period of the
Mauryan Emperor, Ashoka. Thediscovery of afragment of apolished pillar bearing
inscriptionin the charactersof Mauryan Brahmi lendsfurther credenceto thisassumption.
The stupa at the sitewasthelargest in thisregion among all contemporary Buddhist
sites. The stupa was enclosed with a stone railing which was bereft of any surface
decoration similar to the Great Supa at Sanchi. Thereafter, the site underwent several
phases of construction that added to itsgrandeur.

South of the river Narmada, evidence of the dispersion of Buddhismisfound
from anumber of sitesin the Andhraregion, which have yielded ruins of Buddhist
complexes centering on the stupa, the main object of veneration during the early period.
Thelittle evidence of sculptural panelsexecuted inlow relief show affinity with the
sculptural stylesprevalent in central Indiaduring the Sunga period. However, many of
these centres survived over many centuriesand continued to grow in stature and gave
riseto auniqueregional style. Thisregiona style dedicated to the service of Buddhism
isreferred to asthe Amravati School of art by art historians owing to the preeminent
position achieved by the Buddhist establishment in Amravati- thetype sitefor thisart
school.

Geo-palitical 1dentity of the Region

Not much can be said unambiguoudy regarding the political history of theAndhraregion.
The coreregion of the Andhrawas centered on the mouth of theriver Krishna, whichis
referred to as ‘Andhrapatha’ in an inscription of the third century AD. The thirteenth

Rock Edict of Ashoka mentionsthe Andhras along with the Bhojas. The Bhojasare
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located in the region of the northern Deccan corresponding to the modern Vidarbha
region. Thiswould suggest that the Andhraswere located not very far from northern
Deccan. TheKrishna- Godavari deltareferred to asVengi in ancient timesformed the
coreregion whereearly Buddhist art flourished. Buddhism wasintroduced intheregion
by Ashokaas suggested by the presence of rock edictsand pillar fragments. Theregion
of eastern Deccan, corresponding to the erstwhile combined state of Andhra Pradesh,
had anumber of flourishing Buddhi st establishments. Theruinsof these establishments
have been recovered from numeroussiteslikeAmravati, Nagarjunakonda, Jaggayyapeta,
Goli, Ghantasa a, Bhattiprol u etc. These establishmentsflourished under the patronage
of thelaity, most prominently thewedlthy traderswho profited immensely fromriverine
tradealong theKrishna.

The Early phase

Theearly styleof thisregiona school may be studied from anumber of scul ptural panels
found fromthe site of Jaggayyepetal ocated along the bank of theriver Krishna. Thisearly
phase had its beginning sometime in thefirst century BC. The main features of these
sculpted panelslikelow relief, linear and angular body flexions, typical largeturbans treatment
of thedrapery etc. all point towardsthe stylistic qualitiesprevalent in the Sungaperiod
style of Bharhut and early Sanchi. Theraw material used for the panelswasmarble or
limestone. Theease of carving may have been animportant factor in thischoice.

Architectural features of the Mahachaitya

According to thetestimony of theinscriptionsat Amravati, the scul pted casing dabs of
the stupa were added when the renowned Buddhist monk, Nagarjuna, resided inthe
Andhraregion. Thisaddition along with that of ahighly ornate vedika may havetaken
place over along period of time as suggested by donativeinscriptionswhich rangein
time from the reign of Vasisthiputra Pulumavi (c. 130 — 159 AD) to Yajnasri Satakarni
(c. 174 — 203 AD), the Satavahana rulers. However, this majestic structure did not
survivethevagariesof time. Theearliest modern day record of thestupa sSiteispreserved
inthetour reportsof some European archaeol ogistswho visited the sitein the nineteenth
century. However, aconjectural ideaabout itsdimensionsand general appearance can
be made from some of the casing sculptural panels which preserved the miniature
carvings of the stupa itself. Archaeol ogical investigationsat the siterevealed that the
diameter of the dome of the stupa at the ground level was approximately hundred and
sxty feet and it isestimated that itshei ght may have been around ninety to hundred feet.
The vedika surrounding the stupa had the usual combination of threerailsmortised into
pail posts and the whole surmounted by aheavy coping stone, similar to those found
from Bharhut and existing around the Great Supa at Sanchi.

Fig. 4.12 Amravati Stupa



However, the entrance through therailing isdifferent from any example known Emergence of
from the northern Buddhist sites. At Amravati, asrevealed by the sculpted casing slabs, Regional Schools
theopeninginthecardind directions, instead of being framed by largetoranas, projected
out fromtheline of therailing, thus, providing an open space from whereto view the
scul ptured niches on the stupa. The free standing columns at the end of the entrance NOTES
projections were surmounted by figures of lions carved in the round. The Amravati
stupa also had an upper pradakshina patha (circumbulatory passage) famed by a
railing. Inthisupper railing solid rectangular panel swerejoined with theregularly placed
uprights. A unique architectural feature of the sutpasin thisregion wasthe presence of
platformsor offsetsjutting out from the upper pradakshina patha. These projections,
asoreferredto asayaka platform, werealsoin the cardinal directions, inlinewiththe
projecting entrance to the stupa proper. The platforms were occupied by five free
standing pillars (ayaka pillars) surmounted by sacred symbolsof Buddhism likethe
Wheel, Supa etc. The entire body of the stupa along with two sets of railing was
encased with greenish white limestone panel sdecorated with el aborate carvings.

Fig. 4.13 Sculptured panel

Art style of the Mahachaitya

The sculptural panelswhich form the sole object of surface decoration on the stupa
depicted scenes from the mortal life of Sakyamuni Buddha, also stories from the
Jatakas, storiesof previouslivesof the Buddha, lotusmedallionson therailing posts,
procession of yakshas on the coping stone etc. Stylistically, the figures of thisperiod
were drastically different from the earlier phase which was characterized by low
relief and linearity with no suggestion of contouring in the delineation of the human
figures. Theart style of thesecond century AD ismarked by greater fluidity in thebodily
forms, deep carvingwhich help to liberate theindividual figuresfrom the background,
crowded panelsand on thewholeamore naturalistic composition. Scholarsbelievethat
acareful study of thedifferent panelswill highlight influencesfrom regional art centres
of thewest likeKarle, Nasik, Kanheri, etc.

Of the sculptural panels, mention may be made of aparticular panel that depicts
someimportant life events of the Buddha-to-be. The side panel depictsfour eventsof
the Sakyamuni’s life; Maya’ dream, interpretation of the dream by the sages, the birth
of Prince Siddharthain the Lumbini grove and the presentation of the new born before
thetutelary deity of the Sakyaclan. Stylistically, thefirst factor of considerationisthe
division of the panel into four sections so that no one sceneinterfereswith the other.
Toachievethisobject, the artist usesdiversearchitectural formsto createdivision. The
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upper tier depicts the scene of Maya’s dream and its interpretation. A vertical wall is
incorporated in the sceneto distinguish these two separate events. A similar partition
with avaulted roof sufficesfor partitioninthelower half of the panel. The partitions
between the top and bottom scenes have been achieved by the inclusion of railings.
Sinceartidtically, the panel bel ongsto the period of aniconic representation of the Buddha
wedo not find hisanthropomorphic representation inthe panel . The human figuresinthe
composition are characterized by dender, € ongated formswith tapering lower limbsand
greater fluidity of bodily movements. Thefacesare oval shaped with hair arrangedin
elaborate coiffuresand refined features.

Oneof thesculpturd panels, evidently fromalater dateindicated by theappearance
of the Buddhafigures, preservesavery fine reproduction of theAmravati stupaitself.
The changeinthe character of theAmravati stupa from Hinayanato M ahayanatheol ogy
isproved by the recovery of anumber of such scul pted panelsaswell asfree standing
votiveimagesof the Buddha. Thelatter imagesprovideabalanced view of the stylistic
qualitiesof theAmravati School. The beginning of the appearance of Buddhaimagesis
dated to the end of the second and the beginning of thethird century AD. Politically, this
marksthetransition from the Satavahanato the Ikshavaku period. However, with the
beginning of anthropomorphic representations of the Buddhathe aniconic symbolsdo
not fade out. Infact, at Amravati we have ahappy coexistence of symbolsand Buddha
figures.

From the point of view of composition, the sculptural panelsof Amravati School
mark continuity from the panels of Sanchi with a continuous narration of storiesas
seen onthearchitraves of thetoranas. |conographically, the compositionsat Amravati
are marked by complexity in comparison to that observed at Gandhara.

Thefree standing images of the Buddhaconforming to theAmravati style have
huge bodies. They appear to beflat with no hint of modeling of the human physiognomy.
In this aspect, they appear to be similar to the Buddhafigures of the Kushanaperiod
from Mathura. The sanghati on the figures remind of the Gandhara tradition with
emphasis on prominent folds suggested by deep incised lines. The robe may cover
either the shouldersor only theleft one. The facesare narrow oval with aprominent
urnaand elongated ears. The face appearsrigid with no hint of expression or emotion.
Thehair onthe head isfashioned like small curlscovering also the small insignificant
usni sa.

Amravati style at Nagarjunakonda

Thesite of Ngarjunakondahad alarge Buddhist establishment that flourished under the
Ikshavaku rule. The monastic establishment that existed at the site from the second to
thefourth centuriesAD had morethan thirty structural units. The complex had severd
groups of monuments, some unitshad stupa and amonastery, othershad apsidal chaitya
and monastery whiletill othershad dl thethree components. The site also had numerous
isolated stupasaswell asvotive stupas. The archaeol ogical evidence and inscriptional

recordsrecovered from the site show that four different Buddhi st sectswerefunctioning
at the dte. Themonumentsthat are preserved at the present site of Nagarjunakondaare
not intheir origina context. The construction of the Nagarjunasagar dam threatened the
very existence of the ancient site and the ruins of which were spread over alarge area
in the valley. In an ambitious plan, the Government of India decided to relocate the
important structures of the valley to the hill-top. The sitewas excavated, its cultural

phases documented and recorded in detail and thereafter the monuments were
reconstructed on their present location.



The main stupa at Nagarjunakonda revealed a new and unique architectural
style hitherto unknown in the stupas of north India. Thelarge size of the stupa drum
hindered their construction in conformity to the prevalent style of piling up ahigh
tumulus of earth and brick courses. In the new technique, the main concern was to
provide stability to the huge dome. Thisnecessity was met by the use of Wheel shaped
foundation designinthe core. The centre of the core was constructed likeasolid brick
pillar with brick wallsin theform of spokesradiating out to the periphery. Concentric
brick circlesfurther dissected the spokesleading to the creation of small vacant cells.
The cells thus formed were filled up with earth. This architectural technique of
constructing stupaswasrepeated at anumber of sitesin the Andhraregion. The stupa
at Nagarjunakondahad abasal diameter of hundred and six feet and the drum possibly
reached a height of seventy to eighty feet.

Asat Amravati, the sculptural panels encasing the stupas along with the free
standing votive images have been found from Nagarjunakonda. On the whole,
stylistically, the scul pturesfrom the site show the continuation of theAmravati School
style of thelater period. Comparatively, the examplesfrom Nagarjunakonda appear
more slender, fluid and proportionate. The sculptural panels are marked by vitality
and classy spatial planning.

46 SUMMING UP

- The study of ‘Ancient Indian Art’is basically the study of Indian religion. Art
and architecturein Indiahave been always subservient to the cause of religious
glory. This explanation is universally applicable to Brahamanical religion as
well asthe protestant religious movements of Buddhism and Jainism.

- The geo-political unitsthat were the mainstayof the Saka-Parthian rulein the
north-west are generally clubbed under the name Gandhara.

- Thesmall geo-political region having been the playing field of numerouswest
Asian, central Asian and south Asian population groupsleft itsindelible mark
of the art tradition of the region which cumulatively gave rise to the famed
‘Gandhara Art’.

- GandharaArt aswe know it today is an amalgamation of anumber of diverse
traitsdrawn from Hellenistic, Indian, west Asiatic (Iranian) and Central Asian
tribal elements.

- Excavationsat the site of Begram, theancient capital city of Kapisa, yielded a
hoard of art objects having diverse affiliation- Hellenistic, Chinese, West Asian,
Roman, Alexandrian and, of course, Indian.

- Another notable antiquity from the Kapisaregionisthe gold reliquary found
from Bimaran, Afghanistan. Thereliquary was discovered by Charles Masson.
Thisreliquary was found in association with four copper coins of Azes|l in
mint condition and an inscribed steatite casket within which thereliquary was
placed.

- Thelargest and the most famous city of the Gandhara region was undoubtedly
Taxila, asthe Greeksknew it, or Takshashila, the Sanskritised name. Thisfamous
city wasidentified with theruinsof Sirkap.

- Thefirst settlement at the site was established by the Bactrian Greeksin the
second century BC.
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- Another structure found during the excavations at Sirkap was abasement of a

stupa that no longer exists. This structure is important in that it shows an
amalgamation of Indian and Hellenistic architectural motifs as surface
decoration.

- Archaeological investigationsin the Swat valley haverevealed that theregion

played animportant rolein the devel opment of Buddhist ideology inthisregion
but also in the efflorescence of Buddhist art.

- A clear example of the Parthian influence in the Swat valley comes from a

stone scul pture of the seated Buddha. The scul pture carved in grey stone depicts
the Buddhaseated on afloral pedestal flanked to hisright and |l eft by Brahma
and Indrarespectively.

- Themighty and famous K ushanaemperorswho ruled over large parts of north

India were originally a nomadic tribe of Central Asia. According to several
Chinese historical textsthey were members of the Yueh-chi tribe.

- Theconquest of Punjab by Kadphises|| paved theway for Kanishka, the most

dynamic ruler of the Kushana dynasty, to extend his political suzerainty over
large partsof mainland India. HisEmpire, at itszenith, extended from Bihar in
the east to Khorasan in thewest and from Khotan in the north to Konkanin the
south.

- Atradition recorded by Al Beruni statesthat hisrule extended over Afghanistan

and partsof Central Asia.

- Kanishkawasagreat patron of Buddhism, but it does not appear that hewasa

practicing Buddhism.

- Thedate of Kanishkaisplaced around the close of thefirst century AD andis

generally accepted by historiansand scholarsthat the Saka Erabeginningin 78
AD actually refers to the beginning of Kanishka’s reign.

- Kanishka was succeeded by Vasishka who reigned for small time. He was

succeeded by Huvishka, another shining light in the Kushanadynasty. Huvishka
ruled for a long time. In fact,he ruled jointly with Vasishka Il and his son
Kanishkall.

- Buddhism entered into the north-west region of the sub-continent under the

missionary zeal of the Mauryan emperor, Ashoka.

- Another site having ruins of Buddhist monastic establishment of the Kushana

period is Takht-i-Bahi in Pakistan. The excavationsat the siterevealed massive
complex comprising of open courtyards surrounded by cells, stupas and
dwelling units.

- Thefamous Gandhara School of Art had itsbeginning in the pre-Christian Era

and continued to blossom till fifth century AD. However, the zenith of this
school corresponded with the rule of the Kushanas who undoubtedly gave
patronageto art practicesintheregion.

- A dominant feature of what we today recognise as the Gandhara trait is the

presence of Hellenistic art styles devoted to the cause of the propagation of
Buddhist faith.

- Predominantly Gandharaart objectswere fashioned out of stone, particularly

grey schist, stucco, terracottaand very few of the metal.



- Of the very few metal objectsof the Kushana period, mention may be made of Emergence of
the ‘Kanishka reliquary’ found from the stupa of Kanishkaat Shah-ji-ki-Dheri. Regional Schools
The modern site correspondsto ancient Kanishkapura, capital city established

by Kanishka, near modern Peshawar, Pakistan.

- Theoriginal stupa, at thetime of its construction was perhaps one of the largest NOTES

stupas and a specimen of Kushana architectural feat.

- Bodhisattvas were another popular subject in the Gandhara School. In
Buddhism, the Bodhi sattvas are defined as beingsthat havetherequisitequalities
of attaining Buddhahood but have not yet attained it.

- Animportant contribution of the Gandhara art isthe representation of thelife-
events of the Buddha’s life in narrative panels.

- Panini, a renowned grammarian of about the second century BC, refers to
Andhakas and Vrishnis of Mathurain hisbook Astadhyayi. The Arthashastra
of Kautilya, datableto the Mauryan period, mentionsthat the Vrishniswerea
sanghai.e., they had arepublican form of government.

- Megasthenes, the Greek ambassador to the court of the Mauryan Emperor
Chgandragupta Maurya at Pataliputra, informs us that during his time the
Surasema capital, Mathura, was a centre of worship of Krishna.

- Asageo-palitical unit, Mathuraa so had acloserelation with the development
of different religious ideologies which ultimately provided the necessary
influencefor the devel opment of MathuraArt.

- As early as the second century BC Mathura was a prominent centre of
Bhagawatareligion centering around VasudevaK rishnaand the other Vrishni
heroes, Samkarshana (Balarama), Pradyumna (son of Krishna by Rukmini),
Samba (son of Krishnaby Jambavati) and Aniruddha (son of Pradyumna).

- Mathurawas aprominent centre of Jainareligion attested by the discovery of
theruins of aJaina stupa at Kakkali Tilaalong with other objects of worship.
Symboalic, worship of Buddhain theform of the Bodhi Treeand Chakrawasalso
practised here.

- After the demise of the Mauryan political suzerainty theregion around Mathura
cameto beruled by local chiefdoms. A large number of inscribed cast copper
coins bearing ‘Mitra’ and ‘Datta’ ending names have been found from the town
anditsenvirons.

- During the period of Sakadomination in the north-west, Maues, the Sakaruler,
extended his control further into the Indian territory and extended eastwards
up to Mathura.

- Theearliest art objectsrecovered from Mathuraare databl e to the second century
BC. Though the reported specimens do not form part of the Mathura School

atelier they no doubt shed light on the antecedence of an art movement in the
region.

- Among the pre-Kushana art specimens found from Mathura mention may be
made of astanding femal efigurine, Jainaayagapattasand free standing images
of Yaksha-Yakshi etc. A sculptural panel discovered from the site of Isapur in
Mathura stylistically suggestsa Sakaeradate.
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- The Buddha and Bodhisattva images carved in the Mathura style betray

theindigenous stylistic idiom that developed during the centuries of the pre-
Chrigtian Era.

- Thechief characteristic of the Mathura School of Art that at onceidentifiesits

provenance is its stone medium. The ateliers of the Mathura School utilized
the spotted red sandstone from Sikri for their scul ptural repertoire.

- Excavations at the site of Mat (on the east bank of the Yamuna), in Mathura,

gave evidence of aone of itskind royal shrine of the Kushanas.

- Vishnu images in the collection of Mathura M useum depict the four-handed

variety holding gada, chakra and kamandalu. The oneright hand displaysthe
abhaya mudra or the varada mudra. In some images, the gada isreplaced by
the shankha. Padma, acharacteristic attribute of Vishnuimagesare not found
thisearly intheart of Mathura.

- Images of Siva of the Kushana period were restricted to symbolic and

anthropomorphic representati ons. The former took theform of Linga or phallus.
The Mathuracraftsmen mastered the unique style of combining the Linga and
the anthropomorphic forms and gave rise to the Mukhalingas.

- Skanda-K arttikeya, son of Siva, isalso well represented in the early Kushana

art of Mathura. He isthe god of warfare and commander of the divine army.

- Thesteof KankilaTilaseemsto have been animportant centre of Jainaideol ogy.

The site preservesthe ruins of the only known Jaina stupa.

- After the decline of the Kushana Empire, there was political disintegration of

the erstwhile Kushana Empire and a number of small kingdoms and
principalities sprung fromitsruins. Thispolitical ambiguity continued intoftill
thefirst quarter of the fourth century AD.

- Chandragupta | was succeeded by his son Samudragupta. According to the

testimony of the Allahabad Pillar Inscription he vanquished several regional
rulersin Gangaplains and subdued the tribal and forest people.

- ChandraguptaVikramadityawas succeeded by his son Kumaraguptal who ruled

inrelative peace and calm, disturbed only towardsthefag end of hisreign.

- The Gupta Empire was analogous with the rise of Brahmanical religion. The

Gupta rulers were ‘parambhagawatas’.

- The “Classical’ element of the Gupta period extended into the field of language

and literature. Sanskrit |anguage cameto occupy aplace of prominence.

- Modern day settlement of Sarnath (ancient Migadaya, Rishipattana, |sipatana

and Sarangnath) islocated at adistance of 13km north east of Varanasi.

- Centra Indiaappearsto have been animportant centre of art activitiespatroni zed

by the Gutparulers, particularly Chandraguptall Vikramaditya. The epi-centre
of thisactivity wasaround Udaygiri and Sanchi.

- Terracottaart received anew dimension during the Guptaperiod. Therecovery

of alarge number of terracotta scul ptures from different parts of north India
suggeststhat thisart form enjoyed wide popularity in the region.

- Asat Amravati, the scul ptural panels encasing the stupas along with the free

standing votiveimages have been found from Nagarjunakonda.
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- Abhayamudra: It isagesture suggesting protection and reassurance displayed
by thedivinities of Buddhist and Brahmanical pantheon. NOTES

- Aniconic: Symbolsused to suggest the presence of adivinity.

- Apsidal: An architectural form which on plan appearsasarectangle closed at
one end by a semi-circle, in other words having a ‘U’ shaped plan.

- Chaitya: aBuddhist shrine where the main object of veneration isthe stupa,
symbolic of the Buddhaor the Buddhahimself.

- Dharmachakra: Buddhist ‘Wheel of Law’. In Hinayana Buddhism, the
Dharmachakraisalso used to symbolically represent Sakyamuni Buddha.

- Mahayana Buddhism: A branch of Buddhism that cameinto prominence after
the beginning of the Christian era that advocates the transference of merit,

prajanaparamita.
- Panchayatana: aform of temple architecture has one central and four subsidiary
ghrines.

- Saiva: effiliated and related to Siva, including hisfamily and ganas.

- Salabhanjika: A decorative motif depicting abeautiful damsel in closeassociation
with atree.

- Shanaka: Imagesof divinitiesdepictingin standing pose.

- Triratna: A sacred motif of Buddhist theol ogy symbolizing the concept of Buddha,
Dharmaand Sangha.

- Urna: One of the sixteen auspi cious marksthat appear on the body of agreat
ascetic or agreat monarch.

- Usnisa: Another one of the sixteen auspicious marksthat appear on the body of
agreat ascetic or agreat monarch.

- Vaishnava: Affiliatedto or relating to Visnu.
- Vedika: A railing enclosure of asacred place.
- Viharas Buddhist monastic establishment.

- Vidyadhar as. Celestial beings depicted flying over the head of divinitiesoften
bearing garlands.

- Yaksa: Afolk deity, nature spiritsand guardian of wealth and treasure.
- Yakshi: Thefemale counterpart of Yaksas; closely associated with fertility.

4.8 ANSWERS TO ‘CHECK YOUR PROGRESS’

1. Thelargest and the most famous city of the Gandhararegion was undoubtedly
Taxila, asthe Greeks knew it, or Takshashila, the Sanskritised name.

2. Buddhism entered into the north-west region of the sub-continent under the
missionary zeal of the Mauryan emperor, Ashoka.

3. InBuddhism, the Bodhi sattvasare defined asbeingsthat havetherequisitequaities
of attaining Buddhahood but have not yet attained it.
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10.

The chief characteristic of the MathuraSchool of Art isitsstone medium.

A typical representative of the Mathura School isthelife-sizefree standingimage
of aBodhisattva.

Theimages of the Greco-Roman divinitiesformed the basi s of the Buddhaand
the Bodhisattavaimagesin the Gandhar School of art, whilethelife-sizeimages
of Yakshaformed the basis of the Buddha and the Bodhisattavaimagesin the
Mathura School of art.

. Thefinest creation of the Sarnath scul ptureis based on Buddhism.
. Thehallmark of terracottaart of Sarnath waslife-size free standing images of

the river goddesses Ganga and Yamuna.

. Thefocal point of the Buddhist monastic complex in Amravati wasthe Great

Supa referred to asMahachaitya in the inscriptions.

The sculptural panelswhich form the sole object of surface decoration onthe
stupa in Mahachaitya of Amravati depicted scenes from the mortal life of
Sakyamuni Buddha, also storiesfrom the Jatakas, stories of previouslives of
the Buddha, lotus medallionson therailing posts, procession of yakshason the
coping stone etc.

4.9

QUESTIONSAND EXERCISES

Short-Answer Questions

1

5.
6.

How did Emperor Ashokaintroduce Buddhism to north-western region of the
Indian sub-continent?

Writeashort note on the sculptural art in the Bactro-Gandhar region.
What werethe stylistic features of the Mathura School of Art?

Differentiate between the Gandhara School of Art and the M athura School of
Art.

Write anote on the rock-cut architecture of Sarnath.
What werethe characteristic featuresof art and architecture of Nagarjunakonda?

Long-Answer Questions

1

4.

Discusstherole of the Kushanasin the devel opment of art and architecturein
the north-western region of the Indian sub-continent.

Describe the features of royal portraits and Saiva sculptures of the Mathura
School of Art.

Assesstherol e of the Guptakingsin the development of art and architecture of
Sarnath.

Discussthe features of architecture of Mahachaityas of Amravati.
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5.0 INTRODUCTION

Theart and architecture of Assam hasitsdistinct regional characteristics. The Tantric
cult, practiced at Kamakhya, isquite well known. The society of ancient Kamarupa, in
spiteof itsdistinct characteristicswas considerably influenced by Brahmanical rituals
and practices. Theart and architecturein thisregion wasinfluenced by Guptastyle of
art, which isthe Nagara style of art and architecture predominantly found in North
India.

However loca elementsarealsotobefoundingrainedinit. Unfortunately, only
theruinsof these architecture and scul pture remain. Architectural remainsbelonging
to periods ranging from the fifth-sixth century A.D. are to be found in Tezpur,
Kamakhya, Hajo Dabaka, Numaligarh, Sibsagar and Sadiya. Inthisprovince, theart,
scul pture and iconography flourished under dynastieslike the Vermans, Salastambhas,
Palas, Ahoms.

5.1 OBJECTIVES

After going throughthisunit, youwill beableto:
- ldentify the dynastieswhich ruled Ancient Assam
- Discussthe architecture of Assam
- Describethe sculptural formsfoundin Assamese architecture
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5.2 ANCIENT ASSAM

Assam, in the Ahom language means “peerless’. However in ancient times, Assam was
known as Pragjyotisa. Thisterm hasbeen mentioned in the Ramayanaand also occurs
severa timesinthe Mahabharata. The Mahabharatarefersto the army of Bhagadatta
ascomposed of chinaand Kirata soldiers. The chinaswerethe people of Tibet region
since China was often known as Mahachina which was to the south-east of Tibet.
Again the term Kiratas were generally used for the Himal ayan mountaineers of the
Mongoloid stock. IntheKalika Purana, kiratas are described asthe original inhabitants
of Assam. In histravel account, Hiuen Tsang described thisterritory asKamrupa. During
medieval period, Kamrupagained popularity owing to the Tantrik cult and cameto be
considered as the most sacred place because of the temple of goddess, Kamakhya.
With thegradual spread of Aryan culturefrom the 4th century AD from the heartland of
Indiainto the Brahmaputravalley, the Brahmanical custom had deeply penetrated the
society. Thiswas evident in the practice of Vedic rituas in the everyday life of the
people and the use of Sanskrit mostly by the elite groupsin the society. The modern
Assamese languageisalso derived from Sanskrit.

Thelegendary account of Assamisdescribed in aSanskrit text, Hargaurisanmvada.
Thework containsan account of rulersand dynasties, particularly Kamrupa. Ancient
Assamwasruled by severa kingdoms. Inthe early 20th century, British historianslike
Edward Gait and Assamese historians|ike Kanaklal Baruawrote on Assam. Their work
givesan account of the political and cultural history of Assam.

Thehistorical account of Assam startswith the establishment of Varman dynasty.
PushyaVarman founded Kamarupakingdom in the 4th century. Maharaj adhiraj Pushya
Varman (350-380 AD), was the first well known ruler of Kamarupa. He was a
contemporary of Guptaemperor Samudragupta. Asthefrontier kingdom of the Guptas,
Kamarupa often became the bone of contention and occasional conflictstook place.

TheVarman kingdom reached itsglory under the king Bhaskar Varmanin the 7th
century. Xuanzang visited hiscourt and | eft behind as gnificant account. Bhaskar Varman
died without any heir so the control of the country passed to one Salasthamba, who
established the Mlechchhadynasty. After the decline of the Mlechchhadynasty inthe
late 9th century, anew ruler, Brahmapal a, who was el ected by | ocal residents, established
the Paladynasty. Thelast Palaking wasremoved by the Gaur king, Ramapala, in 1110.
But thetwo subsequent kings, Timgyadevaand Vaidyadeva, although established by the
Gaur kings, ruled mostly asindependentsand i ssued grants. Three dynastiesflourished
inthe Pre-Ahom period. These are Varman, Salastambhaand Paladynasties.

ThePaarulein Assam cameto an end by theend of 12th century AD. TheTais,
who later cameto be known asAhoms, entered the Brahmaputravalley inthe beginning
of 13th century from upper Burmaregion. They ruled the Brahmaputravalley from the
second quarter of 13th century to the second quarter of 19th century. During thisperiod,
besidesAhom, the Koch, Kachari, Chutidand Jainti&ruled different parts of Assam.

Except the Jaintid, who ruled in the Jaintia hills of present Meghalaya, other
dynadtiesfollowed architecturd activitiesextensively.

The Ahomsfirst established their capital at Caraideo under the leadership of
Sukapha, thefirst Ahom ruler in the Brahmaputravalley.
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5.3 ARCHITECTURE OFASSAM of Assam

The existence of numerous shrinesdedicated to Shiva, Vishnu, Surya, and other deities
isattested by bothinscriptionsaswell ascontemporary literature. Hiuen Tsang, in his NOTES
account, mentionsthe existence of hundreds of Deva templesin Kamarupa. Thereare
quiteafew inscriptional referencesto the erection of templesin Pre-:AhomAssam. The
ruinsof templesdo not show that Assam devel oped an independent architectural stylein
the beginning. Thearchitectural styleinAssam wasinfluenced to agreat degreeby the
Guptastyleof art and architecture. Thebold scroll floral design seen at Kamakhyaisthe
proto-typescroll of fourth tofifth century of Bhumara.

When the Gupta dynasty started collapsing, the art activities also suffered.
Kamarupa, the bordering Kingdom of the GuptaEmpireunder theVarman rulers, however,
continued the Guptastyle of art. Someinfluence of Guptaart or architecture could be
even seen in thework of the days of the Salastambharulers. The plinth of the ruined
temple at Dah Parvatia consists of garbhagriha and mandapa which clearly depicts
thearchitectural style of the Guptas. From the beginning of the Varman dynasty till the
Salastambha dynasty, the architectural activities can betraced systematically inand
around Tezpur. Theruined templesat Bamuni Pahar, Mg gaon, architectural components
preserved in the Cole Park, Tezpur bear testimony to thisfact. Thetemples of Assam
bel onging to the Pre-Ahom period certainly resembl e the Indo-Aryan stylewith dight
variations. But, some peculiar styles, designs were influenced by the central Indian
architecture style, which no doubt wasthe soul of the Pre-Ahom architecturestylein
Assam.

But, in case of Gajathara motif, Deccan influence is noticed. There may be
influence of other architectural styleincluding theindigenousadditionsinthe Pre-Ahom
architecture, althoughitisaproduct of the Indo-Aryan style.

Initially, dueto political instability, the Ahom rulers could not concentrate on
architectural activities. TheAhom architecture wasin accordance with the Indo-Aryan
style, but was greetly influenced by the ISamic styleaswell. In pre-Ahom and during
theAhom period, influence from South East Asiadid impact thearchitecture of Assam.
But theinfluence of East appeared to be very lessin comparison to the West due to
communication and geographical factors.

TheAssamese templ e art and scul ptureisareflection of broad aspects such as
myths, customs, mythology, beliefs, and cultswhich are aesthetical ly reflected through
the scul ptural motifsfound in symbolic representations. The grandeur of the Assamese
art and architecture has been enhanced by the composition of different art, mythsand
sculptures. Theregional variationisclearly represented in some of the architectural
elements.

5.3.1Early Phase

Today, huge heaps of ruins of ancient architecturelay scattered throughout the state.
Theremainsinclude architecture and fortifications, scul pture designs, icons, and few
specimensof painting. Literary accountsand epigraphy point to the artistic activities of
therulers. Besidesthetemplesat Hajo, Kamakhaya, Sadiya, which arementionedinthe
Puranasand the Tantras, wefind an earlier reference to aSun templein Kamarupain
the Markandeya Purana. Yuan Chwang refersto hundreds of devatemples during the
700 BCE. Itisproved by theremainsof Dah Parvatia. Epigraphy makesreferencesnot
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only to the erection of templesbut also to buildings of asecular nature. The Tezpur grant
of Vanamal astatesthat the king repaired thefallen lofty temple of Shiva.

The ruins of palatial buildings that have been discovered indicate that these
architectural remains belong to secular art. Hence, the conclusion arrived at by B.K.
Barua, “We have, thus, no information of the secular architecture of the period’, may be
incorrect. It isworth noting that the remainsthat have been discovered so far fromthe
land, point to the conclusion that no sharp distinction can be drawn between temples
dedicated to Vishnu, Shiva, Devi and thelikes. Not only do we find remainsof temples
dedicated to different deitiesin asingle spot at Hajo and Tezpur but alsoinasingle
scul pture and i mages showing other deities. In other words, the water-tight divisions of
architectureinto Shaivite, Vishnuvite and Buddhistic or the general conception that the
Vishnu shrinewas confined only to Northern Indiaand that of Shivato Southern India,
or that the Vishnu shrineisinfluenced by Indo-Aryan style of architecture and the stupa
influenced by Dravidian style cannot be justified on the basis of the ruinsthat were
discovered from Assam.

Architectural Remains

Darrang (now Tezpur) Ruinsof Dah Parvatia: Thetempleruinsat Dah Parvatiaare
one of the earliest specimens of architectural and stone carvingin Assam belongingto
the 5th-6th century A.D. The door-frame of Dah Parvatiaisone of the best specimen of
the Gupta School of Art. The carving on thejambsis continued overhead in four of the
five bands; the lowest part of the jamb consisting in high relief the figures of river
goddesses Jamuna and Ganga with their attendants. In the fourth band the pilaster
appearsto support an architrave bearing on it five caitya windows of two types: @) a
trefoil inwhich all threearcsare of the same size; there arethree caityawindowswith
such medallions, onein the centre and two near theends; b) alsotrefoilsin which the
upper arcislarger than thetwo arcson the sides. The central medallion of thesefive
contains aseated figure of Lakulisa Siva. There are five bands of ornament on each
jamb containing :-

- A meandering creeper rising abovethe head of aNaga.

- The body of the Naga and Nagi rising from the top of the square panel at the
bottom of each jamb and conti nued between the first and the second bands of the
lintel. The tails of these to serpents are held by the figures of Garudain high
relief.

- Ornamental foliage consisting of astraight stem.

- A pilaster, squrein section bearing on it square bosses covered with arabesque as
projections, which actsas supportsto anumber of human or divinefiguresand
endsinacruciform bracket capital.

- A doubleintertined creeper forming conventional rosetteswhich iscontinued on
theside projection of thelintel.

1. Tezpur Remains. The modern town of Tezpur contains a number of ancient
remainsof templesand buildings. The shrineswere dedicated to Surya, Shivaand
Buddhaaswell. The most important specimens, divided into three groups, are
described below.

The most remarkabl e scul pturein thefirst group isthe two shafts of pillars
and ahugelintel. The shaft of onepillar is16 sded, indicating that thiswasa
Shivatempleasthiskind of pillar isgenerally foundinaShivashrine. Inthe



second pillar, the upper part of the shaft isdodecagonal and thetopisdivided Artand Sculpture
into three horizontal bands. Both the pillarscontain floral and other designs. of Assam
Thelintel isdivided into two parts; the upper part contains miniaturetemple

patternswith the phallic emblem of Shiva. Thelower part isdecorated with

thefigure of Ganeshaand other designs. The nature of the carvingsindicates NOTES

that the templewasbuilt during 10th century A.D.

The second group of scul ptures consi stsof specimensfrom agigantic temple.
Thedoor sill andthelintel, whichishugein size, determinethe s ze of thedoor
frame. Therearethethreeraised panelsonit, each of whichisdividedintoa
larger nicheinthe centrewith asmaller one each side. The sculptural remains
indicate that agigantic temple depicted to Suryaexists.

A number of carved stonesor piecesof pillar belongingto another templelay
scattered. Most of the carved stones are from the plinth moldingsand string
courses of a gigantic temple. The string courses contain beautiful
ornamentations. At the centre of some of the stone piecesthereisaprojecting
nicheflanked by round pilasterswith divinefigures. In some of the niches,
therearefiguresof Saraswati, Shivaand Durgaseated intheir conventional
style,commoninNorthIndia Theoutlinesof plinth moldings contain beautiful
scul pture designs. The most remarkabl e specimen of the collectionisasab
fromthe upper part of the plinth moldings. It isdivided into sunken panelsby
means of circular pilasters each containing amale or afemale or two males
or two femal es. Thefigures depict aman fighting with alion, another man
playing on adrum and another dancing. Another dab contains chaityawindow
patterns. The second group of scul ptures belongsto atemple dating around
12th century A.D.

Two other specimensfrom the areaappear to belong to another temple. One
of themisastone jamb from adoor and the second aslab with three sunken
panel s occupied by human or divinefigures. From Visvanatha, Bihali Gomiri
and theneighbouring places, smilar ruinsof templesdedicated mainly to Shiva
and Devi with their emblems and other sculpture specimens have been
discovered. The ancient remains show carved blocks of stone.

2. Bamuni Hill Remains: Another important spot of archaeol ogical interestisthe
Bamuni Hill, near Tezpur. The area containsruins of templesand specimens of
sculpture bel onging to the period not later than 8th-9th century AD. Likethose at
Dah Parvatia, thetemplesof thisareawere dedicated to different godslikeVishnu,
Shiva. Theimportant specimensare asfollows:

Some pavements inside the garbha ghrihas of the larger shrines are still
intact.

A natura structureforming part of alarger templewith acircular scul pture
door step liesbetween the sanctum and its mandapa.

A cross-shaped bracket and ahugelintel ornamental with horned kirtimukhas.
Door jambswith miniaturefloral patternsand other designs

Many square bracketswith panelsand bas-reliefs; one of them bearing the
figuresof amaleand afemale.

3. Ruinsat Sadiya: Intheextreme north-east region of Assam lie Sadiyaand Kundina
whereremainsof templesand buildings, including the Copper templededicated to
Devi have been discovered. On thewallsand buildings of thetemplesthereare
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various scul pture designs, including human figures, animals, birds, flowers,
geometrica designsand someare depicted in erotic stylelikethose at Dimapur.
Prthu, another king of Kamarupa built an extensive fortification asadefense
againgt theinvasion of Bakhtiyarin Jalpaiguri.

4. Nowgongr uins: The present district of Nowgong contains enormous ruins of
templesand buildings, which may be placed between A.D. 600 and 1200. The
remainsintheareashow that the shrineswere dedicated to different deitiesand
some of the specimensindicate strong non-Aryan influence. The areaswhere
architectural remains can befound are described bel ow.

Chanchauki: Theremainsfrom thisplaceinclude carved blocks of stone.
One door piece contains figures of a dvarapala dancer and a female
worshipper; another dab showsapair of mithanin embrace.

Kawaimari: Theremainsfromtheareareveal the existenceof abigtemple
and include stone pieces bearing various human, animal and floral designs.

5. Guwahati ruins Theregioninand around Guahati aboundsin architectura ruins.
Thetemple of Kamakhyaisoneof the earliest Sakti shrineintheregion (details
of the Kamakhyatemple hasbeen dealt with separately). About three milesfrom
Kamakhayalay Pandu which al so has remains of templesand images. Temple
ruins and scul pture specimenslie scattered in Umananda, Asvakranta, Urvas,
Manikannesvara, Sukresvara, Navgrahaand placesnear Guwahati.

5.3.2 Palas and theair Contributions to Art and Architecture

The Palaempirewas among the most famouskingdomsof Indiathat existed fromA.D.
750-1174. The rulers came from a Buddhist dynasty in Bengal, in the eastern region of
the country. Their rivals often described the Palas asthe Lords of Gauda. They were
ardent followers of the Mahayanaand Tantric schoolsof Buddhism. Thefirst ruler was
Gopala. Hecameto power inA.D. 750 in Gaur through ademocratic election, whichis
regarded asbeing the first democratic election in South Asiasincethe age of theMaha
Janapadas. Gopala reigned from AD 750-770 and strengthened his position by gradually
controlling thewholeof Bengal .

The empireflourished as under the aegis of Dharmapalaand Devapala. A Pala
copperplateinscription reveal sthat Devapal aconquered the Utkal as, the Pragjyotisha,
the Hunas, and thelordsof Pratiharas, Gurjaraand the Dravidas. The death of Devapaa
temporarily put ahalt to the growing PalaEmpire, and several autonomous dynasties
and kingdoms surfaced in theinterim period.

However, Mahipalal invigorated the rule of the Palas. He regained the Pala
control of Bengal, and survived theinvasions of Rgjendra Cholaand the Chalukyas.
Following hisdeath, the empire once again slowed down until Ramapala, thelast truly
competent ruler of thedynasty, managed toretrieveits postion. Hethwarted the Varendra
rebellion and stretched hisempirefarther to Kamarupa, Orissaand northern India.

The Palaswererespons blefor introducing MahayanaBuddhismin Tibet, Bhutan
and Myanmar. They also had extensive tradein South-east Asia. Thisisevidencedin
architectural style of the SailendraEmpire (present-day Java, Malaya, and Sumatra).

The PalaEmpirefinally disintegrated in 12th century A.D., severely weakened
by the attacks of the Senadynasty, and the subsequent and more destructiveinvasions
of Bakhtiyar Khilji’s Muslim armies.
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The best aspect of the Palaempirewasitsexcellencein art and sculptures. The Palas
were responsible for creating a unique form of Buddhist art called the ‘Pala School of
Sculptural Art’. The enormous structures of Vikramshila Vihara, Odantapuri Vihara, NOTES
and JagaddalaViharawere classicillustrations of their architectural brilliance. Sadly,
these wonderful structures were destroyed by Bakhtiar Khilji’s forces.

Apart from building several temples and works of art, they also supported the
universities of Nalanda and Vikramashila. The Somapura Mahaviharaa, a creation of
Dharmapal a, at Paharpur, Bangladesh, isthe biggest Buddhist monastery inthe Indian
subcontinent. It wasaccorded the honour of aWorld Heritage Siteby UNESCO, in 1985.

The Pala architectural style can be experienced extensively in many parts of
South-east Asia, China, Japan, and Tibet. There were several great sculptorsin that
period, of which Dhimanand and Vittpala were the two most celebrated. Dr. Stella
Kramrisch, a renowned authority in Indian art, says, ‘The art of Bihar and Bengal
exercised a lasting influence on that of Nepal, Burma, Ceylon and Java.’

Sena Art and Architecture

The Senaempireruled Bengal inthe 11th and 12th centuries. The dynasty wasfounded
by Hemanta Sen. Hemanta Sen usurped power from the Palarul er and established the
Senadynasty. Hewas succeeded by Vijay Sen, who laid the foundation of the dynasty,
and ruled over aperiod of 60 years.

The Senadynasty isfamousfor building Hindu temples and monasteries. This
includesthe Dhakeshwari temple, whichisnow in Dhaka, Bangladesh. The Senarulers
seemto havebuilt atemplein Kashmir, whichisascribed to BalalaSena. SomeBengali
authorsbelievethat Jayadeva, the renowned Sanskrit poet and author of Gita Govinda,
was one of the Pancharatnas (five gems) in the court of Lakshman Sen.

The influence of the above mentioned school of art can well be seen in the
architectural sculpturesdiscovered in early Assam databl eto the period between 9" to
12th century AD. Close political contactswith Bengal and the evidence of trade routes
between earstwhile Kamarupaand Bengal could have easily facilitated the travel of
artistsand idiomsfrom the domain of the Palas and Senasto Kamarupa. Most of the
post-Varman and pre-Ahom scul ptures show affinity to the Pala school of art. The
typical characteristics of Palaart as seenin thereligiousimagesfound in theregion
were: (i) Slapatta (stele) and aSrachakra (hao); (ii) the stelewas decorated with the
figure of a Kirtimukha ( a fierce stylized lion’s head) at the apex, flanked by two
vidyadhara (Semi-divine agrial beings) onitsupper part. By the 11th century thetop of
the stele became more pointed and intricatel y decorated and by the 12th century the use
of thefinegrained, hard, black basalt rock or thekasauti pathar cameto beincreasingly
used in the scul ptures of the period. A few iconsincluding the one of Suryafoundinthe
Gauhati region bear typical characteristicsof Palaart like softnessin facial expression
and decorated but uncrowded stele. The close affinity to the Palaschool can well be
seeninthebronzeiconsunearthed at NarakasuraHill assuggested by B.N Mukherjee.
The same can be said of the representation of Brahmaand Indradiscovered at Gauhati
and also of theimages of Brahmaand dancing Ganeshafound near Tezpur belongingto
thelate 10th century and 12th century respectively.
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54 SCULPTURE OF ASSAM

Themgjority of the scul pturesthat have been foundin the province are of gods, goddesses
and other semi-divinefigureswhich served as ornamentsin the architectural designs.
Thesefigureswere executed in conformity with the canonslaid down in Slpa-Sastras,
and assuch they resemblein form, proportion and features scul pturessimilar to that of
north-eastern Indiaof the period. The scul ptures of thisprovince may be divided into
threegroups:

- Sculpture of humanforms
- Sculpture of animal forms
- Sculptura designs
The scul pture of human forms can befurther classified into:
- Representation of godsand goddesses
- Representation of human figures

Images of Yaksa and Yaksini

Representation of human formsother than those of gods and goddessesislimited. The
most common formsof thistype arethefiguresof Yaksa, yaksini, vidyadharaswhich
seem to be more humane than divine in form. Representation of yaksa, yaksini,
vidyadharas, gandharava, apsara, kinnara occur in all early forms of architecture.
They are usually made to serve as special attendantsto the deities scul ptured on the
wallsof atemple, and sometimesaschowrie-bearers. They are generally depicted with
two hands, two eyes and a karandamukta. Occasionally, one comes across figures
with more than two hands. One suchfigureisdepictedinillustration 1 of Fig. 5.1. The
ceiling dab from the Shivatemple, Deo Parbat, bearsthe carving of an embossed |otus
(visvapadma).

The second vessel of the visva padma bearsinrelief thefigure of avidyadhara
holding a scarf or a necklace with both hands and hovering in the sky asif to make
obeisanceto the deity below. Hislegs are so arranged asto be symmetrical with the
circular course, afeature generally found in the Guptaand Pala scul ptures. Whilethe
facial designs have local influence, the decorative and anatomical details of the
vidyadhara resemble the features of the late Gupta and Pala period. A high crown
(kirita-mukuta) with afrontal coronet adornshishead, perforated patra kundala are
seenintheears.

Dvarapala and dvarapalika are seen at the entrance of almost every temple.
Thedvarapalikas, usudly, hold symbolsrepresenting the deity of thetemple over which
they keep guard, intheir hands. Thedoor-keepersof the Saivatempleat Gachtal Nowgog,
for instance are seen hol ding saivite symbol s such assula and pasa. Figuresof dvrapalas
areseeninaVishnutemple, in North Gauhati. Here, thedvarpal asare standing on both
legsindicating alertness and firmness. A richly adorned dvarapalikain thetribhanga
posewith her right leg resting on theleft isto be found in Assam Provincial Museumin
Gauhati. Shewearscircular ear ornamentsand anumber of haras. Her girdleand flow
of thelower garment are gracefully designed.
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Fig. 5.1 1. Kinnari Guwahati 2. Dwarpalika 3. Dwarpalika Sbsagar

Theearliest representation of ahuman figureisfound on someterracottaplaques
recoveredin 1926 from the ruinsat Dah Parbatiyawhich according to the moulding of
thetorso and the general technique, remarksR. D. Banerji, proves beyond doubt that
these plagues cannot date | ater than 6th C.E. They depict poise and the naturalism of the
human figures.

Mithuna Figures

Aninteresting architectural figurefound on the panel s of the Shivaand Shakti shrines
depicts a couple having coitus. Sanskrit verse represents Shiva as saying, ‘maithunena
mahayogi mama tulyo no samsayah’. Itisalso afact that the |l eft-hand saktaritesare
connected with the performance of the five ma-karas namely watsy, mudra, mamsa,
and maithuna. The concurrence of thesefiguresmainly in Shivaand Shakti templesas
suggested by Sir William Rosenstein wasapart of the Tantric cult, an Indian religious
philosophy. It appears that these erotic scul ptures had the support of the traditional

practicesof centuriesof templebuilding. Godwin Augten refersto atemplein Numaigarh
where, bes de humans, animal swere depicted inintimate positions. Onesuchillustration
isfound inthe shakti shrinein Sadiyaon aterracottaplague depicting apair of peacocks.
Another frieze from the Shivatemple at Deo Parbat showsaroyal archer shooting a
deer couplein coital position. Accordingto T. N. Ramachandran, this scene depictsthe
story of Pandu, father of Panadavas from Mahabharata, who was cursed to dieif he
engaged in physical intimacy, for shooting adeer couple (who were actually asageand
hiswifein disguise of deer) incoital postion.

Dancing Figures

Another set of sculptures that formed an integral part of temple architecture, isthe
dancing figures. Since earliest times, dance has been associated with various ceremonial
functionsintemples. Itis, therefore, not surprising that dancing figures decorate the
wallsof temples. The earliest dancing scene has been recovered from adab in Tezpur.
Thedabisdividedinto anumber of sunken panelsby meansof circular pilasters, each
containingamaleor female, or two females, or two males. Ontheright, wefindaman
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fighting with alion, amale playing aflute and afemale dancing by hisside, onemale
playing apipe, amale playing adrum and afemal e dancing, aman playing on cymbals
and awoman dancing, aman playing lyreand another dancing to hisright, amaeplaying
adrum and another dancing to hisleft. Aninteresting and complicated dancing figure of
thetimeisrecovered from the Deo Parbat ruins. Here, thereisarepresentation of agod
and goddesson ashikarafoliage both dancing with their legsresting on elephants, which
inturnissupported by | otuses. Both the god and goddesshavefour hands, holding abow,
arrow, rosary and sword (staff) in each hand, with perforated patra-kundala in the
earsand akirti-mukuta on the head with afrontal tiara.

Besidesdancing figuresin groups, independent figuresare a so represented in different
dance poses. A scul pture figure of malefrom Kamakhya (800 A.D.) hasbeen carvedin
precise geometric angles, gracefully portraying the curve of the body. The head is
inclined towardstheright shoulder, theleft arm which is stretched upwardsin astraight
line. In spite of the mutilated face, the figure looks remarkable for the el egance of the
pose.

Scenes from Epics

Thetemplewallswere generally decorated with scul ptures depicting vari ous scenes
from the epics. We have already discussed about afrieze, from the Deo Parbat ruins,
which depicts the story of Pandu from Mahabharata. Another frieze from the same
ruins, having panels, shows Ramaand Laksmanaseated with thelatter behind theformer,
while Sugrivaisknedling before Ramain supplication; Hanumanaand another monkey
arewatching the scene with reverence. The sceneisadepiction of theincident from
Ramayana, where Hamumana succeeded in securing the friendship of Ramafor the
protection of Sugriva. Another frieze from the same place represents awell-known
scenefrom the Mahabharata, namely the Garuda- garvabhanga, or the extermination
of Garuda’s pride.

Theportrayd of contemporary life holds moreimportancethan the mythological
representations.A study of thevariousscenesingpired from contemporary liferepresented
inthe panelsof the templewalls may give ussome glimpseinto thedomestic and social
lifeled by the people of the period. We will refer only to afew representations. The
earliest carvingsrecovered from the Kamakhayatemple, possibly dates back to the
seventh century AD. Among many other panels on west gateway of the templeisa
house-holder doing hisdaily worship, while hiswifeisbreast-feeding her child. This
portrait of a ‘mother and child’ is very lively. On another frieze, there are two other
carvings— one shows a woman worshipper kneeling and pouring water from a spouted
vessl into the mouth of ananimal and the other isthe profile of aconch-blower with an
usnisa on the head, the cheeks bulging out asin the act of blowing the conch. Another
frieze from Deo Parbat belonging to the tenth century AD. consists of three panels,
illustrating— (i) a woman inside a toilet, (ii) a man dragging a woman while another is
about to thrash her. Inthe same scene, another womanisdissuading himwhileamanis
advancing with arai sed mace. A second frieze from the same place, whichisdivided
into four panels, depictsthefollowing scenesfrom | eft to right: (a) an ascetic pushinga
gat before him, (b) another ascetic dancing with sula and dhakka in his handsand a
kamandala hangsfrom hisright arm, and (c) awoman, in an ecstatic mood, inasitting
position. Yet another frieze divided into two big panel sillustratesacombat between two
warriors. The actual combat isshowninone panel, whilein the other, the triumphant
warrior marches off holding the severed head of his opponent, the headless trunk
staggering behind.
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The animal carvingswhich adorn the walls and ceilings of temples may broadly be
classified under three groups— animals studied from the point of view of nature, animals
representing symbolism, grotesque animals. NOTES

One of the most common animal s used are elephants, and they were carved and
chiseled with great skill. It has been pointed out that the el ephant-head was used asa
royal seal in Assam. In many temples, a row of elephants, gajathara appear as a
basement moulding. Onamoulding inthe Hajo temple, about two feet abovetheplintha
row of caparisoned e ephantsin high relief encirclesthe buil ding and appearsto support
theedifice. Theelephants, face outwards, sanding tall at Sxteen feet; arefiney designed
showing only their tusks, trunks and front legs. In the midst of ruins of an eleventh
century Shivatempleat Deo Parbat, fragments of sandstone with elegantly scul ptured
el ephant supporting the superstructures of atemplearealso found.

Thelion wasrepresented conventionally in Assam. Stonedabsbearing hugelions
standing couchant over vanqui shed el ephantsare seenintheruinsof Tezpur and Gachtdl.
Lying among the ruins at Bamuni Hill, two large stones with ‘lion on elephant motif’
resembl e the work from the Palaperiod of Bengal . Therepresentation of apair of lions
shown running into each other with their heads bent towardsthekal asa (auspiciousjar)
areavery common decorative motif in early Assamese art.

On the west side of the Kamakhaya temple, is a modern shrine, known as
Ghantaskarna, into whose basement stone fragments of older temples have been built.
One of these fragments has been described by K. N. Dikshit, ‘It is a beautifully carved
friezein which the band represents a series of garlands and in thelower scroll-work
there are some spirited representations of animals. Only four animal figures of these
series, viz. abuffa o, adeer, alion and atiger are extant; but the quality of art manifested
in them is unsurpassed in Assam.’

Thebull asvahana of Shivaisaspecimen belongingto an early period; birdsare
rarely used represented in the scul ptures exception being geese and peacocks. The
most beautiful figure of apair of peacocksis seen on theterracottaplague. Theflying
geese on the door-jamb, at Deo Parbat, with their long necks stretched forward are
remarkably well-known for their natural ness of pose.

In Hindu plastic art, animal symbolism has been greatly used. Accordingto the
religioustexts, various animals symbolize different gods and goddesses. Theanimals
that were used as symbols were always portrayed conventionally, for it was always
pleasant to encounter animalswhosereal habitswerefamiliar to people; sculptorsdid
not hesitateto follow thetextsand traditionsin order to maketheir work look symbolical
rather than real. For thisvery reason, symbolical figures, very quickly became grotesque
or mythical figureswith thekirtimukha (glory-face) becoming very common. Themotif,
however, occursthroughout the whol e history of Indian art, first asasacred symbol,
then asamere artistic device, and later asan architectural sign then asrepresenting
whole history of Indian art. The origin of the kirtimukha is narrated in alegend in
Skanda Purana. The kirtimukha isavery ancient motif, and isalso found in China
under the name of Tao’s Tieh, “Monster face’, and in the Far-east under Banaspati,
meaning ‘king of woods’. Subsequently, it was introduced in Hindu art, and interpreted
under Brahmanical influence as a terrible emanating from Shiva and becoming
kirtikumkhain the process. In therendering of thisskull motif inthe handsof theIndian
artists, acommingling took placewith the head of thelfin, king of beasts. Thekirtimukha

figureswereillustrated in the early temples of the province. They wereto befound ' sat-instructional
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everywhereonwalls, basement, pillars, and on door-lintel sabove entrances. In Assam,
the motif had undergone varioustypes of stylization with a profusion of decorative
elements. Inmost of thefiguresin Assam, thelower jaw isabsent, which reminds us of
their close affinity to thekhmer motif of Java. Thekirtimukhafound at Deo Parvat are
remarkably akin to the Javanese figuresand, likethelatter, have eyeswith horn-like
sockets. Figures of makara whose mouth resembles that of an alligator with atail,
suparna, the mythical deity, half-man and half-bird and Garuda are generally foundin
templearchitecture.

5.4.2 Sculptural Designs

It has previoudy been indicated that the ordinances of the Slpa sastraswhich clamed
sanctity next to the Vedaitsalf, influenced the artistsand | eft littleroom for imagination
inthe representations of divine and semi-divinefigures. However, ornamentation, a
major branch of an art, wasleft entirely to their fancy; and herethey found an opportunity
of giving vent to their artistic sideleading to the devel opment of an endlessvariety of
decorative designs. These decorative des gnsmay conveniently be grouped under three
classes— architectural, geometric and floral.

The cavity window ornament generally marked by the hollow portion of atemple
wall, may be called an architectural design. The caitya—windows of two different types
areseenonalintel at Dah Parbatiya, which belonged to the sixth centuryA. D. One of
these patternsisatrefoil in which all three arcs are on the sides. Theinterior of the
sunken panelsisentirely covered with geometrical patternswith ahalf rosettein the
centre. Slabsbearing similar designs, carved around adecorative figure, for whichthe
figurelooksasif enshrined within apyramidal temple, are discovered throughout the
province. Gavaksa type, (circular window) perforated window and Saharaare other
favouritearchitectural designs.

Geometrical designsarefound on cellingsof shrinesaswell ason pillars. Inhis
sketch of a ceiling decoration of an early temple at Tezpur, Dalton has shown the
techniquesof thistype of decoration, whichisfashioned mainly by carving circleswithin
circles. Variousgeometrical designsare seeninthe Dimapur and Kachamari pillars.

Theartist, combined with acons derable amount of faithful representation and
integrity, delineatesaluxuriance amount of decoration and picturesque arrangement. As
floral ornaments could be used for any decorative purpose and any vacant space could
befilled up with such devices, naturaly, they becamevariedin form and number. Of the
floral designs, lotus was most popular. And it was carved in various forms—in bud, ina
half-open state, and in full-blown flowers. Pedestal s of statuesand footstoolsfor gods
and goddessesare often formed of large multi-petal led lotus (padmdsana). Even ceilings
of shrinesborethe carving of visvapadma. Anillustration from Dah Parvatiyarepresents
acluster of lotusesinfull bloom from apond.

A beautifully carved lab in Cole Park, Tezpur, bearsthree scrolls. The extreme
left scroll enclosesanimal s of variouskinds such asswan, horse, and hog; the other two
scrollsarewithout any foliage. A splendid floral exampleisthetrefoil arc from Tezpur.
Besdesthekirtimukhaat thetop and arosettein the centre, it bears several meandering
creepers, which arewell marked for their diversity in style and arrangement.

5.4.3 Iconography in Assamese Art

Theworship of deitiesin thisiconographic form goesback to an early periodin India
Whatever betheantiquity, iconism was prevalent; even after the introduction of image



worship the deitieswere represented intheir symbols, for instance, thefootprint and tree
representing the Buddha, linga and yoni representing Shivaand aDevi respectively. In
Assam, both theserepresentations are found, and the earliest evidence of iconsisfound
intheruinsof Dah Parvatiaand other places dating around 5th century C.E.

Ancient Indian textsmentioniconsof variousdeitiesin their different posesand
mudras and the specimens from Assam are found in almost all these varieties. Most
deitiesarefound with morethantheir usua number of headsand hands. Thisis, however,
not inartistic as explained by many art critics but indicated the symbolic nature and
attributes of deitiesand the same symbolism liesin theweaponsor articlesheldintheir
hands.

5.4.4 Images at Deopani

Assamwasthe centre of Shakti worship, and variousformsof Shaktism were prevalent
inthe province during different periods of history. Hence, there evolved a variety of
Devi images associated with different Sakti cults.One of the early discovery of Devi

imagesisthe Deopani image of Durgamentioned by Bloch in hisAnnual Report in 1905.
Itisalargefour-armed figure (5feet 10 inches high). The goddess hasfour hands; the
two lower armsare in varadd-mudri position. Of the two upper ones, the right hand
holdsatrident and the left oneamirror. On each side of the goddesses, standsasmall

worshipping femal e, hol ding the handswith pal msjoined together infront of the breat,
theusual gestureof supplication. Abovethesearesmall figuresof Ganesaand Kartikeya.
Figures of Parvati are found on many templewalls. A fine scul pture discovered in a
private residence at Gauhati isthat of Parvati withaswordin her right hand amirrorin
her | eft.

Themost commonimage of Devi isMahisamardini. In most of the Devi temples
erected duringthe Ahom rule, the goddessisworshipped in thispopular iconic form. A
large figure of Mahisamardini isseenintheidol of the Hatimuratemple, Nowgong.
The goddess has a slender waist, broad breasts; her right foot is placed on the lion,
pressing the shoulder of the demon, whose shape resemblesabuffal o with her left. She
piercesthetrident into the body of the demon, and hasfastened hisarm with anoose. To
put her weight on the Asura (demon), the goddessesisdightly bent to theleft. Thelion
isalso shown attacking the demon.

Another fierce form of the Devi, popular among a certain sect of the Tantric
worshippers, isChamunda. Shelooksfearful with protruding teeth, long tongue, erect
hair, emaciated body, sunken eyes, and withered belly. Her pedestal is carved with
ghosts, riding on whose shoul ders sheroamsthe earth. She holdsatrident in one hand,
and askull or acupintheother. Another figure of Chamunda has been discovered from
Nabhanga, Nowgon. Theimageisterribleto |ook at, the appearanceisgrim, bones of
the chest are exposed, the eyesare sunkeninto their sockets, the abdomenis shriveled
and the mouth isagape. Human skullsare laced round the matted hair-lock, waist and
neck. The goddessisseated on acorpse, ontheright sideisavultureand ontheleftis
ajackal. Further below are askull and afew bones. Thisfigureisremarkableandis
considered to berare.

Shiva Images

Unfortunately, a sufficient number of Shivaimages have not been found. One of the
reasonsfor the paucity of Shivaimagesisthat the central object of worshipinaShaiva
templeisinvariably thephallic emblem or thelinga.
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The earliest representation of Shivais seen on the panel of the Sun temple at
Tezpur. This is a two handed image of the Isana aspect of Shiva standing in the
samapadasthanaka pose, with an attendant on each of the side niches. A sandstone
imageof Shiva, identified by PD. Chaudhary; wheretheimageisonafull-blownlotusin
thevajrasna pose. It hasten armsand five heads, the faces of four of which alone are
visible. Nandi isrepresented bel ow shiva.

Theimage of Uma-Mahesvara represents atype of composite Shiva. Thisform
of Shivaisparticularly associated with someform of Tantric worship whereworshippers
areto concentrate on the Devi who isSitting on thelap of Shivain themahapadmavana.
The Shivaisseated on theright with hisright legin apendent position. It appearsthat
Shivaisfour-armed, though two armsarenot visible. Oneright hand embracesthe chin
of Umaand the other holdsatrident. Hishair isdressed in ahigh loop (jata-mukuta)
and on his ears, he wears patra-kundala. Uma is seated by Shiva’s side, in a
corresponding position with her left leg in apendent position. Another image of Uma-
Maheswaraisfound among theruins of Badagangain Nowgong district. Theimageis
richly decorated and the hair of Umais dressed in a peculiar way. Her hair istied
upwardsinto athin knot and then flattened at thetop and tied round likeabig ball.

One of the excellent nrityamurtis of Shivawasfound near Gauhati, on the bank
of river Brahmaputraand isnow apart of the collectionin the Assam Provincial Museum.
Theimageiscarved on big stonewith acircular border having floral designs. Shiva, as
Nataraja, isdancing on hisbull. Thefaceismutilated; thefigure appearsto haveten
hands. Such adancing figure of Shivawith ten hands closely followsthe description
given in the Matsya Purana, which lays down that the khadga, shakti, danda and
trestle should be placed in theright hand, one of the two remaining handsin theveranda
pose and the other holding arosary. Inthisimage, theleft hand of Shivarestson Nandi
and theright israised in adancing gesture. The bull has a ghanta hanging from the
neck.

Another early type of Natraja with six hands was recovered from theruinsin
Bamuni Hill. A four-armed image of ShivaasTripurari in adancing posewasfound at
Deo-Parbat. Theimage holdsbow and arrow initstwo main hands. A tiarais seen on
the head whilecircular patra-kundalasadorn the ears.

Aninteresting figure of ShivaasLakulisaisfound carved onachaityawindow
in the ruins of Dah Parbatita, Tezpur. Lakulisa is usually represented as seated in
padmasana, holding amastulinga (citron fruit) intheright hand and a staff in thel eft
hand. A female holding acup standsto hisleft while another standsto hisright.

The compositeimage of Shiva-Vishnu (Harihara), which suggeststhe cordial
rel ation between the Shivaand Vishnu cultsfrom North Gauhati, isaunique piece of
sculpture. Thefigure hastwo attendantsan on each side. Theright part of the deity has
theemblem of Shivanamely thetrisulaand thedamara. Theleft SderepresentsVishnu
with hiskaranda-mukuta lavishly ornamented.

Inhisterrible avatar, Shivaisusually known asBhairava. Inthisimage, hehasa
grimfacewith openteeth, apot- belly, agarland of skullsand serpentsasornaments. He
has plaited hair and several hands. The four arm image of Bhairava is represented
without garments, with aflabby belly, long skull and garland and flamesissuing out of his
head. Heis standing on aprostrated body. All these attributes give him aferocious|ook
for which heisworshipped by asect of devoted foll owers known as Aghor a-panthi.

So far we have been discussing the various forms of Shiva whipped by the
devotees. But sculpturd representationsillustrating somemythol ogical episodesassociated



with Shivahave been discovered. One scul pture depictsthe story of Shivakilling the Art and Sculpture
demon Andhakasura. Andhakasura, by his penance, obtained several boons from of Assam
Brahma; as aresult of which he became very powerful and harassed the gods. The

gods requested Shivato save them; thereupon afight took place between Shivaand

Andhakasura and wounded him with histrisula. But each drop of blood that fell from NOTES

the body of the demon assumed a new shape, thus, there arose a thousand of
Andhakasurasto fight againgt Shiva. Shiva, redlizing this, immediately thrust histrisula
into the body of real Andhakasura, and held askull to collect the blood flowing downthe
demon’s body. The whole theme is well illustrated in the image. Here, Shiva is shown
with fur hands, in two of which he bearsatrisula, the end of whichispinnedinto the
body of Andhakasura, theleft lower hand holdsthekapala. Thethird eyeis prominent.

Theandimagesof Ganesaand Kartika, both these godsareintimately associated
with Shiva, and are to be discussed al ong with the Shivaicons. Though ason of Shiva
and amember of the Shaivagroup of deities, Ganesahasa most become anon-sectarian
and all sects agree in honouring him as ‘the bestower of success’ (sddhidata) and ‘the
remover of obstacles’ (vighnesvara).

It is one of the reasons why his figure stands over the doors of house and on
niches and entrances of temples. Heisalso considered to be the guardian deity of the
village, and as such, hisimageisinstalledin one of thefour quartersin amost every
village. Many rock-cut figures of Ganesaare to seen on the banks of the Brahmapuitra,
particularly near the bathing ghats.

Thereare varioustypes of Ganesaimages such asthosein seated, standing and
dancing position. In most cases, the god isusually scul ptured asfour-handed, holdingin
hishandsalotus, hisown tusk, abattle-axe and ball of rice-cakeand having three eyes.
The figure of Ganesa carved in ashallow niche at Vasundhari, Nowgong district is
interesting. On thetop isakirtimukha with apearl necklaceissuing out of its mouth.
Thehead of the god isadorned with amatted hair dress (jata-juta), he haslotus buds
adorning hisearsasornaments, and holds) in hishandsabluelotus (utpala), axe, rosary
and eatables, the last ishistrunk. The mouse, hisvahanais placed near hisfoot. The
dancing Ganesaisafairly popular themein the eastern Indian school of architecture.
Thefigureof thefour-armed Ganesa, onthewall of the Kamakhyatemple, dancing on
hisrat, which looksup to the god, isawell-known and popul ar representation of the
deity.

Kumaraor karthikeyaisanother son of Shiva. Being brought up by the six mothers,
theKrittikas, heiscalled Karthikeya. Heisalso regarded asaguardian deity, and an
annual festival, Kartika Puja, is celebrated in his honour both in Assam and Bengal .
However, images of the god are rare. Hisimages which have been discovered show
him on hisusual vahana, mayura (peacock) and holding abow in hishands.

Representation of Brahma

Although hewasamember of the Hindu Trinity, no independent religiouscult dedicated
to Brahmaevolved and no templewas set up exclusively for hisworship. Nevertheless,
images of Brahmaadorn thewalls, ceilingsand niches of many Saiviteand Vaisnavite
temples. Inapreserved image, Brahmaisshown with eight hands. Here Brahmaisseen
seated on apadmasanain ayogic posture. A swan bel ow the seat i s shown paying him
homage. The palm of one of thelower left handsisraised in paying homage. Thepam
of the one of thelower hands exhibitsthe varada mudra pose, whilein one hand he
holdsthe sacrificed |adle and in the other hand he holdsthe sacrificial spoon. The panel
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from the Sun temple, Tezpur, also bearsastanding figure of Brahmawith an attendant
on each side. He haslong beard and wearsalong conical cap.

In another image, Brahmais seen standing on a pedestal decorated with lotus
buds and a swan. He has jata-mukuta and yajnopavita. He has four faces, of which
threeare seenintheicon, and out of four handsthetwo lower handsare broken. The
upper right hand holdsa sruka and the | eft a sruva. On both sides of theimages stand
two female figures, and at the top there is kirtimukha. On the two sides, flying
vidyayadharas are also seen.

Image of Surya

Inthisprovince, the Suryacult was preval ent. From Markandaya Purana, we cometo
know that Suryawasworshipped not only for attainment of welfareand desire, but also
for removal of diseases. Several imagesof Suryahave been unearthed from different
partsof the province. The earliest of theseimageshas been discovered from theruins of
the SuryaTempleat Tezpur. Thecentral panel of anenormouslintel at Tezpur isoccupied
by afigure of Surya with two attendants; the icon may possibly date back to 8th
century A.D.

This figure presents more or less similar features to the Sukresvara Surya,
Guwahati. Thedeity isstanding and carriesafull-blown lotuswith stalk in each hand.
He has as ornaments kirita-mukuta, kundalas, haras, girdle, and uttariya-vastrain
the form of along garment. He wears boots, and the sacred thread which is very
prominent. But the horse and the chariot are absent. It is, however, not easy to say
whether thefemalefiguresat hissides should be regarded as his consorts, (sangaand
Chhaya) or attendants. Asper the style, these images date back to 9th century A. D.,
bearing resemblanceto the Suryaimagefoundin afield near Sundia, in the 24 Parganas
districtin Bengal . A native carved image of suryawasfound near Sadiya. Herethe deity
isseen on achariot drawn by seven horses.

Vishnu Image

Vishnu appearsto bethemost popular god of the Hindus. Vishnu, in hisvariousforms, is
not only worshipped in temples especially set up for him, but also findsan important
placeeven inthe Shaivaand Shakti shrines. Thefour-handed sthanakaimage of Vishnu
ismost common among those discovered inthe province. Asacultimage, it carriesinits
hands sankha, Chakra, gada and padma. These images of Vishnu are differentiated
into twenty-four formsin varying order inwhich thefour handshold thesefour attributes.

The earliestimage of Vishnu wasthe standing scul pture at Deopani. The pedestal
inscription tellsthat it isan image of Narayana on plaegraphic ground aswell asin
consideration of its execution it belongs to ninth century C. E. The expressions are
characteristic of the late Gupta sculpture. The right hand and feet of the image are
broken, and the halo behind the head islost. The upper |eft hand hol dsthe conch and the
lower left holds the mace. Vishnu has all the usual ornaments— kaustubha and srivatsa
symbolss, yajnopavita, and vanamal a reaching to the knees. Another Vishnu image of
the period isthe mutilated standing figurein black basal. Inthe back right hand it holds
the gada, the back |eft hand the chakra and inthe front right and | eft hands the padma
and sankha repectively. Vishnu carrying attributesin thismanner isconsidered tobea
specia formof trivikrama.
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Fig. 5.2 Vishnu Sculpture at Deopani

A standing Vishnu in the samabhanga poseis noticed among the ruins of Gosain-
Juti, Nowgong district. Theimage wearsahigh kirita-mukuta on the head, flattened
patra-kundalasin the ears, and two necklaces one with the kastubha pendant attached
onthe neck. The upper hands are missing, asalso thelower left hand; whilethe lower
right isin thevarada pose holding alotus. Thevanamalaisarranged in the sameway as
theimage at Deopani, both in decorative arrangement and facial type. Sri and Saraswati
stand on tribhanga, the former to the right hand and the latter to hisleft; both wearing
conical kirita mukutas, flattened patra-kundalas, a single necklace with pendant
between the breasts, angadas and wristlets. Sri holds rosaries in her hands while
Saraswati indicatesabhaya or protection with her right hand and holdsalyrein her | eft
hand. Another fragmentary scul pture of standing Vishnuisseeninthe sameruin. The
figure hasahalo with adentil edge which bears a carving of ahovering vidyadhara
with scarf heldin handsin the ethereal region indicated by acirclewithindented edges
asinthe Palascul ptures of Bengal.

Thegtanding bronzefigureof Vishnu, originally hailing from Dibrugarhisof unique
iconographicinterest. Theimageispeculiar inthat thereisno object held in any of the
four hands, all of which are in the tribhanga pose and kartari-mudra (the way in
which theindex and little fingers point outwards and the middle and ring fingers are
tucked in); the throne on which the god stands has parrots at four corners. The deity
wears a close fitting loin cloth, crocodile shaped ear-ornaments (makara-kundal a),
mukuta and sandals. Of the two femal e attendants, the one on theright holdsabud and
adragger and the one of theleft hasher handsin apeculiar dancing mode. Probably the
former wasintended to represent Lakshmi and the | atter Saraswati. But the absence of
any other regular attributes of Vishnu makesit difficult toidentify.

The asana and sayana images of Vishnu are also not rare. The black basalt
partially damaged composite figure of Vishnu in the yogasana pose is an excellent
piece of scul ptureand isperhapsthe only known specimen of thetime and theonly one
known specimen of aparticular type of yogasana-murti of Vishnu. According to the
text, in the yogasana pose, Vishnu is seated on a padmasana with four hands and a
karranda-mukuta on the head. The front hands of theimage arein yoga-mudra and
theeyesaredightly closed. The handsof thefigure are damaged so it isnot possibleto
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ascertain what attributes they have. But in other aspects the icon conforms to the
description of Vishnuin theyogasana pose mentioned inthetexts. Theimage surrounded
by a prabhamandala with flaming rays which resemble creepers or ornamentation
proceeding outwards. Outside the prabhamandal a, on thefour cornersarethefigures
of avarana devatas, namely, Mahisamardini, kartikeya Ganesa and a cross-legged
pususa. Garuda is seen scul ptured below the padmasana. The presence of Ganesa
and Mahisamardini on the right leads to the inference that the idea was to depict
Vishnu at the centre surrounded by five gods.

The rock cut sculpture on the cliff on the banks of Brahmaputra behind the
Sukresvaratemple, Guwahati with Vishnu asthe central figure, deserve special mention.
Thisimageisknown as Vishnu Janardana, though the disposition of the attributesin
the handsindicated that the Narayana form of the image wasintended. The deity is
represented here seated crossed-legged in vajra-paryanka mudra position. Theimage
of suryaand Ganesato the right and the figures of Shivain ascetic form and the ten-
handed Durgato theleft form a panchayatana with Vishnu asthe central image. The
sculpture carved onrocksat Urbasi 19dand, Gauhati show that the worshi ppersfollowed
all the principal Hindu gods, aswe find representations of Surya, Ganesa, Shivaand
Devi pose on a padmasana with four hands; the upper hands hold a conch and the
lower right hand in upadesic mudrawhilethelower left hand holdsarosary; ringlike
kundalas adorn his ears.

Images of different incarnations of Vishnu have been discovered from various
parts of the province. Thefigures of avataras are the usually depicted on stone slabs
decorating thewallsof temples. Among theseindependent figures, the commonly found
onesare of Varaha and Narasimha. The best specimen isthe Bhu- varahaincarnation.
In this figure, Vishnu has the face of a boar and the body of man. The boar faceis
dightly raised up; theright leg isbent alittle, and probably madeto rest on the head of
the serpent Adisesa.

b e

Fig. 5.3 Vishnu in Yogasana Pose
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Kamakhya Temple- A study of Assam

The Kamakhya temple is one of the main pithas (sacred place) among fifty one
Shaktipithas and the temple is dedicated to Goddess Kamakhya. Kamakhya is
another form of Parvati. The Kamakhyatempleislocated on the Nilachal hill in NOTES
western part of Guwahati city in Assam. There is an incomplete stone staircase
known asthe Mekhalaujua path al ong with the Kamakhyatemple. Here, Kamakhya
is worshiped in the form of yoni, i.e., genitalia. The most popular festival is
Ambubachi. It is believed that during the festival time, each summer, goddess
Kamakhya goes through her menstrual cycle.

A numbers of legends and myths are associated with the Kamakhya temple.
Among them, a well-known mythological story is found in the KalikaPurana.
According to the myth, once Daksha, father of Sati, organized a sacrificial
programme where all Gods and Goddesseswereinvited, but, Shivaand Sati were
ignored. Daksha did not like Shiva for his appearance. But, Sati went to the
ceremony without invitation. Daksha dishonoured her husband Shiva. This
incident was unbearable to Sati. So, she jumped into the fire altar and died.

Sculpture of Kamakhya Temple
Hearing this news, Shiva became furious and destroyed Daksha. Shiva carried
the dead body of Sati on his shoulder, roaming around the universe. All the Gods
and Goddesses were fearful of the outcome. Finally, Vishnu secretly started to
detach the body of Sati into fifty one pieceswith his Chakra (wheel). Whereever
the pieces of Sati’s body fell, every place turned into shakti pitha. It is believed
that the yoni part of Sati had fallen down on the top of the Nilachalahill, hence, it
is known as Kamakhya pitha. KalikaPurana mentioned that the yoni part of Sati
existed in theform of astone in the Kamakhya. The KalikaPurana also describes
that the mountain Nilachalarepresented the body of Shivahimself and when yoni
of Sati had fallen on the mountain, it turned blue. There is also a mythological
belief that Kamakhyacameto this place secretly to fulfill sexual enjoyment (kama)
with her husband Shiva. It isto be noted that the sanctum of the templelookslike
anatural cave which isadark and mysterious chamber. Thereisno imageinside
the sanctum, but a sculptured image of stone which resembles a yoni and
interestingly, a natural spring keeps the image moist throughout the year.

Itisdifficult to find out the history of origin of thetemple. But, itisbelieved
that the temple was built around the 4th -5th century C.E. There was atraditional
belief that Kalapahar (a Muslim iconoclast from Bengal) destroyed the original
form of the Kamakhyatemple. But, thereis no authentic evidence regarding this.
Thetempleiswell-known for its scul pture and art. According to an inscription on
the Kamakhya temple, Koch king, Naranarayana reconstructed the temple over
theruinsof theold structurein 1565A.D. Please note that the original structure of
the temple is reconstructed many times; hence, the sculptural compositions of
thistemple reflect the characteristic style of different periods. Some of the stone
carvings display the characteristic styles Gupta art as well as art of Orissa.
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Sculptures of Assam are closely associated with the architectural style of Bengal
and Orissa. The sculptures of Assam are included under the fourth school of
Indian art representing Bengal, Orissa and Assam due to the similaritiesin their
style.

The temple essentially follows the north Indian style of architecture. The
sculptures are mostly found on the exterior aswell as on the interior walls of the
temple. A good number of sculptures also exist on the temple gates. Besides,
some sculptures lay scattered within the temple campus.

The walls of the temple are richly embellished with the numerous relief
sculptures where diverse subject matters such as religious, secular, flora and
fauna and geometrical design are depicted.

A great number of exquisite figures of divine images which follow the
iconographic rules are inscribed on the outer walls of the sanctum. Mostly, the
life-sizedivinefiguresof maleareinstalled on the outer templewalls. Animportant
aspect isthat theimages are depicted in poses and gestureswhich are emotionally
expressive. Shiva, in hisvariousforms, has been depicted. Most of the figures of
Shiva found are in his Bhairava form. Due to the influence of Tantricism, the
images of Gods and Goddesses are represented in their destructive forms.
According to Agamas, twenty five sporting forms (lila-murtis) of Shivaare found
in the sculptural representations and most of them are usualy illustrated in the
South Indian temples. According to Vishnudharmottara Purana, Bhairava
appears with flabby belly, round yellow eyes, side-tusks and wide nostrils, and
adorns a garland of skulls. He adorns snakes as ornaments with other some
ornaments. The complexion of Bhairavaisasdark astherain-cloud and hisgarment
is made from the elephant’s skin. The image carries several weapons.

Inthetemple, animage of Shivaisinscribed onthe outer wall of the sanctum.
Theimage has four-handswhere the emblems are thetrisula (trident), khatvanga
(club of bone with skulls), kati-hastamudra (one hand is half-raised at ease and
kept on the hip), jnana-mudra (knowledge comes from within). The God isfully
ornamented with different ornaments. A particularly interesting scul pture of Shiva
inthe form of Bhairava isfound on the same wall. Here, the image has aterrible
face with protruding teeth. His emblems are the sword, skull, kati-hastamudra
and an indistinct object. According to mythology, the skull which God holds was
of the gate-keeper of Vishnu. An interesting feature is that the Bhairava images
which arefound onthewall of thetemple, all havedifferent attributes. Interestingly,
another image of Shivaexpresses histerrifying form through hisdancing posture.
Considering asagreat master of dance and music, theimage of Shivaiscarvedin
theform of Vinadhara Dakshinamurti where Shivaholdsavinain hishands.The
head of the dancing VinadharaDakshinamurti is unfortunately mutilated but
superior craftsmanship can be seen in the physical form. Both the lower hands
hold the vina while the upper right hand holds the sruka (sacrificial spoon). The
back left hand carries an indistinct object. Interestingly, the image adorns a
mundamala (garland of skulls) and is standing on a dead man.These images are
carved inrealistic manner with the accurate physical details. Theseimages can be
regarded to be the best products of sculptural art of Assam. The figures are
amal gamated with different characteristic features such ascharm, el egant posture,
spiritual expression, and simplicity. Besides the Bhairava figures, there are also
enshrined some other divine images like Surya, Ganesa, and Daksha.

Along with the divine male figures, two female Goddesses are depicted on
the exterior wall of the sanctum.The females are identified as the form of Shakti
namely Gauri and Uma. Natureisthe symbolic representation of woman who has
creative power. According to Indian mythology, Gauri is the wife of Shiva and
Uma is another form of Gauri. Here, in the sculptural representation, Gauri is
standing in a graceful posture and holding a half bloomed lotusin the right hand
whilethe other performsthekati- hastamudra. Thefigurereflectsthe characteristic
feature of the Gupta art. According to the treatise, the image of Gauri has been




depicted likean unmarried girl. Umaisalso almost similar to Gauri but thefigureis
holding amirror whichisthe special emblem of Uma. Therefore, the figure produces
the Shringar rasa (erotic sentiment). The scul ptures depict some human characters
like subtle human moods and sentiments. Artists have shown sensitivity while
carving thefemale sculptures. Therefore, theimages become morelife-likeonthe
stone surfaces. Some other mutilated stone blocksrepresent femal e divine beaty.
These sculptural piecesare aso influenced by the Guptastyle. Thefemalefigures
arevery sensuously carved. Proportionately thefigures arewell carved out where
the physical beauty of the female is transferred into spiritual beauty. A unique
representation of female is shown in meditation posture. The treatment of the
carving of thefigureissimilar to that of Indian terracotta style. Another image of
woman is exposing openly her genital organ. Thistype of figureis carved on the
templewall and it is due to the influence of Tantricism.

The secular themes which are taken from everyday life are depicted in the
temple art as well. A sculptural composition is found on the gate of the temple
whichisthat of amother and child. Thewomanisengaged in suckling her childin
seated posture. Some other important scenes display where afemale is engaged
in supplying water to a male who is thirsty. Another scene represents a robust
male who is eating something. A very uncommon scene in representation is
inscribed onthetemplewall. Inthis scene, amaniscarrying aheavy load over his
head. Some stone blocks are illustrated with representations of dance posture
and erotic posture which are found within the temple campus.

Flowers and animals are important parts of the decoration of temple
architecture. These are used in the temple building for auspiciousness as well as
for the beautification of the temple. The depictions of thefloral motif in thetemple
can be considered as important part of the ornamentation. Mostly, the flora
motifs are carved on the outer walls of the sanctum of the temple. Lotus is
considered to be the most sacred flower in Hinduism and signified the emblem of
beauty. Lotus is given as a pedestal to most of the Gods and Goddesses in this
temple. Different kinds of floral motifsare depicted as geometric designs. A carved
stone block which isfound within the temple campus representsthe creeper motif
ininterlacing pattern.

Inthistemple, lionisgiven asignificant place. For instance, abroken door sill
depicts a mangalakalasa, which is flanked by two lions running in opposite
directions with raised tails and their heads bent towards the mangalakalasa are
commonly depicted. Apart fromthis, amotif of gaja-simhaisfound onthetemple
wall. Inthismotif, ahugelionis seated vertically on hisback legs on an elephant
whichissmaller in size. Such scul ptural expressionisalso displayed inthe Orissa
temples. Another stone block shows two lions joined by one lion head which are
fixed on the upper part of the temple. Kamakhaya Temple

Kamakhaya Temple
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8.

10.

11.

12.

Mention the three
groups into which
the sculptures of
Assam aredivided.

. Classify the

scul pture of human
forms into two
groups.

Which is the most
common image of
Devi found in
Assam?

Where do wefind
the earliest
representation of
ShivainAssam?
Where do wefind
the earliest image
of Vishnuin
Assam?
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5.5 SUMMING UP

- Inancient times, Assam was known as Pragjyotisa.
- Thelegendary account of Assam isdescribed inaSanskrit text, Hargaurisamvada
- Thehistorical account of Assam startswith the establishment of Varman dynasty.

PushyaVarman founded Kamarupakingdom in 4th century.

- Three dynasties flourished in the Pre-Ahom period. These are Varman,

Salastambhaand Paladynasties.

- The Tais, who later came to be known as Ahoms, entered the Brahmaputra

valey inthe beginning of 13th century from upper Burmaregion.

- Theexistence of numerous shrines dedicated to Shiva, Vishnu, Surya, goddess

and other deitiesisattested by bothinscriptionsaswell ascontemporary literature.

- Thearchitectural stylein Assamwasvery much influenced by the Guptastyle of

art and architecture.

- TheAssamesetempleart and scul ptureisareflection of broad aspects such as

myth, customs, mythology, beliefs, and cultswhich are aesthetically reflected
through the scul ptural motifsfoundin symbolic representations.

- Wefind an earlier reference to a Sun templein Kamarupain the Markandeya

Purana.

- Thetempleruinsat Dah Parvati are one of the earliest specimensof architectural

and stone carving in Assam bel onging to the 5th-6th century A.D.

- The Pala Empire was among the most famous kingdoms of Indiathat existed

from AD 750-1174.

- The best aspect to the PalaEmpirewasitsexcellencein art and scul ptures. They

were responsible for creating a unique form of Buddhist art called the “‘Pala
School of Sculptural Art’. The enormous structures of Vikramshila Vihara,
Odantapuri Vihara, and Jagaddala Vihara were classic illustrations of their
architectura brilliance.

- The Senaempireruled Bengal inthe 11th and 12th centuries. The dynasty was

founded by Hemanta Sen .

- The sculptures of this province may be divided into three groups—sculpture of

human forms, scul pture of animal formsand sculptural designs.

- The sculpture of human forms can be further classified into—representation of

godsand goddesses, representation of human figures.

- Theearliest representati on of ahuman figureisfound on someterracotta plaques

recovered in 1926 from theruinsat Dah Parbatiya.

- Theanimal carvingswhich adorn thewallsand ceilings of templesmay broadly

be classified under three groups— animals studied from the point of view of
nature, animal srepresenting symbolism, grotesqueanimals.

- InAssam, both the representations of lingaand yoni arefound, and the earliest

evidence of iconsisfoundin theruinsof Dah Parvatiaand other placesdating
around 5th century C.E.
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5.6 KEY TERMS of Assam

- Pragjyotisa: Itsaancient name of Modern Assam.
. Shaivite: A cult related to Lord Shiva NOTES
- Vaishnavite: A cult related to Lord Vishnu.

5.7 ANSWERSTO ‘CHECK YOUR PROGRESS’

. Inancient times, A ssam was known as Pragjyotisa.

. Thelegendary account of Assam isdescribedin aSanskrit text, Hargaurisamvada.
PushyaVarman founded Kamarupakingdom in 4th century.

. A Suntemplein Kamarupahas been mentionedintheinthe Markandeya Purana

. Thetempleruinsat Dah Parvati are oneof the earliest specimensof architectural
and stone carving in Assam belonging to the 5"-6" century A.D.

6. ThePaaswereresponsiblefor creating auniqueform of Buddhist art called the
PalaSchool of Sculptural Art.

7. SomapuraMahavihara wasbuilt by Dharmapaa

8. Thesculpturesof thisprovince may be divided into three groups:
Scul pture of humanforms
Scul pture of animal forms
Sculptura designs

9. Thesculpture of human forms can befurther classifiedinto:
Representation of godsand goddesses
Representation of human figures

10. Themost commonimage of Devi isMahisamardini.

11. The earliest representation of Shivais seen on the panel of the Sun temple at
Tezpur.

12. Theearliest image of Vishnu wasthe standing scul pture at Deopani.

a N W NP

5.8 QUESTIONSAND EXERCISES

Short-Answer Questions

1. Writeashort note on theimagesof Yakshaand Yakshani.
2. What istheroleof floraand faunain Assamese art.
3. Writeashort note oniconography in Assamese art.

Long-Answer Questions

1. Discusstheimpact of Guptaart on Assamese art and scul pture.
2. Discusstheevolution of Assameseart.
3. Elaborate on the contributions of the Palasto Indian art and architecture.
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