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1. Introduction

by Muario Bussagli

The world renown of some of India’s monuments does not mean that
Indian art s really known and appreciated oulside the limited circle of
its scholars. Even in modern culture it does not enjoy a popularity
comparible to that of other non-European figurative traditions, despite
the interest aroused by certnin similarities to Hellenistic Roman Clas-
sicism (in the so-called Gandharan school), especially apparent to
Western scholars, and by particular associations with European Ren-
gissance art,- Consequently, speeulative research into figurative phe-
nomena and comparative studies of aesthetics and iconology ofien dis-
regard this gigantic production which developed throughout the Indian
subcontinent over more than four thousand years In the general view
of art history, scholars tend to overlook the highly original manifes-
tuteans, so rich in independent creations, tendencies, and trends, and to
ignore the problems and solutions that are peculiar to India’s art. Wide-
spread knowledge of this art would, Il nothing else, afford a term of

comparison, & useful and unique parameter to help form tentative:

judgments and verify theories concerning that fundamentally important
activity of man: art. The neglect is grave also because the art of India
15 an exact reflecnon of the essence of s civilization, which Js so hard
Loy define despite its marked characteristics and so fruitful in the fields of
philosophy, linguistics, poetry, and the theater.

Origimating in a world-imbued with deep religious feeling: Indian art
developed along 1wo main lines: one that was Indian proper und, with
the waning of Buddhism, became “Hindu," that is, traditionalistic and
anti-Islamic: and another created by Musling thought and mentality
transplunted o Indian soil. In the latter line, which is the lesser. belong
the eclecticism of the Mogul school and the syntheses of the Indo-
Muslim schools. The reactionary schools of Rajput and Maratha, which
were well aware of the Islamic ligurative éxperience but firmly opposed
ta the aesthetic principles of their religious and political adversaries,
are also included in this group. The ncher and more active main ling 18
both extremely consistent, notwithstanding variations, and varied,
despite the persistence of certain figuralive charecteristics that survived
even the worst social and political upsets.

Indian art proper appears 1o have been constantly fuced with the prob-
lem of giving shape to abstruse metaphysicul concepts on which, in the
cultural and social atmosphere of India, all the other human values
depended—und 1o a certain extent still do. Based on a vision of life in
which the divine and the human were continuously and varnously inter-
mixed, many of the sacred images created by this art tended 1o become
diagrammatical and readily intelligible only 1o the initiates who pos-
sessed the key 1o their inferpretation. This is another reason why the art
of Inda is little known and seldom referred to in speculative discussion,

The ditficulties of approach that Western scholars encountered in (rying
to familiarize themselves with its complex and diverse religious sym-
bolism zlmost obscured the efforts of the anonymous artists to harmo-
mize and humanize their creations. In other warids, the aesthetic achieve-
ments were overlooked in an attempt to discover why Durga® might
have ten arms, Siva five faces and four arms, and Brahma four heads
and as many arms; why the Buddha was sometimes represented with an
Apolla-like face, whereas, later, a Bodhisattva was depicted with four
heads. another holding a sword, and yet another the stem of a blue
lotus flower. At this stage of investigation, advanced by comparison
with the childlike curiosity that the exotic strangeness of some of the
images had previously aroused, the Indian artistic expression was con-
sidered 10 be mamly illustrative of the sacred texts, The gradual un-
vietling of the concepls of the sovervignty of the universe and the muhi-
plicity of powers.and the deciphering of the variows, often macabre-
looking symbaols fully satisfied those early researchers. The sacred
images, however, were neither sheerly celebrative figures nor mere ob-
jects of udoration. Study of the Indian techniques of meditation hud
demonstrated thut revelation of the god’s appearance could result only
from profound, mrystical concentration, The psychic process by which
this concentration, stimulated by yoga, was achieved is called dhyanain
Sanskrit. The same word was used to indicate the representations of
bath the Hindu and the Buddhist divinities; so the work of art was
thought to be at once the result of 3 hallucmatory intition and a means
of reaching a further stuge of mystical insight. Concentration on a sacred
image merged the meditator’s spirit with the object of his meditation
and, therefore, with the divinity and the metaphysical values for which
it stood. This second stage, known as samadhi, clearly indicated that
the function of the Image was basically to facilitate and direct the
psychic process aimed at approaching the divine, The lexts describe in
great detail the countenances of the gods and the images representing
them, so that the sufficiently well-prepared believer might reach a more
advanced stage of ecstasy. The image gradually faded away, opening
the way to the meditator's perception of the absolute and immutable
values thit require neither symbols nor images.

Along these lines of thinking, Indian iconography took a most unusual
course, pursumg aims that are completely alien to the rationalizing
mentality of the majority of mankind. Even when it was 4 matter of
representing human Teachers, such as the Buddha or the Jam Mahavira,
the artists relicd mainly on yoga, especially on those who, having suc-
ceeded in envisaging the divinity, could provide them with a description

*Digerifical marks for tramlirerntions of Sanskrl and other Indic fafes and tefun
ure showm by 1he List of Indic Proper Names and Words (pp. 31417,



of it. The reason for this approach was that, although after Enlighten-
ment his body remained anatomically the same as before, the Enlighten-
ment of the Buddha had transformed him into & supenior being
since, through his intuition of the truth, he had been able to understand
the Law and disclose it to mankind. He had been born to fulfill this
mission and, consequently, was himself the Law. Unequal to the task
ol rendering the spiritual essence of the Buddha, early Buddhist art
resorted to certain symbols thit had already been accepted and used in
the Vedic period and, owing to a centuries-old convention, expressed
the absolute and universal principle. In the eyes of the believers the
human personality of the Buddha disappeared or, better, became one
with the Law he preached. Later, Buddhist speculation Insisied on these
concepts that the artists of the early schools had already perceived.
Subliuti, the most outstanding supporter of the theory based on the
Prajna (Buddhist gnosis), finally stated that all but Enlightenment is
Hlusery and unreal, while other dialectic schools; such as that of the
sharp commentator and exegete Magarjuna, distinguished between the
Buddha's life and physical appearance and his actual substance and
considered the latter infinite, calling it Dharmakaya (body consisting of
the Law). Meanwhile, artistic symbols, narrative episodes such as the
Measurement of the Buddha's Body, and particular compositional
elements forming a link between the two concepts, for instance, walls
pamted over with rmages of the Buddha (see fig. 21), were paving the
way to a further step thal consisted in conceiving even the body of the
Buddha (Rupakaya) as limitless as space and, therefore, shapeless and

[. Female figurine of terra-cotia,
with an elaborate hairdress, Prob-
ably a representation of the Great
Goddess; perhaps a votive or a

cult image. From Harappa, begin-
ning of the second miflenninem n.c.

3. Mautilared male torso of red
sandstone. From Harappa. Ari
of the Indus Valley, before the
middle af the secand millennium
B.C. National Museum, New Delhi
The realism of the accararely ren-
dered anatomical struciure in
Incliar art {5 little known, except
for very rare warks of special
signifteance. However, the ana-
tomical rendering of this minule
2. Naked dancer inrepose, Bronze  figure (less than 3 inches wall) i

statuette. From Mohenjo-daro, so perfect that it has been thought
firse half of the second millenniim to be a Greéek work ar one in the
i.¢, National Museuwn, New Delhi Greek siyle that somehow found
Abour 5Ya inches tall, the figu- its way into the protokistoric

rime represents o Newroid fype. sirata. This supposition, in itself
The artist had full mastery of not impossible, is very unlikely
Jareshortening and body torsion, considering that the arms of the
The attitude of the left arm and torso must have been mobife and
shoulder is proof of the distance thar the two hollows ar the ends of

separating Indus Valfey art from the shoulders unguestionahly
the canventional figurative schemes demonstrate o taste and concep-
of all other archaic art. tion alien to the Classical world.




capable of containing all shapes. Thus, the appesrance of the Teacher
wis turned into a symbol, and though carefully studied mn every detail
and accurately represented like that of all other divimites, 1t was but
the minor expression of infinitely more complex spiritual values, which
were only accidentally acquiring material, and sometimes human, shiape
in works of art. The artists were doing no more than offering the minds
of the faithful a means or ‘support’ by which to reach beyond iconog-
raphy and iconology toward [ntuitive values that involved complicat-
ed psychic processes, for instance, that of yoga, as was said before.
Obviously, an unfathomuble gulf separates the Indinn cult images from
those of other religions. They appear to be more like instruments of
magie than works of art. At the beginming of the present century this
consideration, though It accounted lor many curious aspects of Indian
art, greatly puzzled the scholars. The critics kept their distance from
such baffling depictions, especially since the mystico-religious atmos-
phere from which the images sprang had imposed extremely rigid and
precise rules on the artists. Poses, symbols, proportions, colors—all were
firmly estublished in keeping with the typically Indian inclination toward
the treatise and the system. so that there seems to have been very lintle
latitude for the creative gemius of the artists. Unfavorably impressed
with an ari that seemed to be chained to textusl descriphons and ico-
nometry, the eritics regarded it, st best, as the outcome of a very partic-
ular ritual performed according 1o extremely complicated technigues,
which alone were instrumental to the “functional'—that 15, to the mys-
tical—quulity of the representation.

.
-
-
-+
%
-

Actually, even though it is exceedingly difficult 1o appraise these works
apart from the religious values attached to them and apart from their
main purpose of forming a hink between the human and the divine,
these aspects do not constitute all there is to Indian art. Indian society,
with its unique way of associating the divine and the human, is clearly
reflected in the nurrative compositions, in the ornamentation, and in
all that speaks directly to the mind of the beholder and does not invalve
magic or meditation, though 1t may have an edifying undertone. Inthus
manner the human element preserves ifs weight and the artistic cre-
ations remain indissolubly bound to the real life that inspired them in
so muny different ways. Some works even seem 1o have been prompied
by purely aesthetic motivations. Furthermore. this religious art. bent
on educating and edilying, was Torced 1o seek the appreciation of the
widest possible public. And in this respect Indian art is truly "popular,’
not only because it sprang from a common religious experence and
reproduced a world in which all—the nobles as well as the common
people—belioved but also because it strove to find an all-intelligible
language to express the myths, hopes, and fears of & greal many different
peoples held together by a common civilization bul paolitically and
socially fragmented into innumerable communities. This popular qual-
ity also shows in muny subjects associated with folk fables, anecdoles,
and tales, for instance, in the Jatnkas, storiés narrating the previous
lives of the Buddha—all of which sometimes interpret, in the edifyving
manner of the: new religion, older popular motifs ongmally unrelated
tir Llus sphere.




4. Sevlized female figure of terra-
cotta. The date ix debarable. Per-
haps of the Mawrya period, about
the third century 8.C. National
Museum, New Delhi

The figure probably represenis the
Great Goddess and [s a symbol of
ferritivy, Although it belongs to a
very old fconographic manner,
this terra-cotia shows innovative,
autonomous, and iselated tenden-
Cies.

5. Male head, of stone. Perhaps
of the Maurya period, third
century B.C. or {according 1o some
authorities) first cenfury b.C.

The type iz markedly charavier-
ized, shawing traits that depart
somewhar from those wsual in
Incdian art—notably the mouth,
the large empty eyés, and the
shart, stout neck,

6. Royal personage with insignio
represented as a winged being.
O a support of the rail from the
Bharhur stupa. End of the secand
century B.C. or first half of the
first century A0, Indian Museum,
Caleutta

The ingignia may be sacred in
nature, with religfous and royal
vatlwes, On the staff, below the
insignia, is a capital of a siyle
found at Persepolis.







For nll these reasons, non-Muslim Indian art was, above all, the prerog-
ative of independent craftsmen, workshops, and guilds: an anonymous
art which aimed to produce timeless works whose authors did not
count, The silpin was not concerned with asserting his personality or
pursuing fame. ("Silpin® i5 a word | prefer to render as "artist,” unlike
athers who have chosen the term *artificer’ to distinguish such & worker
from the modern Western artist especially, for the silpin had neither
the same cultural interests nor the same background, and also from the
artisan 10 whom he was infinitely superior in creative invenliveness.)
Many silpins regarded themselves as mere tools of that, to them, really
personified divinity who used them in much the same way that they did
therr implements. By remaining anonymous, the silpin conformed to
that general pursuil of depersonification and remumciation of individ-
uulity which was directed toward the anainment of the Absolute, the

Infinite Eternal, and which For centuries constituled the aspiration and
anguish of the religious soul of India. Others were incorporated in
guilds (sreni), ngidly organized bodies that were so powerful econom-
ically and politically as to be feared even by the kings and the religious
arders. The outstanding personality of an artist enrolled in & guild or
school no longer shone as an individual light but was reflected in the
works of the whole group. However, even in the uniformity of the
schools, workshops, and groups of iinerant artists it is possible to
discern the gigantic shadows of forgotten or unknown personalities. It
could have happened only in India that the name of the maker of the
Bodhisattva with the blue lowus flower at Ajanta was obliterated. Actu-
ally, the whole complex of cave temples at Ajanta was lorgotten for
centuries, only to be accidentally rediscovered by a group of British
officers out on a bunting expedition, And only in Indis could it have

7. The worship of the Budidha,
whose presence is suggested by
ihe empry throne | markedly
stylized) and by the footprints at
the sides of the Wheel of the Law.
Stone pane! from the Bharhut
stupa, End of the second century
w.c. or first half of the first cenltury
a0 Indlan Museum, Calcutta
Naote the members of the crowd
depicied ar differenr angles  there
are-even figures turning their
backs): the composition deparia
Srom the frontal scheme of the
archate 1ype and ereares an effect
af depth. The laterad inscription
in Kharoshihi characters exalts
the Budidha and the Law,



been possible for the name of the conceiver and executor of the Kailasa
at Ellora to disappear inte oblivion; the Kailaza, a superb architectural
and sculprural representation of the dreads of anguished men and of the
most intricate theology ever known (see figs. 289-291), expresses awe-
some symbolic myths in the language of an art truly unresiricted in
imugination and, therefore, great. [t took the impact of lslamie thought

4. Detail of the back of the eastern and the spread of the partly industrialized production of mimatures to
pareway of the Great Stupa at enable Indian art to emerge from that oearly total anonymity. From
Sanchi (¢f. fig. 72) before the Mogul period, there have come down (o us only the names
The sculptors’ abilitv 1o depict of a few minor artists dctive in the forthwestern ares of the peninsula,
antmals is apparent in these buf- where contacts with Iran and Hellenistic Greek mfiltrtions contributed
Sfaloex and elephants; they tesrify to a development of the figural arts along lines much closer 1o those of
thet the Buddha's Law obrains for Western Classicism,

all forms of life, On the other hand, India never knew that myth of man as ¢enter of the
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Y. The offering of gifts ro a young
king. Ornamental medallion of
limestone from the large stupa &t
Amaravatl. Second halfl of the
secand century A.n. Government
Museurn, Madras

The king sits on a thrope with one
leg bent and resting on the seat,
surrounded by his harem, his
courtesans, and his riches. (nore
on the right the horse, a prized

possession of Indian Kings).

Under the throne is the Vidusaka,
the cowrt fester, The circular shape
af the medallion has been explaited
by adapting to it the disposition of
the figures in a manner reminiscen!
of, but far superior to, the Euro-
pean Romanesgue style.




10, Veikshaka { wood nymph),
From Gyaraspur, eighth to nintl)
century A, Archavological
Museum, the Fort, Gwallor

( Mudhya Pradesh)

The statwe, now urfortunately
only a fragment. répresents a
salabhanjika, a female figure
wrasping a branch of a sal rree
while archirg her body in triple
torsion and in iriple flexion, a

pose also depicted on the sides of
the gareway, or lorama, af
Gyaraspur, The anatomy (s care-
fully studied, and the face has an
intense expression, a rather rare
occurrence in Indian arr. Thar
this image was piore thamn g merg
ornamental figure i3 indicated by
its high quality. It is.ane of the
finest Indian interpretations of
the feminine form.

universe—a voncept that was overturned in the West only with the pro-
gressive trends prevailing at the beginning of the twenueth century.
Wittingly or unwittingly, the Indian artisis adhered to a vision of lile
and the world in which man was not the supremely important being
that ruled over nature but was, rather, a part of it. The Indian saw him-
sell as submerged in nature and overwheimed by it Above all, he Telt
akin to all forms of life Indiscriminately : to the most perfected as well
a4 to the most humble. Because of this fecling for nature, the artists
liked to set tales and episodes in niturid surroundings ; and as & conse-
quence of their extraordinary sense of kinship with all living beings,
their mastery in depicting all sorts of species undoubtedly makes them
the most remarkable idealizers of animal life (for example, figs. §,'49,
374, and 378). However, they would have had neither this interest nor
this very particular ability had not the cosmic vision shuared by many
faiths of India put human and animal life on the same plane. The con-
cepl of continuous rebirth not only tics all the living to the ‘wheel of
life" but practically equates them all 1o man | foran animal may be a man
or 2 woman mn one of its future hves, and & man may have been an
animal ar even an inseet i g previous life and may be one agam in lus
next. It is therefore quite undersiandable that to the Indian mind all
forms of life are on ¢ level, even though only man has come close to
liberation and the absolute, having reached the nppermost step, whence
waorthy conduct will bring him to the supreme sphere demed even 1o the
gods (deva), who must descend 1o the human level to altaid salvation
The only apposition to this conception came from the materianlistically
inclined trends in Indian philosophy—proof that it was very deeply rooted
and widespread. Mo wonder that from the very stan Indian artisis
sirove 1o render the secret stream of life flowing not only 1o man but 1n
every hiving being

As 10 the human image, artists were mainly concerned with expressing
its predominant moods. Sentiments and qualities, whether good or bad,
were studied and al times rendered by means other than those typical of
figurative art, The pose of the body and the gesture of the hands (mudra,
meaning seal; see fig. 19), denived from the language of the dance,
clearly convey to all who know therr significance the mood of the image.
This is another important consequence of the unity that charactenizes
Indian culture: that blending together of literature, theater, dance,
religion, techniques of meditation, usages, fashions, and attitudes, The
figural arts, drawing freely from this culiural background, at the same
time pursued aesthetic values, Often the artists successfully brought 1o
life symbolically posed hands (see fig. 206) and impressed clongated
hands—vaguely reminiscent of Gothic painting and of the Sienese school
in partiicular—with the mystic impulse of the soul. This idealization of
symbollc gestures can be found also in the treatment of the entire figure,
it which case reality is transposed to a higher, almost abstract plane

15



L. Colossal head of Siva. Bluish-
gray schist, From Kalyanapura

{ Rajasthan |, seventh to eighth
century A0, Vietoria Hall
Museum, Udaipur ( Rajasthan)
The head is characterized by @
complicated coiffure with, fastened
ar the center, a medalfion depicting
in relief the figure of a woman,

The larpe disk earrings also bear
imagex of female figures, flanked
by their handmatdens.



12, Vishmu with grown andf rayal
Jewels. Sculptural fragment.
Gupta period, fifth century x.40.
National Museum. New Delhi

The male figure has the so-called leonine aspect: broad chest. siim
waist, solid Aesh, and free movement (see figs. 9 and 39); but no attempt
at the anutomical rendering of the masses, tensions, and muscular
contractions i5 apparent. The female figure, instead, with enarmous
bust and rounded hips (see figs. [, 2. 32, and 34}, adheres to the require-
ments of 4 very old canon of feminine beauty, absolutely alien to the
traditional taste of the Aryan peoples. In both, the resulting idealization
15 a reelaboration and transpesition of real life, in which movement
becomes free, well-balanced. and Tull of vitality—perfectly in keeping
with reality and vet infinitely Far from it The artists endeavored 1o
epitomize all possible types of a certain category of subjects in 4 figure
that had all the essential characteristics of the chosen ¢stegory. The
acuteness of the analysis, performed both perceprually and spiritually,

demonstrutes that the artists must have made a vast selection and stod-
ied i great many subjects before concentrating on certain vrains gnd
emphagizing them, the better (o render the essence of the category rep-
resented. This process of idealization explains more clearly than any
commentary the origimal meaning of the word rupa, namely, "form,’
which was first *prestige” and later became “beauty.”

Obviously, in accordance with this approach based on the fow and
essence of life, the gredtest stress wis laikl on rendering the movements
of the bodies—at once the mamfestation and the rhythm of life. In this
respect, the entire evolution of India’s figurative art (s rooied i really
ancient traditions and achievements. The best works of the Indus Valley
civilization, dating from the second half of the third millennium, are
proof not only of a perfect ability to represent in detail the snatomical






13. Woman under an asoka Iree,
holding a ¢hild and amusing lim
by shaking a rattle. Fragmeniary
gronp in red sandstone. School af
Mathuira, third century a.D.
Archoeological Museun, Mathura

14, Pair of présumably divine

‘fying’ figures. Decorative panel

in Cave 16 ar Afanra ( Deccan)

Second half of the fifth century

A.D. (470-807)

The panel testifies 1o the high

guality af the saulpriral decora-

tion of rack-hewn monurmenis, i

served as a corbel linking the

pitlars of the partal and the false

heams of the ceiling.
15. Fantastic animaal with fion's
body and rant's horns and twe
human figures areed with gwords,
Pinkish vellow Chunar sandstone,
Fragmentary architectural deco-
ration from Sarmarh, fifth century
A, Natiosal Museum, New
Delli




)

structure of human and animal bodies (see figs. 46 and 47)—an ability
that. as his been said, was not to have an immediate echo in the history
of Euro-Asiatic art—bul, alko, of a total freedom from the frontal
and parallel schemes typical of the very early art. The few better-
preserved sculptures of human figures al Mohenjo-daro and Harppa
testify to such mastery in the use of foreshortening as a means
of rendering movement that, in & way, they can be classed with the far
removed and much later sculptures of Greece (see figs. 2 and 3).

But the artistic production of India failed 10 exercise an influence despite
commercial and cultural contacts with Mesopotamis, Sumerian art
continued to express the supreme values through immobility and made
its influence felt on contemporancous Indian art. This acceptance of a
foreign pattern did not, however, diminish the importance of the veri-
tahly Indian representations. On the contrary, there is ground to believe
that & gray stone torso from Mohenjo-daro, mutilated and acephalous;
represented a tricephalous, ithyphallic god In the act of dancing. If the
reconstruction is correct, this is an instance of an ante liiteram dance of
Siva. which explains why the proto-Indian artist. chose 1o render in
immohile slone an instant-long pause between Iwo contiary movements,
thus anticipating by fifteen or twenty centuries the canon of Myron:
From the time of the above-mentioned Mohenjo-daro torso to that of
the magnificent thirteenth- and fourteenth-century hronses (see figs.
34 and 35), the dance of the gods expressed a divine rhythm governing
the rise and fall of the universes It exalted the life-flow oscillating be-

14, The Buddha's first sermon in
the Deer Park @i Benares. Sculp-
tiire (- the central chapel of Cave
17 ai Ajenta. End of the fifth
cemfury Ak

The subject is indicated by the
pose of the Buddha's hands and
by the two deer facing each arther
on either side of the Wheel af
the Law an the front of the
throme. The back of the throne is
decorated with fantastic animals.
Two diving arrendants, one on

I7. Returning to Kupilavaytu, the
Buddha receives alms from his
wife and son, Painting in Cave 17
at Ajanta. End of the fifth cextury
f

The symbolic aggramdizement of
the Buddha's figure in compar-
{son to the others is characleristic.
The scene represents the Teacher's
first encaunter with his family after
hix renunctation of werldly life,
and the alms signify hix family’s
acceptance of his cholce and their

acknowledgement of his great
maoral stature.

either side of thi throne, and Two
hwman listeners (xmaller In size)
complere the composition, This

ittustrarion shows only two of the
four figures flanking the Buddha.

tween the two opposite pales of creation and destruction, and empha-
sized its absolute, immobile, and intangible value. Rather than being
ahstract and detached, Indian thought was steeped in the flow of life.
It admitted the transitoriness of individual hives, bul, beyond and above
them, it perceived an unchanging and undifferentiated principle that
animated all lives and was the life of the umiverse itself. In the light of
this thinking, the chaotic movement of some sculptural compositions
acquires a different significance: it is the exaltation of life and nature.
So great was the strength and spread of this conception that when it
came 1o narrating the life of the Buddha, with its religious content that
rejected 8ll wordly things, the hymn to life broke through. At the
Great Stupa ut Sanchi, also, the overlapping buman, animal, and vegetal
shapes create a lively movement Tsee fig. ¥)oand theanonymous artists
took visible pleasire in emphasizing the fleshy and supple grace of the
dryads, or yakshis, carved on the sides of the large portals. This pursuit
of movement and life unified events scattered over a period of timeina
single scene. Occasionally it emerges in unexpected detmls of scenes
pervaded with supernutural stillness. It is also the motive behmd the
dense decoration of the huge medieval temples—at Khajuraho (sce hgs.
243-245), us well a5 at Konarak (see figs. 36-38 and 238), Srirangam
(see fig. 329). and Kanchipuram—crowded with supple female bodies,
erotic scenes, and colossal figures, The rhythm of dancing is ever pres-
ent, ¢ven in bodies that seem o be still but are actually gracefully bent
in the socalled three-bend pose (tribhanga) that is also denived from






the dance (see fig. 34), The dancing rhythm, unimitative of nature, was
thought to express the vital energy of the universe and was symbolically
exemplified by Siva Nataraja, lord of dance (see figs. 27 and 29), and
by Vishnu weaving a thythm on the ocean waves as a prelude to his new
creation. Thos late Buddhism, also, made use of the rhythm of the
dunce to confer new significance oq its fierce divinites.

However, perhaps through foreign influence, Indian art produced, in
addition. static figures. The representations of the meditating Buddha
(see figs. 163 and (65) and of the Jain Mahavira were inspired by yoga
and sprang direcily from it; but the steles of Gandhara (see fig. 91), the
strctly frontal images appearing throughout the Indian sculptural

production, and certain images in the round, rich in volumes byt still

rigidly fixed. constitute the other Tace of India’s artistic creation. There
is. in fact, 2 canon of immobility that the texts refer to as samapada-
sthanaka (a standing position with legs straight), implying security and

Jack of outside stimuli, which also had a following. Close observation
reveals. however, that after the very early examples the truly Indian
artists absorbed and slightly modified this type by introducing sinuous
lines. for instance, in the drapery of the Buddha's images (see fig. 90), ar
by softening the contours in a manner clearly suggested by the sup-
pleness of plants—a demonstration that they were hardly appreciative of
rigid shapes and, instead, often drew inspiration from the vegetal world,
and especially from lianas, to represent the volumes and curves of the
human body

Thus. Indian art reacted to every forcign suggestion by adapting It 1o
its understanding. 1aste; and sensitivity, This ability accounts for ils
extraordinary unity, which never failed even in the vanety of the styles
and at the inevitable times of arrest or regression. If one wished, one
could trace the history of Indian art along the line of its successive
reactions to the major foreign mfluences. Sumerian art, the art of

1&, Two figures near ¢ quadriga
{only partly visihle ), They exem-
plify the multitude of minor figures
that populate the mural painiings
aof Ajania. End of the fifth century
A,

These two figures are unmis-
takably Indian vouths and form
part of a vast composition of
uncertain meaning on the left side
of Cave 17, In the same cave dre
depicted a Persian ambassador
with his retimue and other images
af fareigners.



19, The Buddha explaining the
Law to Yasa, the first lay member
af the Buddhist community.
Detatl of a large painting in Cave
10 at Ajanta. End of the fifth
cenrury x.1.

Yase, in white clothes as befits a
leeyrnaen and with an elahorate lair-
dress, ls devoutly listening 1o the
words of the Teacher. The
Buddha's hands are posed in the
preaching pudra and his head (5
surrounded by a rayed nimbus.

n the foregraund is the figure of a
mronk. The back ground |5 blan-
keted with seylized floval morfs.

20, Head of the Buddha in siticeo,
with rraces of polychramy.
Provenance unceriain. Third 1o
fourth century ».0, National
Museton, Karachi

This head represents one of the
elearest derivatives of the Classical
Apollonian image created by the
school of Gandhara in its firs
phase. The Greek profile and the
oval fave are retained, even
thoweh the hulge of the eveballs

{ characteristic of exophthalmia)
is wndowhredfy not Classical, mor
ix the recession of the hairling vn

the forehead, The imaye expreases
the concentration of the Buddha,
Fiix derachment from the world,
and the intense life that animates
frime



2], The Buddhe sitring on g fotus
throme with two atendants on
either side. Detail of a mural
painting In Cave 2 at Ajanta. End
of the sixth centwry or beginning
of the seventh century A,

The muotif, endlessty repeated ona
wall, indicates that the space.fy
pervaded with the essence of the
Buddha. This symbolic and orna-
mntal composition 15 excellent
artisan work: ard dates from the
period of the best Vakatiaka

painting

22, Female figure, Detail of a
miral painting in Cave { ar
Ajanta, A5, 600642

Achaementd Persia. the Hellemsmoof Alexander-and his successors. the
forming of & Grasco-Romin Buddhist €ehipol in northwestetn Todia.
the Dravido-Alexandrian synthesis, which in the Roman period occa-

sionally showed up i the southem prodoction; Parthian and, latet.

Sassaman influences—none altered the local pemua: 11 was to remmn
untouched also by the early Muslim influences, which somelumes
generated veliement isolatiomsm and at other times syncretisms and
new tendencies that were, however, dominated by the Indian tasie. All
foreign wchnigues and sugeestions were assimilated and transformed,
50 that Indid’s greal arl seems (0 Have sprung miraculousty from the
carth j1sell and to have reproduced the hidden forms of it that human
will ennnot change

Tradivon and religious background are parily responsible for these
reactions 1o outside influences and for the essential unity in the evoli-
tion of Indian arl. Above all, howeser, it was the spiritual attitude of
the whole Indian people, their very essence; that established the con-
stani tasie and m general the charactensucs 1o which generauons of
ariists insiinctively' conformed. The establishment of figumative for-
miulas Jid pot result in an impoverishment of art, for the formulss
evolved with the changing taste, techniques, and somal structures, Mos
important amonyg the general characienistics are the pursuit of move-
ment, the impulse toward all manifestations of life, and the svmbolic
exultation of the dance All ol these lmve already been examined
briefly, and it nesd only be added thit despite the appeal of all forms of
life—human, animal, and vegetal—in the Indan mind 1 was the human
body thut created and described the thythm of the dance: Consequently,
the Human fmage is predomitant, and even though the artists equated
it o animnl figuees and vegetal motify, they Bivored it bath as a subjedt
and as an omumental motil. The erotic couple {mithuna), with. the
lurge mute and fertile female. appears constantly from early times asa
recurrent decoralive glement separating the principal scenes in Buddhist
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monuments and filling the empty spaces on the crowded walls of the
large medieval temples (see fig. 36). Owing [0 this conceptl. and also
because reincarnation as man was the closest stage to 'freedom’ from
the deceitful reality of the world and, consequenily, the list and nee-
essary step o rounification with the essence of the universe itscll, muan
indirectly resumed lis station as the soversign being.

(i the olher hnnd, Indian aesthetic doctrines always distinguished the
creations of man from those of nature, Sankuks 1ells us that the images
made by the artists imitate reality so that they may be recognizible but,
11 Lhemselves, are neither real nor false. being mere images that antedate
iny judgment of the real or unreal and are hence extrancous Lo the world
of nuture fram which the artist <raws his miuition and observation
Incredible as it muy seem, Indian thought had sctoally been developing
coherent and systemalic acsthetic doctrings as well as ample speculation
on the problem of artistic creation since the last cénturies before our
era. | may be added that the problem, long undétected by all other
civilizations, which made only empirical enticism of works of art and
analysis of lechniques; was first dealt with acutely but desullorily vntil,
in dabout the ninth or tenth century, it was fully recognizel, especially
il relation to hierature and the theater, The fgural arts provided clear
but 1solated and occasional examples. Yet one of the earliest texts. the
Lhammasamgani; 4 work daung from the third or second century B.C.

and iherefore coeval with the full growth of the great aniconic’
Buddhisi schools such as Bharhut and Sanchi, and the Atthasalini,
fifth-century work by Buddhagosha, the most important exegete of
Singhitlese Buddhism in Pali, base their accurate analyses of the activity
of the human spirit and of creative intelligence largely on examples
from painiing. Buddhagosha remarked that desires were hidden From
the conscious mind, ready (o become transformed into conscious will
andl, therefore, into action. In a punter's spirit the creative impulse,
consisting first of the desire and then of the will to ¢reate forms and of
the intuition of what was to be representled, was translated Into o work
in which the content was provided by the image perceived, while the
mateérial form was altained through technique and harmonious lines
and colors. The unresting spirii, however, received new impressions i
the act of creating and altered its origmal intuition partly without
knowing. The work ol arl was a direct rellection of the ereative aclivity
of the spirit and, though also matervial, was, above all, spiritual. The
Buddhist exegete identified it with the creative attitude of the intuition,
ol ‘which its: form was but an accidental *translation.' The desire to
create—in other words, the creative impulse that chose the colors and
lines of the material representation—-accounted for the apparent antithesis
between the ever-active spinit-and the fixity of the created work. Conse-
quently, the entire work was the complete and tangible translation of



23, Interior of Cave 26 at Afanta,
First hall of the seventh century
A

The elaborate false stiupa of the
apse iy carved with the imape

af @ Buddha sitting in Exwropean
[fashion on a “lion throne," a
symbol of universal govereignty,
while Nagas (mnakes, earth
spirits) hold the lotus corolla thal
serves as a foorrest, Overbilown
and heavy ax it 5, the composition
is powerful.

24. Temple 5 at Mahabalipuram,
{n the shape of a processional
chariol {ratha), without wheels,

with an elephant staiue af the side.

Beginning of the seventh century
ALy

This temple ix known as Saha-
deva. Nore the guardian lions
supporting the entrance pillars.

25. Vajradhara (?]. Mutifated
bust of a female divinity with
three heads. Gahadavala siple,
eleventh certury a.n. National
Museurn, New Delli
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29, The eighr-armed Siva dancing
befire his bride, Parvati, on an
elephant hide and showing all his
fremendaus power. Side panel in
Cave 29 .( Dhumar Lena) ar

Elforag. Seventh century A.D,

28, The demon Ravana shaking 30, Small monolithic shrine
the Kailasq (the coxmic mountain (manduapa) in Cave 33 (Indra

where the gods dwell) from the Sabha ) at Elfora, Seventh century
bowels of the earth. Principal AD,

panel of Cave 29 ( Dhumar Lena | The overall strieeture iy iy the

ar Eifora. Seventh century A.D, shape of a polygonal cross,

The large divine eouple sitting on lightened by the moldings,
the maountain, which is rendered in

the shape of a throne, iy unawdre

of the danger. Cave 29 is the

largest of the Ellora group.

Dandin and others regarded rasz as an ordinary mood or leeling inten-
sified by the combination of various elements: in drama, for instance,
by the plot, the text, the acting. the scenogruphy, the actors. and so on
To Sankuka it was o leeling fell and imitated withoot reference to reality,
that is, purely abstractly. To Bhatta Nayaka, as R. Gnoli points out in
his book The Aesthetic Experienice Aecording to Abfinavagupta (Rome,
1956), rasa is a pleasure unrekited o everyday life—a plesure expen-
enced in & peneralized, universal manner, regardless of lime and space,
According to Bhatts Mayaka, the agsthetic ¢énjoyment is such that it can
even lemporarily break the samsarg, that is, the chain of cavses and
effects on which the wheel ol nativity and morality depends. In this
sense, rasa s pleasure, bliss, repose, Consequently, aesthetic con-
sciousness is nol a means but an end and, being similar to the mystical
expenence, s also an enlightened, autonomous condition. Abhinava-
oupta regarded pure emjoyment as Lhe ultimate aim of art and thought
that aesthetic fulfillment could purify those who felt it to the extent of
raising their spirits fo cosmic cansclousness, that is, to consciousness of
present, past, and future mankind. As is evident, Indian speculation on
artistic phenomena was extremely advanced. In some respects, it antic-
ipated the most current achievements of Western thought; in others,
il makes one wonder whiat possible different evalutions toward ab-
straction the figurative art of India could have had. since. according to
its acsthetie doctrmes, the artists worked from o mental protolype;
elaborating realily as they wished, Bul, in poinl of fact, the art of India
could never conveive other than natural forms. B lacked the urge to
create absolute shapes that were truly outside the realms of perception
ind reason. Stegped in the flow of life, it remamed anchored Lo ii, using
paranormal means of inspiration only in so far as they clarified the
entangled thinking on the problem of béing. What it perceived beyond
natural forms and the flow of life was without form. Like all other
rebigious art, however, it was expected to give shape to the formless;
this is why it remained bound lo nature, which it considered the illusory
mirror af the ineffiable essence but, also, the only possible source from
which to draw in the attempt 10 approach the supreme, immobile, and
mmutable truth: the mysterious and eternal divinity dispensing life
and death,

The language that the Indian artists created to convey their intuitions
reveals ther tireless effort to make works that would really bring man
closer o the mexpressible truth. Seen through modern eves and in the
light ef the most recenl developments of the figurative arts, the efforts
of the Indian artists are surprising both for ambitiousness and for
results. For there ¢an be no question thar, if they did not achieve the
divine. they certainly succeeded in rendering the universal life of the
cosmaos, which is a manifest and tangible aspect of the divine






31, Isolated elephant in the
courtyvird of Cave 33 {Indra
Sabhe) at Ellora, A1, T50-850
The monumental complex ar
Eltora, and especially the Kaila-
samatha temple, are characterized
by the presence af innumerable
elephant images, sometimes used
as carvalids.

Indian thought not enly didborted complex speculation on the eve-
bution of art, it established ulso a hierarchy of artistic activities where
painting, poetry, theater, and dance are foremost. Architecture, sculp-
furg, and the minor arts were Lheoretically relegated 1o artisan rank.
However, since most of the paintings are lost, today’s major fizurative
musterpieces from India dre the product of the latter catégory. Singu-
larly tred 10 the culture and sociil structure of the Indian world, 115
architecture huis pbsolute validity as a great art form. The major temples,
whether freestanding o1 rock hewn, are often masterpieces nich in orig
inality (for instance, thosé in the shupe of chanots), in ingenious solu-
tions; and in studied effects.

The temples with curviliesr roofs (sikhara) and pyromidial stepped
roofs (vimana) imitated the divine diwellings. Standing on sites chosen
in special magic rites and charged with symbalic values, they were ofteén
gigantic in size. The largest ones were surrounded by monumental coms-
plexes so vast as to form actual religious cities—for instance, Khajuraho
in Centrul India (see figs, 243-245), Bhubanesvar In Orissa (see fig
233, Madura in the southeast. The Buddhist cave complex of Ajanta
15; instead, a marvelous example of thar rock-hewn architecture which
solved the problems of staties through the cohesion of the rock but
originaled others, starting with indoor light and light effects (see fgs.
126-136), In these curipus structares, there is a complete reversal of the
architectural approach. Space-delimiting perimetrical walls are non-
existent and the facade is ummportant; what counts is only the cutoult
ingide space divided by the false ribs of the false vaults and the false
pillars carved out of the rock to create spatial effects.

The Buddhist or Jain stupa is a solid structure with no inside space save
for the closed and inaccessible niche where the relics of the Buddha or of
the Mahavira or, for lack of these, the holy objects amd texts that
quicken the stupa, conferring magic power on it, are preserved. Sym-
bolically, 1o the fanthiul who circumambulate it in the appropriate state
ol meditation, the stupa js at once tomb, cenotaph, representation of
the universe, magic site, und structure facilitating the achievement of
truth, It is the representation of the cosmos as seen from the vutside; a
kind of ‘negative’ of the universe, for the full dome representing the sky
is inaccessible from the inside and shaped in aceordance with a vision
outside space and time. Rather than being a feat of architecture, itisa
‘constructed’ sculpture, just as the cave temples are pure space carved out
of the rock. Conceptions of the kind could occur only in India where
the predominant religious symbolism could assume artistically valid
forms that were born of a characteristic sensitivity far removed from
the ordinary functional, social, and spiritual considerations that dictated
the architecture of the other contemporancous civilizations

Yet India’s typical monuments—rock-hewn temples and cliif carvings
—spread throughout most of Asia following the expansion of Indian
religions: Buddhism especially, but also Hinduism, The shapes India
ereated gave rise to others: the tower-pagodas of China: the mountain
stupa at Borobudur in Java: sacred cities such as Angkor Val: the bell-
shaped stupas of Laos and Thailand; the towers with the large, enig-
matic, smiling faces of late Khmer art (see fig. 185); and the entrance
vestibules in the shape of small temples [ sezivnar ), Javanese in style.
The diffusion of Indian figurative art was always very extensive, some-
times much more so than India’s cullural and religious influence, as if
it had been echoed by the neighboring civilizations and had thus been
pussed on Lo others fsrther removed. Therefore, it is not surprising that
features reminiscent of Indian art are found in northern Asia: in the
West, to which they came through Persin; and in Madagascar as well us
along the coasts and in the inland of eastern Africa. These are, howes or,



32, Maternity scene, Architec-
tural fragment ( individual panel).
Blaek basalt, Pala, eleventh
cenltiry a0, National Museum,
New Delfii

The large recumbent female figure
with a baby at her breast, attended
By a servant, may allude ¢ither to
the birth of Krishna ( Devaki with
Krishna or to that of Siva in one
of his aspécis. Abave are new
divinitles, Including the Nava-
grahas (the planets and stars ),
Ganesa | the god of wisdom with
an elephant”s head), Karitikeya

{ the god of war ), and a lngam, a
phallic symbol alluding ta fertificy,
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secondary, questionable features, which are ornamental and schematic
rather than stylistic and iconographical, and the support of ther

testimony is not needed 10 apprecigte the expansion and vitality of

[ndinn art. Iis diffusson over Central Asia ks proof enough, especially
il we consider ity traces on the ant of the caravan towns of the Tarim
Basin, where it merged with Classical and Iranian currents and origi-
mated: extremely interesung and beautiful local developments. These
stylistic contributions would not perhaps have been so welcome had
they not come with the new religion, which, strangely, was able to take
root in soctal structures completely unrelated to the cosmic and reli-
gioug views of Indin, Buddhisi thought. which originated in opposition
to the stagnant Brahmanic and Vedic currents, eventually became an
ccumenical, missionary religion that was embraced by most of Asin
The concessions that Buddhism had 1o make to scquire supernational
acceptance are reflected in iconography and sivle. Sumilarly, progressmg
beyond the boundaries of the huge peninsula, Indian art sccepled,
absorbed, and modified foreign suggestions. Between the edifying cul-
tural and narrutive cult imuges and the religlous speculation there was
for centuries a constant interchange, so that the works of ar suggested
new ¢lues to the excgetes of Buddhist and Hindu thoughi, and the new
clues and reflections i turn gave rise (o new artistic compositions anid
more complex iconogruphy. In this respect Indian arl developed 1n
embryo a ‘civilization of the image." owing to the facy that it was di-
rected to all believers regardless of class, merit. or preparation. It is
very significant that the images of the medilating Buddha and the

became a strictly figurative term.
Starting from the second century
A.D., the motif was transformed,

33, Ornamental figure of a woman
holding a branch in her handy,
Detail of the exterior decoration of
the sikhara temple known as the
temple of the Rajarani at Bhube-
nesvar. Twellth cenfury A.D

A classical motif of Indian art,
such a figure is used almost ex-
clusively for decoration, fts name,
zalabhanjika, refery fo the ancient
Lirls” game of picking flowers
Srom the sal and asoka Irees for
the weaving of garlands, bui later

famous Suprenie Buddhas evolved Irom reflections on the artists’
depictions of the historical Buddha performing mimcles and of the
quicscent Buddha, unshakabie and unshaken; like the pivor of the
universe isell

Understandably, the impact of the Muslim aesthetic currents on a world
50 conaistent and closed created a deep arisis.

The Muslim conquerors, descending from the north into the vast plains,
were not in @ position o appreciate the strange many-headed and muny-
armed images, or the dance rhythm, or evén the huge lemples crowded
wilh images. Above all, the erotic symbols and the couples bound in the
strangest carnil conjunctions offended the sensitvity of the Muslims,
who shunned human representations and animal depictions, and who
sought to express the infinite variety of divine creation only through the
arabesque and through fantastic, abstract decoration ; henpe the violent
persecutions, the massacres, and the genocides. No matter how violent
the impact. however, Indian civilization could not be extinguished. It
withurew, leaving the Rajput and the warrior tribes of the penimsula to
cantend with the invaders for better or for worse, Islam, which had
subjected and absorbed so many civilizations, could neveér have the
better of Hindu India. Only under the rule of the Mogul emperors—the
third of the great Indian empires (o rule over a large part of the pe-
tinsula—was there an attempt af coexistence and synthesis. The Mogul
emperors, with the exception of Aurangzeb, were open Lo spiriiual sug-
gestions [rom India, the Christian West, and, of course, Islam;: so
Mogul Indian society and art in particular show caontradictory aspects
and attitudes unconceivable outside India.

Islamic culiure came to India charged with the complex figurative
experience that had matured In Persia, and the taste of ihe new rulers,
even before the Mogul emperors, had developed from thit of Iran.
This is why early Muslim buildings (of the thirteenth and fourteenth
centuries) are clearly seen to be denved from Persian taste and tech-
migues {see figs. 342-344), while In Sind, in Gujaral (where Jain bankers
and merchants still controlled the local economy), and in Kathiawar,
locul craftsmen raised religious and civic, buildings for the Muslim
rilers, Wsing as raw materials the remains of the Hinduand Jain lemples
that had been razed 1o the ground by order of the iconoclisiic e W
lords. Thus, the Indo-Islamic style originated from circumstances
rather than from aesthetic ambition. Its principal characteristic is tha
the exteriors adhere to the canons of Persian Islam (see ligs. 347 and
349), despite wider use of corbeled domes and horseshoe arches, while
the: many-pillared interiors are decidedly Indian (see fig. 348). The real
fusion that gave rise to an original style came only with the Mozul rule
(sce fig. 350),




3. Parvari, Bronze statuette.
Chala, probably welfth or
thirteenth century A0, National
Museum, New Delhi

The godiess is in the left-hand
three-bend pose. The proportions
af the body, slightly different
Jrons those established in jeonom-
etry, make the representation
very lively and exiremely signif-
fcant of the branze production of
xoutherry Indfa,

5. Royal personage with mark-
edly characierized facial features.
Bronze ytafuette. Chola, fowr-
teenth century a0, Natlonal
Museum, New Belhi
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temple at Konarak,

adorning the cenrral platform of
Thirteenth century a.D.

36. Detail of the erotic scenes

the Sun
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Although still essentially Persian in taste, the Mogul style was lurgely
Indian, showed traces of Turkish influence, and echoed European art,
especially in the perspective and relief effects of miniatures (see figs.
366, 368, and 371). Miniature painting developed enormously in the
Mogul period and became one of the best and most widesproad forms
of art, even though it was executed in specialized and partly industrial-
ized workshops by many different artists, some of whom did the designs;
some Lhe coloring, and some the faces: A significant symptom of the
greatl change that took place at that time is the facd that art was no
longer. anonymous. The court tecords bear the names of such famous
minmtansts as Basawan, Daswanth, Mir Sayyid “Al. Abd al-Shamad,
Miskina. and Abu'l Hasan. A practical admimistrative necessily Im-
pelled the artists to make sure that the attributions were correéct and
that each was credited with the part he had contributed to the making
of the miniatores or album paintings. This, however, was not the only
reason for ther mterest. The Islanmie regird for personality also had
something to do with it. Some of these painters acquired great fame and
prestige, and the modern eritic will have no difficulty in realizing that
the reputation they enjoyed was far from undeserved, despite the
tendency to industrinlization, with teamwork and serial production.
Mogul miniature painting s a veritably Independent facel of Indian
painting, ¢ven though for & long time Western scholars stubharnly
continued to consider it a sort of Indo-lranic hybrid,

The European element which shows it some artists” copies after Diiver.

or after lalian artists whoeg works they had seen in prints or repro-
ductions, surprising as It may seem, is still but a negligible aspect, for
the scientific perspectives in landscape paintmgs, the modified palette,
and. the different visual approach did nou really change the ¢ssential
characieristics of Indian taste, Furthermore, the study ol Western
perspective was never carnied beyond the stage of wmere formal enrich-
ment, of a novel experience that never went very deep, for the schools of
miniature painting that Rounshed from the sixteenth 1o the eighieenth
century (see figs: 40 und 385) and in some cases down to the fivst hall of
the ninetcenth century always reverted 10 traditional rather than foreign
solutions, These were studied, understood, and finally rejected as being
unsuitable to the aims and raste of Indian punting.

Nevertheless, the Western element is important for certain reactions
that it stimulated, which arc extremely interesting from the historico-
critical viewpoint, For instance, the Rajput school of miniature paint-
ing (see fig. 393), coeval with the Mogul school, represents a picionial
tendency that is opposed to the court academicism of the Mogul pamit-
crs because it reacted (o both Islamic and Western elements, The
Rajput school, which wus divided into two main trends (see figs. 380
and 3943, those of Rujputany {Rajasthani) and Himalaya (Pahar), was
tn fact the resurgence and reaction of the village artisis against the
académic, stagnant ¢ourt produition, nol only that of the imperial
court but also that of the courts of the dignitaries and minor sovereigns

whao were vassals of the emperors. That is why in the infinite variety of
1is stylesat hod always a Treshness and vivacity which Mogul art never
again nitained after the period of the great emperors, On the other hand,
the Rajput and the southern Deccan currents, as well as the Indo-
Muslim tendencies, could avail themselves of 8 great many models,
ranging from the simple, popular forms that survived in the pictorzal
tradition of the smaller towns—almost o village art—1to those of the
greal and truly Indian pictorial tradition. Besides, they could draw
from the Islamic and Mogul innovations that had been necepted and
assimulated by a different but still (ruly Indian tasie. For this reason
some of the miniatures of the Indo-Muslim schools may seem Lo be pro-
vinciul variants of the Mogul style, but most of them are the antithesis
of works by the imperial painters in design, palette, und even subject,
This difference or, better, contrast so evident in painting is not equally
apparent in-architecture because of the lesser importance of the Rajput
and Muaratha architecture in the ambience of Indian arl. Agra (see fige
347-352), Delhi, Lahore—all the great centers of the Mogul empire
revedl the emperors’ wish to oreate religtoos and secular buddings
worthy of their power and of the splendor of their courts. Elsewhere,
instead, functional considerations prevailed, and in the south—at
Bijapur, Golconda, and Gulbarga—mussive, less refined monumenis
were built with enormous bulb-shaped or ribbed domes which may
have been the world's largest but which certmnly had none of the light-
ness and elegance attributed by general agreement to the best archi-
tectural works of the Mogul period. The whole of Muslim und Hindu
India is symbolized by the Taj Mahall in Agra (see figs, 359-365},

The most widely known of the Mogul monuments, the Tay Mahail is
the marble memorial built by the Emperor Shah Juhan in honor of his
favorite wife, who died in childbirth in 1631, This architectural gem
combines Persian, Indian, and Turkish elements and, in its general
structare as well as in ats inlay decoration, also Wesiern, especially
Vencuan, elements: Gerommo Veroneo., a Venetian architect who
worked on jt, transfuséd inspirations from the villas of the Yenelo into
the Taj Mahall's perspective effects and the relationship between its
struoctural masses and the huge anterior gardens, while m its marbie
miay he exhibited some of s ability as a goldsmith. A Frenchman, a
Turk, and sonie Indian artists collaborated with him, but probably the
real suthor of this marble dream, of this unigue wonder in Eustern and
Western art, was Shah Jahan himself, who never recovered from the
foss of his beloved and remained on the throne. unable to smile and
prematurely white, only so that he might complete the monument that
would remind the world Forever of his lost love

With the slow decadence of the empire and the increasing foreign
domination, first of the East India Company and then of Great Britain,
India lost confidence m its artistic ability. At the beginning of the
nineleenth century, the Mogul, Indo-Muslinyg, and Hindy traditions
were only half alive, The prestige of the Western figurative techniques
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37, Deratl of the south side of the
platform supporting the large
ruined sikhara, or spire, that
belonged to the Sun remple at
Konagrak. On thiy plarform stood
the central construciion, over

210 feet kigh, which imirated the
Sur's chariot and was surrounded
by twelve wheels, each abour 30
feet in diameter. The entire
consirueiion was v the form of a

procexstonal eharior. Thirteenth

The scwlprural decoration consisis
rutindy of erolic couples in ver)y
vivid anel abvious posey | for
example, fig. 36 ). For this reason
the Konarak Sus jemple hax been
ricknamed "the Black Pagoda

W

w of one of the Rorses
on the south side of the Sun remple
at Konarak, Thivieenth contury
A
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39. Manikkavachakar, Bronze
statuette, Chola, eleventh century
a.D. National Museum, New Delld
The subject was d scribe-poet of
the ninth century, whose verse was
thought to bear a divine revelarion
and belongs 1o the so-called
Sacred Sayings (Tiru Murai), In
fiis left hand he holds the book of
his verse; lis right hamd is posed
ina declamarory gesture.

40. Lady suffering the sorrows of
love, consoled by her attendants,
Minfatwre. Chamba school, end of
the eighteenth century A.p.
National Museum, New Delhl
The perspective in the foreground
has the traditional rhythm and
appearance, whereas the perspec-
tive in the landscape background
is of Western inspiration.

was overwhelming. as was England's superiority in the military field,
in science, and in lechnology. Besides, there was the need to adapt
Indian art to the strictly comervative taste of the foreign residents: At
that pomt, however, the echo of the deepimpression that Japanese block
prints had made on the progressive artistic milieus and particularly
on the best French painters reached freedom-seeking India, and the
modern phase of Indian art began. Throogh the work of Rabindranath
Tagore and all the other enfightened minds who felt more heavily than
others the burden of foreign rule, the artists attempted to revert Lo the
glorious traditions of the past. First they drew from the Mogu! pictorial
tradition a4 being the closest in time and, in a2 sense, the one thal was
still alive. They also felt thar the perspective, color, and design of the
Mogul miniatures could supplement the teaching that the Japanese
block prints had given Westerners and help ihem free themselves com-
pletely from the clussicistic and scademic approach:

A mere revival of an old-fashioned tradition, however, was impossible
The attempt was bold but also ineflectual, because it took no account
of the widespread spiritual ferment that was brewing in the West, Hence
it failed, and so also did the second attempt, which consisted in reviving
the forms created by the anonymous painters of Ajanty and of the
murals adorning the walls of the medieval temples that were then
thought to be the sole examples of the truly Indian tradition. Lacking
the religious impulse and the symbolic vatues of the old, misinterpreted
forms, this effort amounted 1o & momentary experiment, which was
soon abandoned to seck an artistic expression that would suit the social
and political developments of this enormous country driving toward
inevitahle freedom. From the West, new approaches and tendencies
kept reaching India. Siill seeking independent expression, especially
through the work of great srtists such as Jamini Roy, present-day India
is fully participating in the contemporary trends, facing problems and
evaluations for which its millenniums-old experience mey seem 1o be
worthless, save for its historicocritical value.

It 18 possible that, once it has been able Lo establish clearly the new
requirements of the perpetually evolving peoples that form the two
large nations of the Indian Union and Pakistan, Indian genius will once
more offer mankind new forms and new stylistic and iconographic
values, as it did for thousands of years in every field of figural art. In
order that this may happen, however, fresh, lively sources of inspi-
ration must take the place of fading religious values, especially among
the better educated. Or another possibility is for Indian religiousness to
fake up new, vital, and world-scceplable aspects that can be translated
into art. And this is perhaps the more likely alternative.
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4. Tara, Gilded statuette st Ith
Tir fr‘-r-l'f LIA T .fq!.f“!l \['f]f.'lr.l FECIOUWY JIONEs
Nepalese, eightecinth cenfury an
Prince of Wales Meuveum of
Western India, Bombuy

The cromned, befeweled goddess
i the act of dincing. Whether
witife or green in mn;:u'g- vion, Tara
is probably the first Buckdhist
goddess that is not finked with
other religtons. Although It is

filiks sible that fwe kixtorical per-
IR ES, the fwo wives (ome
Chinese and one Indian ) of a
Tibetan king, Srong-tsan Gamyp
(A0, A20-E50 ) cemiiributed 1o her
defirririve form, the cult af Tara iy
cerfoinly much alder. She s the
wanrian' s " flavier” thar helps ane
throwpk fife (o the Absolute,
dispeliing physica] and metapliys-
|'J'u.|l_,f|:’:”.1| J.’HJ'-" _.l'.'q_'rf.l‘i.':']'.'.lr:" e iy

safixfy olf ope’s desires,



2. Early Indian Civilization

by Mario Bussagh

Evidence of the first phases of human existence is to be found through-
out the Indian subcontinent, now politically divided into two large
states: the Indian Union and the Republic of Pakistan. The early pres-
ence of man in this geographic area, which was then different in shape,
cxtension, configuration, and climate, is demonsirated by roughly made
stone handicrafts of # type which seems characteristic of the so-called
Soan (or Sohap) culture of the Asian world, & ¢culture which lasted for
several hundred thousand years. The manufacturers of thess<objects,
tools fashioned of pebbles smoothed down by the rolling waters of
rivers, were probably anthropoid beings similar to the Javanese
Pithecanthropus or perhaps (o the Peking Sinanthropus. It is certain that
the northern Indian regions, which even then were no longer submerged,
bear traces of four glaciations synchronous with the European and
American glaciations, whereas in the southern regions rainy seasons
must have alternated with periods of extreme drought, causing the
modern geographic physiognomy of those paris. This climatic differ-
ence accounis for the fact that, while the northern cultures (for
example, those of Kashmir) have the charagcteristic alpine-glacial aspect
that is well known i Europe, in the Madrus arey there developed a
well-defined and fairly evolved autonomous culture undoubtedly re-
lated to the so-called Oldowan culture, typical of East Africa (L. S B.
Leakey, in Namre, CCIL, 1964, pp. 7 IT.; Leakey et al,, ibid., pp. 5-7).
In the course of lime, there also developed in India a remurkable
varigty of prehistoric cultures probably associated with different hu-
manoid or human types, and the manufacturing processes for the prod-
ucts in stone became better and more refined. In some cases remark-
ably large human groups covering fairly extensive geographic areas
remained fixed in the lithi¢ production until a very late date. For this
reason, it is better not to venture an opinion, despite the existence of
arms and tools similar to those of the European Chellean and Acheulean
cultlires and the possibility of identifving phases of the Levalloisian
tradition in the upper Goduvari, al Tirapalli, in the Singrauli Basin,
along the Narbada, and in other southern parts where the aliernate
recurrence of run and drought is very pronounced. To draw definite
inferences from apparent analogies with foreign cultures when there
are no proofs—iirst of all, radiocarbon tests—1o support them is unjus-
tifinhle. On the other hand, ar historians have not so far found elements
of great interest i these very early phases of human life on the Indian
soil. The lew remaining races of prehistoric paintings are hard 1o date
and probably very lute. The cliff carvings, despite the opinion prevaling
only a few decades ago, are late, often dating from the end of the pre-
Gupta period and therefore from a fully hustoric age. Of no great figurul
value are the drawings, schematic in type (not 1o say *stylized’ in relation

to such rough works), made on rocks with hematite (ferric oxide),
somectimes heightened with other colors—light green and yellow and
bBrownish red. Their dating depends on appoarenl associations with
Mesalithic and proto-Neolithie objects and is debatable since |1 cannot
be satisfactorily proved. According to the research of various scholars,
between the Paleolithic and the Neolithic ages mankind disappeared
completely from Indian territory as a consequence of disease and pesti-
lence resulting from violent climatic chanpes. Unguestionably, there
was a substantial decrease in the already scarce demographic density,
sp that the microlithic culture (charactenzed by stone produocts of
dimmunve proportions) must have been introduced by a sertes of mi-
grations passing through Baluchistan from unknown dreas. These mi-
grations are supposed o have repopulated the Indinn territory and
intraduced the Mesalithic phese. It is a fact that the Indian microliths,
analogous 10 and perhaps contemporancous with the European ones,
bear a particular resemblance to the Syrian and African products of the
same kind, whereas they differ greatly from the so-called sand micro-
liths 1o be found from Chinese Sinkiang in Central Asia to Manchuria
and the borders of the Gobi. This suggesis the possibility that the
repapulating migrations may have come from the west

Thus we come 1o the earlicst protohistoric cultures organized inlo
villages, acquainled with agriculture and cernmics, sometimes capable
of vust trade, and living a life which was the direct and necessary prem-
15¢ o present-day civilization. These cultures, which developed in the
fourth millennium s (late by comparison with Egypt, which had al-
ready evolved a protodynustic structure, and with the oldest Mesopo-
tamian and Iranian cultures), covered an extensive region of the north-
west and streiched out into the area where the first great Indian civili-
aation, known for its two large metropolises, Mohenjo-dare and Ha-
rappa, was to bloom. In their attainments, these protohistoric cultures
ilways interacted with those of lranian denivation and the autonomous
local currenis that the former had given rise to and that consisted in
highly refined artistic works, such as elegantly shaped vases with marvel-
ous paintings on them (see figs. 42-44), which in many cases can rightly
be called Indian. Lack of cobesion and fragmentation into a multitude
of small centers made these early cultures into a sort of protohistaric
"Greece.” The scattered larger villuges developed independent cultures,
but, as was the case in Greece, they were joined in a kind of inter-
territorial unity which made their bearers conscious of their cultural
charactenzaton and collective originality fostered by trade and con-
tacts. No sense of challenge to the "barbarian’ strangers—whoever they
may have bezn—is apparent because there was no isolationssm, Inthe
west of India, different but related cultures bear witness 1o the existence
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42. Bicontcal vase, Slipped terra-
cotta. From Koi-Dii, first haif of
the thivd millennium B.c. National
Museum, Karachi

Ot the dark red backevound are
represented bull or buffalo heads
with larpe curved horns forming
an ornamenial molif, Sbe-petaled
white flowers are foined 1o the
amimal heads, which are repre-
sented frontally. This is a rather
rare figural convention at such an
early epoch.

41, Plare with rwe holes in the
horder and painted decoralion on
the inside surface, Red stipped
terra-volta with black painrings.
From Harappa, third millennium
B.c. Natlonal Museurm, New Delhi
In the middle is.a highly stylized
Jigure of a sray with absiract deco-
rative molifs providing an effect

of space.

of human groups less active and perhaps not so well organized but still
advanced enough 0 belong to the same evolutional level. The culture
of Rana Ghundai, which a number of scholars, among them D. H.
Gordoen (The Prehistorle Background of Indian Culture, Bombay, 1958),
include in the larger denomination of Loralai. descends in five sub-
sequent phases down to the first millennium B.c. At first this culture
had remarkable analogies with that of Hassuna, the greatest of the
Mesopotamian protohistoric cultures, but later it drew closer and closer
to the production of Tepe Hissar, a large Neolithic center in the Iranian
highlands south of the Caspian Sea. The most often recurrent images
on pots from Rana Ghundai are those of humped bulls whose crescent-
like horns are represented frontally although the anmul is in profile.
Series of parallel lines frame or enhance the figures. The subject is
unquestionably Indian: its highly stylized treatment is unrelated to the
Iranian production and constitutes a group bypassed in the subsequent
evolation of Indian art.

Another very old culture, that of Quetta, shows links with the lranian
production both in its geometric motifs and in the chalice-shaped
poltery. However, blotchlike—and ofien radial—decorations are prool
of a different color vision. From the Mesopotamian world it borrowed
the ‘step-pinnacle” motif

Amri, a large center in the vicinity of the Indus Valley, favored chess-
board molifs, concentric ellipses, and other geometrnic patterns without,
however, neglecting the stylized ammal figures whose bodies were
rendered i a marked pointillism or in sirokes particularly suited to the
emphasis of characteristic attributes, such as the lien's mane.

The other coeval culture, that of Nal Nundara in Baluchistan, shows a
more realistic trend in its figural production with a vast repertory of
ammal hgures and a few geometric motifs: it was probably the outcome
of an infiltration of new peoples. Some of the Nal molifs were 10 pass
uniliered into the ceramic production of the Indus civilization, both at
Harappa and at Mohenjo-daro. The most refined stylizatuons, however,



are those of the poltery pamting of the Kulli cultore that flourished in
South Baluchistan. Here, again, the humped boll [ Bos indicus) is the
predominant motif appearing in the compositions, flanked by goars,
The main figures are enormously elongated, colored in blotches, and
surrounded by stylized plant motifs sugpestive of landscapes, The clon-
gation may be an influence of the highly stylized ‘running’ dogs which
occur so frequently in the earliest pottery painting of Susa and, there-
fore, may be of Western origin. However, in the Kulli ware the animals
are presented in landscapes, obviously because they were regarded as
images derived from a complex reality rather than as abstract motifs,
Furthermore, the blatchlike coloring, which makes the paintings seem
heavy and static. shows that the foreign influence, if any, must have
been greatly reclaborated by the unknown artists of Kulli, 1L i3 not
unlikely thal the keen observation that characterizes all the early preat
art of India, and wus supported by the religious thinking, traced (ts
roots directly 1o the creations of the Kull ceramists. On the other hand.
thas culture cannot be measured by the same critéria that are used for
the other similar cultures since, for all its ignorance of writing and lack
of ability 10 ¢reate towns proper, il was unguestionably very complex,
techmcally advanced, and sensitive to spintual problems. lts bearers
must have been widely traveled people and able merchants since their
particular, unmistakable products of both stone and bane found their
way to the West, reaching such distant regions as Mesopotamia and
even Syna. In the caltores of Amri, Kulli, and Nal Mondara—the last
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4. Fragment of a red terra-cotla
vase, From Mohenjo-daro, third
miftlenriom B.C. National Musewm,
Karachi

The black decoration on the siip
consizis of siylized goatlike figures
{ibexes), framed within panels
and completed with strokes sug-
gestive of space. The body also ix
depicted in strokes showing the
different colors of the hide and
following the figural tradition of
Kully,

in its later phoses was imfluenced by both the former—a metal produc-
tion appears which dates ar least partly from the Neolithic age.

The great period of the northwestern cullures had no echo beyond the
Indus or i Kashmir, although places in western Central India, such as
Jorwe, Nasik, Rangpur Navda Toli, and others, had a typical ceramic
praduction, sometimes decorated with paintings, that very closely re-
sembles the iraman production of the third millenmium 5.c. 1n shape,
ornamentation, and style. The analogy is probably the result of a direct
Western influence, a very important element in the study of Indo-
Iraniun relations antedating the beginning of historical times

We do not know what the social organization of the large northern
villages was like, bul it musi have been very complex if it allowed the
contemporaneous development of agriculture and trade, fishing and
sailing, crafts and cult, We do nol even know whether these villages
were confederated or simply Iimked together by coexistence, alhances,
fnendships. and enmity. The faet remains that neither the bearers of the
local cultures of Baluchistan nor those of other neighbeoring protohis-
tonc ¢ullures were able to make the transition from the associated —
though not 50 well balanced as it may be thought—Ilife of the village to
the lessunitary life of the city fractioned o innumerable specializations.
Yet various elements existed to [acilitate the transformation, starting
with the common religious beliels based on the cult of the Gredat God-
dess (see fig. 1), which extended over an area of more than a hundred
thousand square miles; the extent and varnety of trade: and, finally, the
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45, Female figure. Gray terra-
voita with traces of polychromy.
Fram Mohenjo-daro, third mil-
lennium B.C. National Museum,
Karachi

The highly stylized figure, charac-
ferized by a tall headdress, a rich
series of necklaces, some around
the neck and some pendent, and a
girdle, may suggest a mother
goddess and ix probably a figurine
of the howsehold cult.

46, Male bust of caleareaus
marble. Fram Mohenjo-daro,
third millennium n.c. National
Museum, Karachi
Unquestionably a priest, ax is
demonsirated by the cloak covered
with sacred trefoils, which must
have been finished with inlays,
probably of semiprecivus stones.
The subject may even have been

a king-priest. With its elongated
face and fluent, stylized beard, its
alit eyes and thick, sensuous lps,
the work may recall the statuary
of Sumer, though it is basically an
original creation.



sameness i the level of the various culiures., Obviously, what was
lacking was the drive: for, by comparison with Egypl of the Pharaohs

and the governmental structures of Sumer and Akkad, the society of
Baluchiston appears unquestionably less united and not so inclined

toward the formation of complex organisms.

The transition was made almost naturally in g notably different am-

bience by human groups culturally linked 1o those of Baluchistan, The

city was created by a nverain civilization with characteristics markedly

different from those of any other in Asia or Europe. Probably it grew in

successive slages, Kot-Diji, the recenily discovered oldest center,

scems Lo represent an evolutionary stage midway between the cultures

of the north and the Indus Yalley civilization, The pottery of Kot-Diji
(see fig. 42) is earlier than that of the Indus civilization : it shows strong
similarities to that of Baluchistan and mav be dated about 2800-2700
n.c. The city has ¢ large citade] rising above the houses, encircled by
thick defensive walls of unbaked bricks and uncut stone. About four
hundred years afier it was founded, Kot-Diji was razed 1o the ground

in warfare. Obviously, the passage from "culture’ to civilization proper

took place by degrees. There is no need to refer to the Mesopotamian

influence 1o expliain the existence of the large metropolises, especinlly

since the plan of the Indus Valley citics is different from that of any

other conlemporaneous center. It s more likely thal environmental

difficulties and economic reasons cavsed certain social groups—traders,

warriors, ete.—1o prevail and, thanks (o their acquired wealth, to eflec

the rapid transformation.

The Indas Valley civilization had two main centers, namely, the northern

metropolis uncovered near the village of Harappa and the southern

metropolis lying halfway down the river and called by the modern

name of Mohenjo-daro (the hill of the dead); these were accompanied

by a muititude of smaller towns. by the town of Chanhu-daro, and by a

port which now lies inland because of the alterations that have takeén

place along the coast, This port, Lothal, about 220 yards long by 40
yards wide, was provided with large brick dry docks, dams, and loadimg
facitines at different levels. In area, this civilization covered all the
valley of the Indus up 1o the source and, st the ea end, extended widely
along the coasts, resching out toward the Traniun regions, Meerut and
the peninsula of Kathiawar were within its boundaries. Its economy
relied on conton production and control of the waters. Trade was
enormously developed. In direct contact with Mesopotamia and Egypt,
it imported jadeite from Central Asia, lapis lazuli from the Himalayin
regions and the area that is now culled Afghanistan, and gold from
Mysore. Its mixed population included alpine European types, Aus-
tronestan people, and perhaps Mongol minorities. The fact that Brahui,
4 Dravidian language which is also 1o be found in Irdnian terrilory, is
spoken there today may be imputed to # very old migration from the
south, responsible for the ethnic charactenstics of the Indus Yalley

people. On the other hand, the pictographic writing found on the in-
numerable seals {see figs, 49 and 50)—perhaps amulets, sacred tesserae,
orF éven mere signs of proprigtorship—is very similar to that of Easter
Island, despite the gap in time and distance, Consisting of 240 different
signg. it was deciphered in 1969770, With the assistunce of computers.
Finnish and Russian scholurs have identified the language of the Indus
writing as proto-Dravidian (1., as & souther language)

Thorough examination of the finds suggests that the Indus Valley civili-
zation—also called Harappan—musi have been the product of a ratio-
nabistic and commercial society, highly orgamized and stratified info
classes which must have corresponded to the different ethnic groups
forming il That it was & highly planned society is demonstristed by the

design of both major and minor towns; these are grid-shaped with the
main thoroughfares crossing at ripht angles and the side streets also
intersecting i the same manner and refreshment statiops for the cama-
vians in transit located at the busiest erossroads on the farthest outskirts.
The citadels with their thick walls standing on man-made flats of beaten
earth must have been Lhe seatd of the civic and religous powers. The
ibsence of religious buildings proper and the presence of large public
baths which could have served for religious tites have sugsested a
special cult of water both as a ceremonial medium and as a symbol of
the divine essence. From the technological viewpoint, the civilization
of the Indus Valley, with the exception of Kot-Diji, appears 1o have
been @ complex-and highly developed but static creation, 1o judge from
the few variations thut its history offers. At the mception, it was prob-
ably Chaleolithic but soon became Aeneolithic. Tts high technical
standard, undoubtedly superior (o thal of Mesopotamia, Is apparent
from the clever and practical system of drainage built to callect the
refuse liguids of the houses and carry them to the main sewers, The
brick houses do not display much aesthetic care but are highly funec-
lional, They consis! of (wo or three stories in which sloping brick
corbeled vaults take the pluce of arches, and the whole architectural
structure conforms to criteria of practicality. Brick is everywhere, to
sich an extent that the gradual deforestation resulling not only from
the need to feed the brick and metal furnaces but from a change in the
course of the river may have contributed 10 the end of this civilization.
Chance finds of structures from the Harappan civilization, which were



nol undesstood and were soon forgotten, enabled the British engineers
building the northern railways to strengthen the track ballast with
bricks from a remote world of whose existence they were unaware and
the importance of which they did not even suspect, though the guan-
tities that they were psing tnight have suggested o productivity in-
finitely superior to that of any other archaic civilization

To judge from the available data, the figural production of the Indus
Valley civilizition was never bént on the grundiose, por did il ever seek
speciucular effects through the size of its works, which, on the other
hand, show remarkable divessity of scsthetic guality.

Religtousness was frequent and deeply felt, as is demonstrated by the
innumerable Hgurines of the Magna Mater, the Great Goddess (see fig
1), which link the world of Harappa and Mohenjo-daro us well as that
of the smaller towns and villages to the peoples of the narth. Confir-
mation of the spread of religious feeling comes also from various seals,
such s one with the figure interpreted as a proto-Siva or, according to
recenl rosearch, possibly as @ Female divinity, and others of female
beings with appurently symbolical associations with the veretal and

ammal worlds, to say nothing of the fizures of fantastic or “‘masked’
annmals (see fig 49a) that often occur in the Eastern world to expréss a
vast pamul of symbaolic values and, above all, the indistinct and the

chaotic from which spring order and life, However, the men of the
Indus Valley cvilization chose nol to associate the gods that they
adored ‘with their group existence as the Western civilizations did,
assuming, instead, that the destruction of a town or people occuryed
with the death of the god that presided overit. Even though horribly
gloomy nightmares haunted those men and women exposed o the
perils of a luxuriant nature, the whims of the river. the hardships of
collective work, the risks of the inlerminable caravan trails and unsafe
river navigation, along the Indus the concept of the divine was iden-
tificd with the life of the universe itsell. Consequently, 1l was supinely
accepted when it turned malicious and destructive and extolled when [
granted riches, livelihood, and pleasures. This is why the art of the
Harappan civilization as it appears in-its diminutive sculptures is the
only prehistoric art that pursued realism, foreshortening, and theillusion
of natural movement. a completely diiferent matter from the whirling




movemenis of figures shown turning on their own axes and possibly
suggested by the use of the potter’s wheel. Whereas the Egyptians and
the Mesopotamians rejected these values, the arusts of the Indus Valley
pursued them with gusto, studied them tenaciously, and through them
demonstrated their acceptance of reality, life, and the world, Proof of
this attitude is a bronze statuetle of a girl dancer at rest (fig. 2), dressed
only in her jewels, which, despite marked stylization, shows perfect
knowledge of the human body in its attitude of rest. Merged Into space
50 Lhat it is effective lrom all angles, its Negroid features are no less well
rendered than are its necessary foreshortenmgs. The hgure, by the way,
was cast in an alloy of copper similar to the bronze of Sumer, whereas
for other objects arsenic alloys were used. The same vision thai created
the dancer was the guideline for & male dancer’s torso, acephalous and
lucking the arms and parts of the legs. This gray stone statue, which
perhaps represents a tricephalous, ithyphallic god, was made mobile
with articulations and pulling devices. The artist who carved it was not
only perfectly acquainted with the subject of the human body and its
anatomical structure but was also a master of foreshoriening. This

47, Fragment of a terra-cotta
bull. From Mohenjo-daro, third
millenmivm B.C. Nationa! Museum,
New Delli

The short-muzzied animal with
thick, ereased dewlap has an
arnament arownd its neck. Exe-
etted with extraordinary realism,
it is ane of the besr works af the
Indus Valley potters.

48. Small head of red terra-cotta
From Harappa, third millenniwm
B.C. National Museum, Karachi
From a figurine conected with the
cult of the mother gaddess,
Despire stylization, thick coiling
braids and & peculiur—probably
symbolie—headdress can still be
elearly detected, The eyes are
superimposed disks,

ability bespeaks a figoral richness that is ubsolutely umque at such an
early epoch and the more appreciable in so fur as it was backed by a

figural vision lnrgely based on i religious attitude unlike any other of

the time. Another torso (fg. 3), powerful desplie its minule proportions,
represents in red sandstone anaked man and shows such a deep knowl-
cdge of apatomy that many have doubted thar it 15 a product of the
Harappan civilization. Actually, it reveals such a profound desire o
adhere 1o reality without jdealizing it—though transforming it into a
universal value—that there is no reason to question the attribution, Its
adipose, sogeing abdomanal muscles testfy not only to the artist's ar-
tentive pursuit of realism but also to the subject’s identification with 4
hiimean type characteristic of the earliest peoples of India. Proto-
Indian sculpture, therefore, achigved the illusionsry technigue of
foreshortening and the figural knowledize of human anatomy long be-
fore Greece did. It Is also possible. however. that both the proto-Indian
and the Gireek achigvements were altained along the same lines

Yet, despite inventiveness and the richness of its (lusionary devices,
the art of the Indus Valley received the influence of Sumer. Evidence of
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50. Four stearite seals from
Mohenjo-daro. Third miltennium
n Narional Museum, Karachi
The largest seal (a) represents a
goddess among the leaves of an
asvattha iree. The hairdress i
suggestive of a lunar divinity. In
the foregravnd d similar figure in
adararion seems fo be drageing a
bull-like being with a half~Iniman
head and zigrag horns 1o be sacri-
Sficed, Seven attendants in charac-
teristic costumes follow. A “uni-
corn’ with a saddlecloth (b), a
man on g bench in a yoga posiure
fel, and a creature with three
heads (d)—a bull's, & ‘uricorn’s,’
and a ‘goat’s,’ respecrively—are
represented on the orther three
sealy,

49, Seal with a “unicorn’ and ritieal
obfects (a). Another with a
humped bull and pictographic
writing (B). Fraom Mohenjo-dara,
third millemivm v.c, National
Museum, Karachi

The seal representing the big
humped bull with crescent horns
and thick, heavy dewlap (b) is
ane of the mosi siriking artistic
creations of the Indus Valley
civilization, The other, bearing an
fmaginary animal with a single
horn (a), i probably a symbolic
figure associated with particular
rites. Nole the suggestion of a
saddlecloth. The twe objects
under the animal's muzzle are also
related 10 some wnknown rite,
perhaps conmécted with purifica-
tion and water. Maybe they
provided the exact meaning of
the symbolic composition.




this 18 a bust of a man with markedly Somerian facial characteristics
and a hairdress that resembles the helmet of Meskalamdug, wearnng o
cloak decorated with inlaid trefoils (fig. 46). This figure and other such
works show that there was an acceptance of foreign traditions and an
interest in strange types. Obviously, a long habit of commumication and
trade made the people of the Indus very flexible in their tastes and able
to appreciate foreign figural irends, On the other band, since al leas)
cight scals of the Harappan civilization huve been found in connection
with sure or probable Sargonid archaeological strota, exchange with
Mesopotama must have been twofold. In fact, a close look tells us tha
the best works of the Lndus people were the steatite seals (see figs. 49, 50,
and 57). The figures depicted on them of humped bulls, treated with
thorough knowledge of anatomy and of the effects that can be obtained
from bas-reliel, those of the vrus ox (the so-cialled unicorns), and other
realistic amimals, whether *masked” or not, dre at the root of that animal
artin which India has excelled at all times, And it is important to note
that the symbols before the humped bull (fig. 49b) and the *masked’
animal (fig. 49a), with its fake trunk of woven ropes and a tiger's skin on
its back, have precedents in the pottery paintings of Kulli Whether Lhe
symbols represent # sacred manger or implements associated with the
purification and aspersion rites of the sixteen different qualities of witter
(s an much later Indian rituals for roval consecrations), the Haruppan
civilization and the cultures ol Baluchistan werecertminly linkied in religious
thought, In historieal times India derived some of ils muin religious motifs
Troom thie Inddus civilization —he cults of Siva and Kali, of the tree diving
ties, of certain sacred (rees {(the mpal, the Frous refigiosa, and the neem
or fum. that s, d@cacia), of some ammals (the cobwri. the bull, ete), and
even of sexuul symhols dlluding to human and animul fecundity, the

fertility of the earth, and the flow of life ZTaTRAL
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5], Minigture draw carf with a
female figure. From Molenjo-
daro, third millenmivm B.C.
Nanonal Museum, Karachi
FProbably a terra-colta votive
object or else—though this pos-
sibiliry is less likely—a toy. £t
congisis of the body of a cart, on
the front edge of which g nude
female figure is squatting, and of
twer sebus and the two wheels of
the cart, each about 13y inches
i diamelter.

52. Figurine of red terra-colia,
Fram Muohenjo-daro, third or
secand millenmium n.C. National
Museum, Karachi

The figure represents a humon
betng with pronounced bosom amd
male sexual oreans clearly visible,
despite breakage. I ix probably
an androgynows being, a figure
comnected with the orgiastic rites
tvpical of the Indus covilizarion,
according to the Mahabharata
and the Vedas,
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53. Female figure with both round-
the-neck and searflike, pendent
neckiaces: From Harappa_ third
milfennivum 8.C. National Museum,
Karach|




As 10 the mmor arts; arusan indusinal production was certaimnly un-
commonly advanced; ol lesser impartance wasceramics—in black and
red or in blue and white—with designs of four-petaled flowers and inter-
secting circles typical of the products of Tell Halaf. Despite the prefer-
ence for geometric ornamental motifs (sce figs. 43 and 44). the shapes
of the vases occasivnally reveal a similarity to the wares of Baluchisian,
though on the whole they are original, Prevalence of a rough, mono-
chrome ware confirms the decline of cetamics. In the field of goldwork
tfig- 58), of which there are very few examples, the aruists of the Indus
paralleled all the other specialists of the epoch. Gold and silver were
widely worked; bath the lapping technique and the Clussical lost-wax
fefre-perdue) process were known, and semiprecious stones, with a
preference for agate, were extensively used (see figs. 58 and 59),

Theend of the Hurappan civilization was brought about by & senies of
envitonmental alterations. Gradual but substantial Jeforestation caused

54, Fine small female head of
terra-cotia. From Mohenjo-daro,
third miffennium B.C. National
Muzseum, Karachi

The head, adorned with a three-
siring neckiace, wore a now frag-
mental headdross, witfiin whicli iy a
somcdl ferlloow, preabaldy a perfeume-
tuirner

a profound transformation In the fGow of waters. which already con-
stituted a menace to the organized life of the industrious Harappan
people. A sisntigraphic study of Mohenjo-daro shows that the city was
seven times destroyed by floods caused by the steady rising of the river's
bed. the changing profile of the banks, as well as the excessive humun
activity which, by impoverishing the woods, caused the waters to flow
faster loward the valley. The society of the Indus must huvebeen unique
if it tnanaged to survive in such a threatencd ares. Endowed with extri-
ordmary faculties for recovery, iv must have resorted to them wnder the
firm and infexible guidance of ty rulers. Then came a slackerung of
energy and discipline. With irrigation canals and artificial embankments
no longer adequately maintained, desert and marshy lands started
gnuwing at the tilled ground. Homan dangers in the form of hoskile
peoples were nonexistent. nor were there precise frontiers. for the
people of the Harappan civilizaton were practically isolated and safe
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and even the metropolises, though partly protected by citadels, had
no petipheral walls, despite the fact that they were the focal points of
exisience, economy, and civilization. How long was this period of
decadence? For how Jong did the peaple of Mohenjo-daro, Harappa,
Chanhu-daro, and Lothal carry an their tremendous batile against the
environment? If the long chronology is adopted, the Indus civilization
lasted little over @ thousand years; remaining almost unaltered and
bound *'to the immutable traditionalism of the temple rather than to the
wordy volubllity of the court” (S. Piggott, Prehistoric India, Hurmonds-
worth, Middlesex, 1950)

This lack of evolution over such a long period of time is puzzling and,
indeed, improbable: 1t contrasts with the explosive energy needed to
create metropolises such as Mohenjo-daro and Harappa, port facilities
siich us those of Lothal, and the énormously extensive network of canals
and dams which ensured the immigation and safety of the vast cultivated
areas. Above all, mental stagnution is contradictory to the willpower
and energy that it must have taken to build the large metropolises which
the river destroved. 1t is therefore possible (hat the successive strala
cover a much shorter period of time than g millenniom and that immo-
ity 15 only a deceitful appearance, especially since the backing up of
the Arabian Sea mav have occurred over a few decades, for there s no

evidence that towns were moved away or special measures taken (o
forestall the consequences, though they were no doubt extremely
serious 1o the numerous human settlements on and by the sea. On the
other hand, it appears certain that man dealt the final blow at least 1o
Mohenjo-daro where hurnedly buili fortifications and treces of fire and
massacre are ummistakably evident. The destroyers of this civilization
were unable to inherit or continue i, and a few surviving groups
refnained only on the Kathiawar Peninsula, Despite many gaps and
uncertainties, the only likely supposition is that the people who
brought to an end the already decadent Harappan civilization were the
Aryans. The strugeles that the Rigveda relates extol the Aryvan victories
aver the dark-skinned Dasyus and the destruction of the pur, the for-
tified cities that Indra, the war god of the Arvans, crushed by the
hundreds with his deadly club, These, apparently, were the struggles
that the Aryans undertook against the remaining forces of the Harappan
civilization, even though the physical poartrait of the stubborn defenders
of Indian soil is dissimilar from that of the proto-Mediterranean type
which became predominant over the bearers of the languishing proto-
Indian avilization. On the other hand, though the Rigveda deals very
spitefully with the Dasyus (the name has the root das, to devasiate), it
admits that they were very rich in gold reserves and cattle, and were

33. Female figure of Mlackish
lerrit-coita. From \.I.-r.fr;-q.m-:j’a.m.l,
third millesmivm 5.c. National
Vusewm, Karachi

Thix figure has a somewhat stmilar
headdress to thar of figure 48,



36, Acephalous, squasting wontan,
Alabaster. From Mohenjo-daro,
third millennium e, National
Musewm, Karachi

This fragmentary figure belongs in
a category that does ner come up
ter the biest creations of Tndus
Valley art bug is superior to the
{erra-cotia production. Alabaster,
which was little used, tndicates
that the work was regarded as
valiable by the culture that
prowiced it.

umitarily orgamzed mto resl confederations ol wurrior peoples with
citadels and lortified villages and towns which they defended stead-
fastly and with courage from the attacks of the enemy, It is very likely
that the Aryan invasion came from two directions, with one south-
bound branch stopping on the verge of the Saurashira (Katlhuawar)
Peningilly, while the other branch traveled porth 1o, and perhaps
beyond, Harappa. The presence of these two Arvan infiltrations was
the seed of discard that caused the new lords of India, now divided inta
Panduids and Kuruds (the lunar and the solar stocks), to fight each
other in that violent elash which iz 30 humanely described in the distichs
of the Mahabharata. Stll, in-a few cases the invaders and the auloch-
thonous people coexisted. The so-called cemetery’ H at Harappa, un-
covered in 1946, may be such an mstance. N must not be forgotten,
however, that the culture of the so<called Arvans iz everywhere ex-
tremely unclear, even though it is possible that the Jhukar culture was
Indo-European (st least this is the opinion of R. von Heine Geldern, in
Man, LV, 1956, pp. 13640, and W, A. Fairservis, Jr.. in Man, LV,
1958). and that the so-called painted gray ware also was Indo-European,
g possibility which could onée more bring Into question the (dentity of
those who destroyed the Large cities of the Harappan civilization in the
northeastern areas, ns will be mentioned later.

57. Large sieatite seal for negative
Stamping, with the typical Indusy
Valley ‘unicorn.” The exact place
af origin 15 unknown, Third or
second milfennivm v.C. National
Mugewn:, Karachi

Nate the hollows for inlays, pos-
sibly of semiprecious stones,
Perhapy, rather than o scal, the
dizk was an ornament or badee,

35



58, Jewels from Harappa. Third
miffennium w.c. National Museum;,
New Delhi

The necklace of gold, semiprecious
stanes, and vitreous paste; the gold
braceler; the double-colf ornament;
and thie seffing of the red, cone-
shaped stone with the central hinge
are characteristic, Ax iz evident,
;ru’f.’r_r-makfng Was very ad-
vaneed,

The Indus Yalley civilization 15 not the only Indian cultural manifes-
tation of the protohistoric phase. Mundigak: an Afghan center of great
archaeological interest, in contrast with the Neolithic cultures of the
Zhob, shows it particular local adaptition of the architectural structures
characteristic of the Harappan civilization—especially the silos—indic-
ptive of a hard o define but very Interesting dependence that testifies to
the unexpected persistence of cerinin technical and formal aspects of
the Indus Yalley civitization outside the confines of its expansion,

I the upper valley of the Ganges also there developed, with alternatives
of greater or lesser vitality, a consistent culture with unmistakably
Indign traws: Whether i was an Indo-Epropean cilture or not, its
beginnings were certainly much earller than those of (he Hurappan
civilization, by which it was influenced in the techniques of metalwork
and m the typical paimed gray ware. From the artistic standpoimt, the
arnnmental motifs of Lhis ceramic ware reveal a remarkable fgural
sensitivity, appurent. also in the shapes of the vases. Some scemingly
atithropaid images of unascertained use (perhaps ornaments) made out
of copperplate also bear witness to an extraordinary skill in the styli-
zation of the fAgures: Various almost identical examples come from
Bisaull, Fitchgurh, und Sheorajpur. It is not impossible that the first
sugeestion for these stylized hgures came from Irmn. In fact, considering
that 1o a small extent the Ganges culture thruost out into the area of
expansion of the Haruppan civilization, 11 1 probable that 115 bearers
may have more or less direclly contributed to the end of the Indus
Villey civilization even though they were not Aryans, a possibility that
| hinted ar above.

Al this point, after mentioning the presence in southern India especially
of Megalithic cultures not unlike the Western ones and those of the rest
of Asia and after adding that, sgain in the south of the lurge peninsula,
there is evidence of lingering cultural traits or, better, stubborn persis-
tence of the carliest technical and organizational stages, we may consider
our short survey ol protvhisioric India completed.

59. Series of pierced pleces for
Jewelry of fade, semiprecions
sranes, terra-coltta, thin ename!
{with trefoil motif ), and bronze.
From Mohenjo-daro, thivd millen-
riwmt B.C, Natfonal Museum,

New Delhi

Different technigues put together
for comparison,
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3. India of the Mauryas

by Marno Bussagl

Because they were seminomadic peoples in a frenetic phase of expansion
and movement, the invading Aryans did not build any lasting structures.
Accustomed to using timber, they maintained this preference in their
new territories also and ignored the technical and organizationsl ex-
perience of pre-Aryan India; For this reason and because of an mborn
tendency, the arustic activity of the Indo-Europeans on Indian soil is
almost exclosively limited Lo poetic literature. Firmly séttled in the region
of the five rivers (Panjab), the Aryans continued their expansion,
originating the so-called Vedic civilization named after a well-known
collection of literary works, the Vedas (meaning knowledge) The
Vedas consist of three long religious and Hiurgic poems with the addi-
tion of a fourth that is esoteric in character and amounts 1o a collection
of magic formulas. Apart from literature, hardly anything is léft of the
Vedic civilization, although it stamped the Indian world with & com-
pletely different religious character. Tt is quite likely that during this
phase the concept of tirtha (meaning sacred site, that is, characteristic
rocks, isolated blocks of stone, and any natural or artificial expanse of
water) mfluenced the growth—however limited—of an activity whose
purpose was the better definition of the area and its sacred character-
istics, Thus was created the original seed from which later developed
the significantly poetic quality of Indian figural art. To make them
stand out better, sacred trees were circumsenbed and seolated, rocks
were cut to a more regular shape and sometunes squared off, and waters
were hedged In or consecrated in parts, However, though these phenom-
ena may be deduced from the literary stratifications of the Vedas, there
is no figural evidence to support them. Bloch’s old theary maintained,
probably with good reason, that some of the Bihar tumuli belonged to
the Vedic period and were tombs, smasana, bwlt for famous people
according to the Vedic ritual. In this case, a figure of a woman embossed
in gold plate could represent the goddess (Prithivi) to whose custody the
human spoils were entrusted. The date. however, 15 uncertain, and
Bloch’s suggestion of the eighth century B.C. seems too early, Conse-
quently, though an evolutional continuity is apparent from the designs
on the shards—especially on those of hard red ware—and an insistence
on the shape of the pottery is also evident, to find 3 monument that cun
be dated with some measure of assurance we must reach down o the
middle of the first millennium n.c. The rough, eyclopic walls around
Rajagriha (today's Rajgir), the large city of King Bimbisara of Maga-
dha, famous in the history of Buddhism, are in all likelihood from that
period.

The use of stone is exceptional, probably due to the existence of this
material close at hand. In any case, it was limiled solely to defensive
structures, so that the contradiction of the Vedas and other related
texts in which theré is mention of large cities, sculptural and pictoril
works, and plenty of figural activity seems the more siriking. The only

possible explanation is that the relevant passages of the Vedas were
much later or even subsequent Interpolations, unless archasologists

have always been so luckless as never to have struck the right spots.

Apart from the continuing presence of fictile figurines representing the
Great Godidess {see fig. 4), the artistic actuvity of India begins with the
Mauryas, the dynasty that created the first national Indian empire on
the models furpished by botl the Persian empire of the Achaemenids,
which at the time of its greatest expansion bordered on the Indus, and
of Alexander the Great, who led his troops into India specifically to
restore the Persian imperial rule. which now also included the Graeco-
Macedonian worlid, Alexander’s undertaking. diciated by a wish to
avenge Greece, achieved the unification of the then civilized world by
bringing bath the Gracco-Mediterranean areas and the Persian terri-
tories under his domination. Alexander even dreamed of extending the
confines of his empire farther when he realized thal scross the Indus
there lived other peoples and empires whose level of civilization was
appreciable. As soon as Alexander started back on his westbound way,
India reacted with an anti-Greek revolt which led to the foundation of
the empire of the Mauryas. As 4 consequence of this transformation, 4
great many Persian suggestions both in governmental organization and
in the figural arts were accepted, almost as if the Persian culture,
strengthened by the contributions of Greece, was spreading belatedly,
In Fact, whereas the scarce traces of the Achaemenid rule in north-
western India have an archasological and epigraphivc churacter father
than an artistic interest, the official and formal aspect of the Mauryan
art is clearly derived from that of Persia. The ruins of the large Mauryan
palace at Pataliputra leave no doubt of their derivation from the similar
buildings of Persepolis, which were begun under Darius and completed
under the rale of Artaxerxes . A hall thick with columns resembling the
‘hundred-column hall' which served the Achaemenid rulers as a magic
center as well as an audience chamber 15 obvious proof of this analogy.
On the other hang, Megasthenes, the Oraeco-Seleucid ambassador to
the court of the Mauryan sovereigns, says in his description of this
paliace that the fortifications were of very hard wood, a fact that ex-
cavations have confirmed. So. apparently, the evolutional line of the
Mauryan architecture must have followed both forcign suggestions and
the traditional Inde-European trend with its characteristic preference
for timber, which, however, can be found also in Persii, where the use
of stone was limited 1o works of a sacred nature, whereas the royal
quarters both at Susa and a1 Persepolis were bult of timber. Anyway,
apart from a lew minor works, the art of the Mauryan period centers
on aseries of solued pillars crowned with bell-shaped capitals, often
topped by animal protomas. These pillars. known as lats or stambhas,
symbolically represented the world’s axis or, better, indicated the
mugico-religious pature of the places where they were erecled, The
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correspondence between the capitals of these pillars and those of
Persepalis is precise and complete éxcapt for a slight flare at the base of
the Maurvan type. They were umguestionably developed from wooden
models which contributed not only to the achievement ol the final form
but 1o the maturing of the Endian reavtion to the foreign influgnce
discernible in the more demanding stone exumples. Thal there was a
process. of assimilation is apparent from the fact that the Mauryun
architecture used the pillar and capital as an isolated structure, a thing
apart from the general contexi, and 4 gymbolic and omamenlil ele-
ment. The polish on the stone, obtained by rubbing, must be of Greek
inspiration. The ornamentation 1s composite, for while the lion proto-
mus lopping the pillar at Sarnath—which has now become 1he symbol
of the Indian Union—are treated in the Persian mannet, the humped
bull an the pillar from Rampuryi, the elephant on that of Sankisa. and
the horse of Rumminder are all in the Indian manner with that typical
enthusiasm and love which the lodian arusis were always 1o show for
animal images: Other animal figures, magnificent for thesr vitdlity and
forcefulness, adorn the abaci of some of these capitals, which arc
otherwise decomted with the Assyrian palmetie. The sculpiurnl effec-
tiveness of every detail, 1o be found also m the minor figures of the
period, Is proaf thet Maurvan India could count on exceptionally sKilled
artisuns strongly reactive to any foreign influence which they were
cupable of pssimiluting and modifying to their faste and mentality,

The capital of the Persepolitan type. in more or less pure form, was
useed m India until the Gupta period; this shows how deeply it was
assimiluted, In Ffact, the cushion capital (amalaka) characleristic of
southermn India is almost certainly a gradual sdaptation and alieration

a1, Derail of the pillar in figure 60,
An edicr of Asoka is inscribed

on the stem of the pillar, with,

at the base, the later rendering

in the Devanagari alphabet,

601, The Topra Asoka pillar

of the Persepolitan capital, Once India had assimilaled and mastered
these foreign influgnies, conferring on them & new value and a partic-
ular balance in keeping with its own figural taste; it continued to
modify and elaborate on them [or centuries, reaching unexpected so-
lutions' thiat were often in contrast with the original creations

It is almost eertain that the stambhas known as the ‘pillars of Asoka'
{see higs. 60-62) were erected by this sovereign as magic signs connecied
with lus politcal thought, which, though inspired by Buddhism,
differed from it in being more practical. It has been speculated thai
these stambhas may have been built by his predecessors and that Asoks
may have used them for the promulgation of his cdicts. The poor
guality of the writing. mn jarring contrast with the accurate finish of the
pillars and capitals, supports this supposition (see fig. 61). However,
the fact that many of the capitals are topped by and adorned with the
Wheel of the Law, the stamp of the Boddhist-inspired political and
social order desired by Asoka, makes an earlier origin for these pillars
unlikely. Consequently, these splendid ereations that mark the beginning
of the greal period of Indian art can be dated about the middle of the
third century B.c

In any case, Asoka must not be eredited only with the erection of these
pillars, which, in technical terms, are dharmuchakrastambhas proper
{pillars of the Wheel of the Law, in which the law is the political and
social order instituted by Asoka, who made g distmction between his
own law und the Buddhist Law which he called saddharma, meaning
the Giood Law) In his mfinite tolerance, he also sponsored, or at least
permitted, the creation of non-Buddhist temples, such as those on the
Barabar hills, which bsic inscriptions corresponding (o the second year



&2, The Mirath Asoka pillar and
later buildings

of his rule, and the cave temple of Korna Kauphar, which bears the
dute of the nineteenth year of his reign. The so-called temple of Sudama
dedicated to Vishnu at Barabar hus a rectangular plan, a false barrel
vault, and a single, low side entrance in the shape of an elongated
trapezoid, The apse of the temple consists Of & semicireulur cell depicting
the protoms of a hut, inserted inte and projecting oul of the temple.
It is not impossible that earlier funerary stroctures may have influenced
these works which mark the beginning of a long series of rock-hewn
temples and structures based on 4 kind of reversed architecture. The
walls of these constructions are often polished by a technique which
closely resembles that used for the pillars and capitals. The cave. of
Lomas Rishi seems 1o have had. at the entrance a kudu, thar is, & false
arch in the shape of a horseshoe, which was 1o become 4 very frequent
feature of Indian arl even during the medieval perind. Apart from the
decoration of the architrave, which may be liter, the whole structure of
Lomas Ristu, with its charactenistic oval cell, is unquestionably very
ancient

There is alse minor statuary of the Maurvan period, 1t consists mainly
of stone Rgures, heavy in (heir portrail-type compositions. but very
interesting for a number of reasons, among them that, despite the un-
Indian heaviness and dull symmetry tn the Maces, they have a vigor and
i sort of monumentility that are in blatant contrast with their imall
size (see figs. S and 63), A great many terracottas from Patulipitra,
Golakpur in Bilar, and other places are generally dated 1o the Mauryan
period, even though for some of these works a later date s more likely.
In fact, they show Little of that power ol expression that the stone works
assuredly datuble 1o the time are rich in. Furthermore, the siylization of

the stone faces, which is sometimes extremely pronounced and skill-
fully réndered in its simplicity, is virteally unigue in the whole of Indian
art, and the different mediom s not reason enough 1o account for the
stylistic difference in the terra-cottas,

Now that we have examined the artlstic activity thut accompanied the
bleoming of the first national Indian empire, to conclude this survey it
seems gppropriate 10 ask ourselves a recipritulatory question: To what
extent does the art of the Mauryan period belong i the general evo-
lution of Indian fgural art? The answer is nol un easy one, even though
the Mauryan phase is considered by most scholirs 1o be an initial stage
from which originated a remarkable series of stylistic, architectural, and
figural elemenis that were later 10 recur throughow Buddhist and Hindu
Indian art, Obvious conlirmations for this theory are not lacking and,
if reseanch Lukes into account the so-called directional symbolism auso-
ciated with the animal figures on the abaci of the capltals, we can
observe, as Benjamin Rowlnnd does (in his hook The Arr and drchirec-
ture of Tndia, Buddhist, Windu, Jain, Baltimore, 1959, pp. 40—44), that
related or analogous symbalism can be found in Indian ar and even
in the art of Farther Indin (Magna India as it might be called alter
the Greek precedent, namely, Southeast Asia) witil a very late date.
However, it musl nol be overlooked thit, whereas the religious, sym-
bolic, and magic thought of India had already acquired an advanced
and precise aspect, having overcome crises and contrasts, dissentions
over the formmulation of doctnines, and contradiciory interpretations of
the commentaries; the same wis nol true of the figural arts. Emerging
from whial seems so Tar (o be i blank (hat prevents us lrom establishing
what its precedents were, Mauryan art appears 1o have been an inler-
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pretation of the lmminrsAchaemend experience enriched by the Greek
contributions;: this interpretation: may volve simply the technique {if
the polishing of the pillars und caves was really dictated by the foreign
influence), instead of & style springing from the pursuit of clarity and
brightness recurrent in the Indian fgurnl evolution, Mauryan art is an
art that bears a lot of seeds which were to bloom in later cpochs—on
completely different levels, however. The expression of an extremely
centralized political and religious power, it often sought effects which
wete later 1o be elther neglected or exageerated beyond recognition

Though decidedly Indian in spirit, the art of the Mauryas is, above all,
the first attempt to create in durable forms sculptural, architectural, and
symbolic values suited 1o the Indian thought and taste. 1t made use of

strange experiences that became valuable only in So far a8 they were
promptly reclaborated and permitted the Mauryan artists 10 find new
formulas cbviously dictated by the social milieu in which they were
active. Just us the empire of the Mauryas, the first national empire of
India and the first successful attempt at the political unification of
Indian territory, was destined to have no direcl consequence, so ilso
the art of this empire remained an isolated expression in the complex
evolution of the figural art of India. As has already been said, this does
not imply that the experience of the Mauryan artists did not offer their
successors strong foundations and fruitful ideus that were 1o be ex-
tremely important in the centuries (o come:

63. Head of @ man, Stone
sculpiure. Mauryan period, end
of the reign of Asoka or later,
National Museum, New Delhi

The head is sirongly characterized
and siylized.



4. The Archaic Schools (Bharhut, Sanchi, etc.)

by Calembus Sivaramamurti

When Pushyamitra, the ambitious commander-in-chief of the Mauryas,
slew the weak and indolent Brihadratha, the last Maurvan ruler, the
reign of the Sungas began, Simuliancously with the weakening of the
Mauryas, the large empire extending over the Indian subcontinent was
broken up. The contemporaries who ruled in the Deccan were the early
Satavahanas, and in the east the powerful Cheta dynasty asserted itsell,
Of this last, Kharavela, the mighty emperor, is known fram his own
inscription 1o hiave brought back to his realm, a5 an art trophy, # famous
sculpture of & Tirthankara, earlier carried away by the Mauryas from
Kalinga. (On the Hathi Gumpha mscription of Kharavela, see K. P.
Jayaswal and R. D. Banérji, eds., in Epigraphica fmdica, XX, part vi,
1932, pp. 7189, especiully p. 88.)

Like Caesar and Napoleon, later great warrior connoisseurs, here we
have a king who gave equal attention to the arts of warand to the ars
ol peace. He arranged music, dance, and drama lor the entertainment
of his people. He created and appreciated works of art. To him we owe
the famous caves Rami Gumpha, Ananta Gumpha, Manchapuri
Gumpha, Ganesa Gumpha. and others mu Udayagm and Khandagiri
in the vicinity of Bhubanesvir in Orissa

The continuity with Mauryan tradition may be ohserved in an arch over
the doorway of the facade of & cave in Udayagiri recalling the identicil
one in the Lomas Rishi cave, The delightful animal study at Udayagiri
atfirms the natural skill of the early Tndian sculptor in depicting animal
lorm and movement [{see uwlko p. 76), 8 capacity that has sorvived
through the ages, The Jotus, the ssan, theelephant, and the deér—notto
mention feminme charm—are among the favorite themes of the Indian
seulptor, who has excelled in their representation,

The rock-cut caves follow the siyle of wooden buildings with & series of
cells and pillared verandas; the entrances to the cells have lintels deco-
rated with a pattern of toranas, The pillar brackets are ornamented with
floral designs. human nders on griffins, and loving couples (dampati).
The double-storied galleries are carly instances of the mullistoried
mansions mentioned in the literature of the period,

As Kharavelu, a contemportary of Pushyumitra Sunga, was a devoled
Jain, the subject matter of the carvings wn the caves is lrom Jain myth-
ology. The long series of friezes in these caves in many cases still
awalt identification. Among the well-known ones is the representution
of the story of Udayana and Vasavadatia, popular slike in Brahmanical,
Jain, and Buddhist legend. The proficiency of the chorming prince m
playing the lyre, how he taught the charming princess of Lijjain to play
the instrument, and how he eloped with her and reached his capital,
Kausambi, jsa popular theme in carly art (se¢ also p. 67 ). The depic-
ton at Lidayvagiri ts among the most interesiing

i the rivck-cut caves the early forms of Surya, Sel Lakshmi, and Chaitya-
vrikalia may be seen on the dovrway lintels: the full complement of the

early Indian orchestra is also depicted. The hunting scences in the Rani
Gumpha cave (see fig. 64) are portrayed with a rare exuberance and
enthusinsm.

Only fragments of the rail and a single gateway (loranys) from the stupa
at Bharhut have survived (see figs. 7 and 66-69). Aninscription on one of
the pillars of the gateway at Bharhut mentions isconstruction during the
reign of the Sungas in the second century o.c. The stupa must orce
have been a treasure house of Jatakas and Avadanas recounting the
Buddha's life in his previous hirths, when he qualified himselfl by his
good deeds to become the Supremely Enlightened One: a senies of inci-
dents from his life as Siddharths aiso appeared on the rail around the
stupa, one of the most important in early India. Yet even these frag-
ments provide the most eloquent picture of life, culture, and civilization
in India of the second century B.C. Indin owes the preservition of this
portion of the magnificent rail and torana to Sir Alexander Cun-
ningham, who not only discovered them but also brought them all the
waty fram a distant hamlet in Madhya Pradesh to Caleutta, to be pre-
served in the Indian Museum.

All hislife the Buddha preached an attitude of love. &nd it was a tragedy
that there was @ quarrel over his relics, Jor the possession of which
there were so many disputes that it required the exhortution of a
Brahman, Kaundinya, to effect & compromise. The best-known depic-
Lion of this scene 15 of the Rail period from Amaravati. In a recent find,
however, a long Bharhut coping piece acguired by the National Mu-
seum in New Delhi (fig. 69), another magnificent depiction of the iden-
nical scene with an orchestra providmg music as part of the funeral
ceremonies his been brought to light

The recently discovered panel from Bharhut depicting the division of the
relics of the Buddha and the ceremonies accompanying his funeralis very
close to the scene at Amaravati and virtually inspired it. A similar parallel
between Bharhui sculpiure and sculpture from Amaravat) occurs in the
episodes of the Vidhwrgpondita Jataka. 1t is interesting indeed to find
that the Bharhut sculptors, the earlier artists, anticipaied the work of
the sculptors at Amaraviti, who luter depicted identical subjects.

The long coping of the stone rail from Bharhut has a never-ending
meandering ereeper, or kalpavalli, issuing rom the mouth of & celestisl
elephant, with Jalaka scenes in the meanders as well as & varniety of
garments, jewelry, wine cups, and toilet articles, It is & pictorial com-
mentary on Kalidasa's description in the Meghadira of a single celestial
plant that provides a wide range of feninine ornament and toetry:
ekas sute sakalam abulamandanam kalpavrikshah,

No other monument i India, ¢xcept the rail from Amaavati, has
provided such a wealth of scenes from the Jatakas, as well a5 scenes
from the life of 1the Buddha. ns the rail feom' Bharhut. The short, bl
significant. libels in Brahmi characters provide identifications af the

6l
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64. Hunting episode fram a Jain
stary, Frieze at Ranl Gumpha,
Khndagici-Udayagirl ( Orissa ),
Chera, secomnd cenitury B.C:

65, The dream of Maw: Bodhi-
saiiva entering her womb ax an
elephant. Medallion on & rail
pillar from Bharhue ( Madhya
Pradesh ). Sunga, second century
f.C. Indian Museum, Calvutia

66. The Naga Elapaira and his
retinue warshiping the Buddha,
shawsn symbalically by an empty
seat under the tree. Panef from a
ratl pillar fram Bharkut, Sunga,
secand century B.C. Indian
Museum, Caleutta
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67. Close-up of Chulakoka
Yakshi. On a rail pillar from
Bharhul. Sunga, second century
w.C. Tndign Museum, Calcutta
Note the peculiar ornamenis such
as the ear coil, or karnavesha-
tana, and necklace of alternating
plagues and beads, or phalak alura,
described in the Arthasastra and
other early texts. and the plaited
hair dressed with gold ornements,




68 Loving couples (dampari .
Panel from a rail pillar from
Bharhut. Sunga, second century
B.c. Indian Museum, Calcutia
The characterisiic costurme and
Jeweley of the Sunga period ax
well as the fronality typical of
ihis carly stage of the development
of sculptural technigue are well
represenied.

6%, Division af the relics of the
Buddfr and his funeral rites,
accampanied by music and dance,
Panel from the coping of the rail
from Bharhut, Sunga, secand
century B.C. National Museum,
New Delhi

Thix is a fine depiciion of the
fransportation af the relics in
religuaries by the recipients and
of a musical performanee, a
Sorerunner of the famous identical
seene from Amaravatl of the
mid-second century A.D.




figures in the Jutakas to be compared with the names in the texts them-
selves, which they usually follow. Some of the scenes from the life of the
Buddha are similarly labeled.

‘Already at Bharhut the concept of the previous Buddhas—VYipasyin,
Visvabhuh, Krakuchanda, Kanakamuni, and Kasvapa with their re-
spective bodhi trees—is represented. The almost life-size carvings of

innumerable godlings, for example; the yakshas. yakshis, Nagas, and

Devatas popularly worshiped by the folk and incorporated into Bud-
dhist literature, thought, and concept as devoted followers of the Buddha
and his dharma, are especiully noteworthy for several minute details
of early iconography. Such folk deities as vakshas and Nagas are depict-
ed, with their names mscribed, m the life-size carvimgs ol the beautiful
goddess of luck Sirima-Devats, Chulakoka (fig. 67), Yaksha Kubera,
and Yakshi Sudarsans, among others.

M

70, Western gateway (torana),
with parr of the rail and the stupa
in the background, at Sanchi

{ Madhya Pradesh). Satavahana,
second-first century B.C.

Nove the yakshas as supparters
of the archifraves.

The earliest sculptural version of the Jataka stories is found at Bharhut.
A sculptor could here be at once humorous, as in the depaction of the
Aramadusaka Jataka and the Kukkuta Jataka and quite grave and
philosophic, as i the representation of the Mahadew Jataka or
Mahajanaka Jataka (see also pp. T4-76). Scenes from the life of the
Buddha, in spite of the fact that the master is represented only sym-
bolically (fig. 66), are shown very effectively. The scene of the presen-
tation of Jetavana at Bharhut has never been excelled. Equally im-
pressive is the Buddha's descent after preaching to his mother in heaven:
one foot on the top of the ladder and the other down below suggest the
celestial and the terrestrial ground he has trodden.

The attribution of almost human feelings to animals and the moral
pointed by every fable depicted at Bharhut are noteworthy features of
the representations there, Rare nobility, even in an animal, is the trait
on which emphasis is placed in such stories as the Chhaddanta Jataka
and the Mahakapi Jataka, The story of Yessantara, the generous prince,
is depicted at Bharhut, as in most other Buddhist monuments.

It should be observed, however, that in spite of the sculptors’ lack of
knowledge of the correct rendering of human anatomy, figures like
those of Sirima-Devata and Chulakoka (fig. 67) in this naive, early in-
digenous art have great decorative charm,

The sculptures of Bharhut are characterized by frontality and a certain
lack of knowledge of modeling and, as has been said, of the rendering
of human anatomy ; nevertheless, this does not detract from the agsthetic
quality of the figures and the compositions. Although a naive primi-
tiveness is revealed, greater technical skill and perfection are apparent a
couple of centuries later when an Indigenous Indian arl is at its best,
Sculptures from Kausambi, Muthura, and other places, for example,
Mchrauli near Delhi and Banganga near Kurukshetra, have yielded
interesting examples closely related to the Bharhut group.

In archaic times the sculptor pol only presented narrative episodes
cffectively but ofien introduced suggestions for enhancing the value of
such depictions. He was adept at indicating both the time when & scene
occurs and its mood. That Kalidasa learns through the mouth of the
yaksha that his separated beloved, already sad during the day 15 dis-
consolate by night, is effectively conveyed in a feminine figure from a
coping from near Banaras: she is shown with her head buried in her
arms, which entwine her knees, the very picture of grief, beside a lamp
suggestive of night and darkness and sorrow, In the case of Maya's
dream (fig. 65) the lamp immediately signifies night, and thereby the
dream Maya experiences. A complete orchestra not only illustrates the
rich accompaniment of music for the dance, but also the mirth and
gaiety of an occasion, for instance, the festival of the worship of the
turban of Siddhartha, labeled Charidamaha.

At Bodhgaya the portrayal of Anathapindika's presentation of
Jetavana is less effectively shown than at Bharhut, though the turbaned
Surya in a chariot drawn by lour horses exemplifies the early iconog-
raphy well. The most effective work here, however, is in such delightful
carvings as that of the lovely damsel in the motif of Dohada, climbinga
tree 1o create unseasomnal efflorescence by kicking the trunk while her
lover guides her Toot to help her and gets a knock on the head from her
heel. This carving is a translation into sculpture of Kalidasa’s de-
seription, in the Malavikagmmitra (111, 12), of the two who welcome
the foot of the lovely damsel, he asoka tree, so that it may blossom out
of scason, and the lover caught dallying with another sweetheart:
akusumitam asokam dohadapekshaya va vinamitasirasam vi kantam
ardraparadham.

Although the quality of sculpture at Bodhgaya shows a slight advance



over what can be seen at Bharhut, two centurnies passed before the first
traces of progress were discernible.

The utmost perfection in modeling was atlempied with success In the
soft medium of clay, Among the most remarkable Sunga térra-collds is
amedallion, in the Allahabad Museum, showing Udayana eloping with
Vasavadatta on an elephant, while an attendant empties a bag of gold

71, Eastern gateway (front) at far the pursuing soldiers to stop and pick up. The most elaborate of

Sanchi. Satavahana, second—first Sunga terra-cottas, however, is the large one in the Ashmolean Museum
century B.C. at Oxford with an elabarate hairdress for the feminine figure, Mathura,
Scenes from the life of the Buddha: Kausambi, Bhita, and other places have yielded rich examples of Sunga
ihe adoration of the Tree, the lerra-cotias:

Wheel, and the Stupa; winged The early Satavahanas, who ruled the whole of the Deccan and the
lions; Sri Lakshmi bathed by south from their capital at Pratishthana, were responsible for the deco-

efephants; etc, ration of caves in western India like those at Bhaja, Karla, Kondane,
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Bedza, and others. An inscription in the Nanaghat cave mentions the
powerful early king Satakarmi. The eastern gateway ai Sanchi has an
inscription mentioning the ivory carvers of Vidisa as the artisans who
created (he magnificent reliefs on these toranas, or urched gateways
(figs. T0-76), That this work was done during the {imé of the curly
Satakarni is also recopded. The existence of a guild of ivory carvers at
so eifly & date in Vidisa proves the corporate feeling among artisans
and erafismen in ancient India.

The translation into stone of the delicate work of the ivory carver at
once sugeests the versatility of the early Indian artist. This adapability
is supported, il not corroborated, by the inscription on the dwarf
yvuksha lrom Pitdlkhorn now preserved in the National Museum  in
New Delhi (Bg. 77), Tor the igscription in early characters proclaims
that the fignre is the work of a goldsmith, Kanhadasa. A goldsmith and
an ivory carver could chisel stone with the same dexterity,

The lorana is seen st its best at Sanchi, where the sculptor concentrifed
on the arched gateway, leaving the ratling bare, unlike the example at
Bharhut, where the railing was Tully carved on both sides. The sculpture

72, Eastern gateway (back) ot
Sanchi. Satavahama, second—first
century 8.C.

Scenes from the life of the
Budidha; the adoration of the
Tree, the Wheel, and the Stupa;
winged lions; erc.

at Sanchi exhibits not only the delicacy of the ivory carver but also the
method of the scroll painter. In the Duravak ya of Bhasa, u dramatist of
the third 1o second century B.C., the pata (painting on: a canvas roll) s
introduced unfurled to show a picture, m this case Draupadi's pulling
of the garment off 4 body in court (chiraharana). Yet another instance
is the disclosing of the news of the death of the Buddhy to Ajatasatry
by unfurling n canves depicting scenes from the life of the Master,
including his demise: an example of this type 15 on the walls of a stupa
al Qyeyl in Turkistan (see H. Zimmer, The Art of Indian Asia, Bollingen
Series XXXIX, New York, 1955; 1. p. 203). A common representation
in ancient and medieval India is the Yamaputa, a scroll depicting Yama,
mounted on his fearful buffalo. ordaining reward in heaven and pun-
jshments in hell for good and evil doers; while rushing to his Father’s
deathbed Harshavardhana witnesses such ascene and regards it as an ill
omen. The long naormtion of Jataka tales and scenes fram the life of the
Budidha on three archiraves a1 Sanchi almost as on a-scroll suggesis a
gredter length still furled in the spirals at the terminals (see hig. 75) It
may #lso be interpreted as the curled tendrils of the wish-fulfilling
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73. Yaksha devotee or a porirait
of a rayal donor on a jamb of the
eastern gateway at Sanchi. Sata-
valiana, second-first century B.C







74, Close-up of a yakshi, or dryad
{ salabhanjika ). Bracket figure om
the eastern gateway at Sanchi,
Saravahana, second—first century
B.C.

73. Terminaly of architraves of
the western gateway with carved
panels lllustrating Jataka scenes
at Sanchi, Satavahana, second-
first century B.C.

g il

i e

creeper. or kalpavalli, vielding all the desires of feminine grace, a monif
most frequent at Bharhot, Sanchi, and Amaravati. Even the unevolved
and completely natural makara, or monster resembling o crocodile. on
the torana at Bharhut has Its @il curled up, a spiral of great auspi-
ciousness, signifving as it did atl that date the mystic syllable Om or
Pranava.

The toranas at the cardinal poinis of the Sanchi stupa give the besi idea
of the grandeur of the monument. The northern and eastern gateways
af Sanchi are a treasure house of Buddhist legend and vividly present a
picture-of life in the kind over two thousand yeurs ags

The touching stenes of the generous-heaned Prince Vessaniara, who
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gave away all that he was asked for; of Chhaddanta, the six-tusked ele-
phant, who willmgly bestowed his 1usks on the cruel hunter: and of
Sama, the only son and support of his aged blind parenis, and other
Jataka stories and scenes from the life of the Buddha such as the
Maradharshans, or his templation by Mara, his conversion of the
Jatilas, the presentation to him of honey by 8 monkey ar Yasali, hus
descent by o jeweled ladder ai Sankisu, and so forih are tellingly
depicted at Sanchi. Yaksha guardians of the galeways, Targe in scale,
recall similur ones from Bharhul, At Sanchi occurs the motif of the
yiksha with a lotos issuing from s navel. a motil that survived for
severnl centuries with splendid examples in Gupta art. 1t may be that
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76, The adoration of the Buddha,
Panel on a jamb of the westers
gateway at Sanchi. Satavahang,

second-first century B.C.

some of these yakshas are portraits ol royal donors (see fig. 73). On
gither side of the northérn and eastern guteways, under the volutes of the
architraves, a lovely nymph is shown standing in graceful flexion under
a sal tree full of Nowers. The famous one [rom the easternigareway (fig.
74} ¢ertainly recalls the description ol Asvaghosha in Buddhacharita
(V, 52), his poem narrating the life of the Buddha. The poet compares
lovely damsels who bend over window sills to peep into the sireel Lo
watch a bridal procession 1o the damsel gracefully flexed under the
Nower-laden sal trée: avalambya gavakshaparsvam anya rachita torana-
salabhanjikeva. The term for the motif, torana-salibhunjika, gatewny
with the sal-tree maiden, 1s indeed significant,

At Sanchi, where there 15 a definite advance in sculptural technigue and
treatment over that of Bharhut, varations in date, style. and iconog-
raphy arc easily observed. Thus, while Indra at Bhaja still wears a
turban, in his earliest representation at Sanchi, lifty to seventy-five
years liter, he assumes the crown, But, generally speaking, the propot-
lions ol the figures at Sanchi are stll heavy. 1t is very much later at
Amaravati and Nagarjunakonda that the Hgures assume light and
graceful contours. However, oné cannot bul be deeply impressed by the
dexterity of the Sanchi sculptors in modeling, even at this stage; ex-
quisite_examples of their skill are the feminine 1orsos now in the muo-
seums at Sanchi and in Boston,

At Sanchi itself, however, in the very early second-century phase, the
primitive style is easily observed, Motifs often represented mclude the
adoration of the Wheel, the Tree. and the Stupa (figs. 71 and 72); the
first i especially noteworthy as it places the Wheel above four lions
facing the quarters, crowning the pillar and the Sunga column, This is 4
prool of the validity of the theory that the Mauryan capital at Sarnath
originally bore the Dharmachakra, or Wheel of the Law, on top, which
15 now brokeén, bul some fragments of it were recovered during ex-
cavations al the site

Among the most noteworthy of early Satavahang creations are the
large panels at Bhaja showing indra on his elephant Airavata, moving in
his pleasance Chaitraratha, and the Sun-god, Surya, in i chariot drawn
by four horses, dispelling darkness, personified as a giant groaning
under the weight of the solar car,

At Karla, asite of somewhar later date, greater maturity and an advance
in technical skill can be noted in the carvings. Crowning the pillars are
pairs of lovers (dampati) riding magnificent pairs of elephanis, forming
an imposing colonnade. On the facade of the chaitya (shrine) al Karln
are the famous loving couples, or dampati, that are s0 well known
(figs. 78 and 79), They are hefty figures recalling Tittan's heavy-bodied
feminine beauties. How closely knit was the vast empire of the Satava-
hanas, and how widespread throughout the realm were the ideals of the
age n-art, is illustrated by the figure of 8 woman in adoration at Karla,
which comes very close to an almost similar Ggure from Amaravats,
the eastern capitul of the Satavahunas at the mouth of the Krishna.

In this part of the empire of the Satavahanas. the early phase is well
represented in panels such as those from Juggayyapeta and in carvings
of the first phase from Amaravatl. A very famous one from Amaravati,
which is inscribed, is the figure of Yaksha Chandramukhsa, described
in the label a5 residing in a bakula tree. This figure is also inferesting as
pointing 1o the early worship of the yakshas in the Krishna Valley as
in the north. The occurrence of Yaksha Kubera and Suchiloma or
Supavasa or Yakshi Sudarsana at Bharhut and of Chandramukhain the
Krishna region proves the similanty of notions in folk worship all over
the tand. Absorption of these popular deities into Buddhism as devotees
of the Buddha demonstrates this eclectic tenidency of the Buddhist faith.



77, Yaksha carrying a bowl for
afferings, ai Plralkhora ( western
India). Satavahana, second
century n.c.

An inscription on the hand gives
the name of the seulpror who
Sashioned the figure, Kanhadasa,
i goldsmith.

There are other figures of yakshas and yakshus standing on imaginary
amimals soch as a horse or elephant with hindguarters in the form of
lish' {minavajl, Muatanganukkra)

Jnggayyapets is the provenance of some most interesting sculptures in
low relief m the carly primitive style. Of these the panel representing
Mandhata s the most important. Here is presented an ideal emperor.
whav in his desire 1o save his people the trodble of producing corn,
weaving cloth, or earning monéy caused by his own merit a rain of
corn; clothes, and gold. It & this last that is specially represented al
Juggayyapeta, The punch:marked variety of coms. square-shaped,
dropping from heaven in streams when the emperor raised his hand, is
very vividly represented. Around him are the famous Seven Jewels of
s office: the queen, the prince, the minister, the elephunt, the hoise,
the gem, and the wheel,

The sculprure:at Jaggayyapeta recalls the delicacy of ivory work. We
have only Lo think of the ivory carving from Ter, alse of the ecatly
Satavahana periced, to understand how an adept in one medium could
wark well in another,

The carly sculpture of Siva at Gudimallam, depicting him as the
sacrificer. Yajamana, with the sacrificial vessel {ajvapatra), the Sacri-
licial goal (pasu), and the staff (danda), and with the tied-up matted
hair suggestive of a turban (ushmisha), represents the Yajurvedic con-
cept of Siva as. Ushnishin Kapardin and Kalogni-Ruda against o
sacrificial post.

Al Ajanta, Caves 9 apd 10 are noleworily nol only lor their early
paintings but alio for the sculptures they contain, and in particular
Cave |0 for the mscription in Brihmi letters of the second century n.c.
that mentions Katahadi of the Vasishtha family as the donor of the
place.

In Cave 10 the worship of the bodhi tree, the Same Jataka, and the
Chhaddenta Jataka ure very graphically depicted, though unfortunately
mutilated. The touching story of Sama, who lovingly looked after his
blind parents and was stll thinking of them even when mortally
wounded, is surpassed only by the more popular story of the noble six-
tsked elephant that willingly gave away his tusks to the wicked hunter
who wounded him fatally. The treatment of the painted figures. both
human and animal, recalls sculptural representation, the color adding
charm to the contours,

The early phase of Satavahana sculpture is well represented in the caves
of western India. The Nanaghat cave, which pives a splendid nccount
of the power and opulence of the great Satakarni, who performed
sacrifices and pave away rich gifts that bespeak the mugnitude of his
resources, originally contained invaluable royal portrails, now lost but
for portions of turbans and jewelry, elaborately carved, which are al-
most all that is left of the personages mentioned by name in the in-
scribed lubels, which are intact. These, however, arouse curiosity fora
glimpse of the features of the royal personages that have forever dis-
appeared, owing to vandalism and the ravages of time,

It is thus very clear that at Bharhut, Sanchy, and the ecarly caves of
western India and at Udayagiri in Orissa, we have a visual represen-
tation of life in the earliest historical phase in Indin, At Bhachut the
simple life of the Rishis and Rishi-Kumaras in the forest, where the
Upanishads and the Aranyakas were taught, of which we have so many
touching references both i Vedic literature and in the epics, s shown
in the scene of Dighatapas instructing his pupils. The simple decoration
of a house or a couch with palm prints in saffron or sandalwood paste
as an auspicious mark is also shown at Bharhut, Likewise of great
interest is the resemblance of the chariot to its counterpart in other
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parts of the known world—Greece, Rome, Egypt, and Assyria. The
mipdes in which garments are worn, with many folds (satavallika),
curved like an elephant’s trunk (hastisaundika), or in a fishtail (Mach-
chhavalaka), all have their pictorial representation. In addition, there
are numerous types of ornaments and jewels closely answering the de-
scriptions in the Arthasastra (see fig. 67). The richness of the turban
was indicative of the rank of the wearer, whether a prince. a nobleman,
a merchant, or & commaoner. A woman tying an elaborate turban, the
‘grangries in # country house in & scene from the Ghata Jataka, a scene
of acrobats on a Bharhut pillar now in the Allahabad Museum, and
other similar representations serve as a mirror of daily life over twenty-
hve hundred years ago,

The carving of a feminine horseback rider with 4 Garuda banner in her
hand is as essential in understinding the importance of royal emblems
-as is the kamandalu, or water vessel, in the scene of the presentation of
Jetavana to the Buddha by Anathapindiks by suggesting graphically
the significance of presenting gifts. A carving of & standing warrior
against an upright shows that he wore a tunic to cover his torso like a
Kanchuki, or chamberlain, while even the prince was usually dressed
only in two pieces of cloth, the lower and the upper garments, antariya
and uttariva.

Though the fragments of the rail and a single torana from Bharhut and
portions of the rail from Bodhgaya are the only surviving remains of
monuments of the Sunga period. the sculptural panels here suggest the
types of structures that existeld. These corroborate literary descriptions.
It is ut Bharhut that we have the earliest representations corresponding
to the motifs decorating the palace of Ravana as described i detail in
the Ramayana. The kutagara. & spacious mansion like a sabha actually
Iubeled *Sudharma devasabha’; the Vriksha Chaitya, the multistoried
shrine around the sacred tree that is worshiped (the typical shrine
arotnd the Chaitya Vriksha is seen in sculpture for the first time at
Bharhut); the separate circular cell, or gandhakuti, of the Buddha in
the vicinity of the monastery, or vihara, in Jetavana; the hut of leaves,
or parnasala, contrasted with the magnificent palace and assembly halls
of India, definitely labeled ‘Vaijayanta Prasada,’ the term used for the
mansion of India; the hut, pamakuti or sala, for the hermit; and the
simple wagon-roofed house of the villager are all types of buildings
depicted in Sunga sculpture.

The multistoried buildings like the mansions in Lanka, described in the
Sundarakanda. as sapta bhauma. or seven-storied, and ashta bhauma,
or eight-storied, are actually seen in caves excavated in the rock on two
levels at Khandagiri and Udayagiri in Orissa.

It is at Sanchi, however, that we get more elaborate represeutation of
Valmiki's graphic descriptions in the Ramayana. Here is the city wall
with the moat laden with Totuses; city gateways with elaborate forti-
fication and roofing in the styles of hut and hall, or kuta and sala,

In an impressive scene carved at Sanchi, & prince marches along the
roval highway and issues through the city gateway, watched curiously
by damsels who pack the balconies of multistoried mansions. A balcony
(valabhika, often ivory-decorated) may be seen on the topmost floar,
cool and lightly roofed, in the dream of Maya (fig. 65). In the western
Indian caves such as those at Bhaja the arched facade, which is elab-
orate, suggests an advance over the simpler ype at Gunrupalll near
Bepwada, which stll ¢conforms to the Mauryan type in the Barabar
hills near Bodhgaya. The trelliswork of the windows and the pierced
lithic screens in the caves suggest the jalavatayanas and gavakshas
described in the Ramayana.

In the earliest phase at Amaravati not only were the Vriksha Chaitva and

78.. Detail of a female figure
Sfrom a donor couple (dampati)
at the right of the right-hand
entrance of the facade of the
chaitya (shrine) at Karla
(western India). Satavahana,
Sirst century A,

the multistoried building suggested in carved panels but the simplest
and the earliest form of the stupa was also shown there. The structure
was low, without elaborate arrangement of a platform all round and
without projections at the cardinal points. In place of the later decora-
tive medallions it had nagadanta pegs at regular intervals within reach
of the hand of the devotee to permit the placement of wreaths all
around the stupa. The harmika, or balcony above the dome, was ahsent,
The simple railing around the stupa, if present, was of wood. As in the
case of every other architectural part; it is this wooden prototype that
was later copied in stone, and such parts were specially carved, even in
the caves where they served no structural purpose éxcept to prove their
origin. It is therefore interesting that wooden rafters used as decoration
in western Indian rock-cut caves were recently discovered at Bedsa.
When one considers the sculptors' knowledge of literature, their tech-
nical skill, and their methods of delineation in this carly phase, it cannot
be denied that already there is a full realization of all that is essential in
pictorial art for making the composition as effective in visual art as in
poetry.

At Bharhot the attitude of the yakshis entwining their lags around tree
trunks, seeming almost to kick them to make the trees blossom out of
season inartificial effiorescence, 2 motif known as Dohada, and 4 human
hand issuing from & clump of trees to offer food and water, suggesting
the hospitality of kindly wood spirits, the Vanadevatas, recall popular
notions of the day freely voiced in literature of that time. Gajalakshmi,
standing on a lotus, holding lotuses, and bathed by elephants, is rep-
resented for the first time on the torana at Bharhut, The motif of the
woman on a pillar, the frieze of geese (a subject already treated in
Mauryan sculpture and repeated here), fantastic animals such as ele-
phants with hindquarters in the form of fish, and the similar horse and
bull, are all as described in the Ramayana. The term thamriga (imag-
mary amimal) occurring in the Romavama denotes motifs created
entirely from imagination with no corresponding example in nature.
The sense of humor cannot be underestimated when we consider such
panels at Bharhut as that of the Aramadusaka Jaraka, where the wise
oid monkey pulls up plants to judge the size of the roots in order to
assess the amount of water required for each one, to avoid waste. An
equally amusing panel shows the monkey as a dentist, éngaging an
¢lephant tied to a rope to extract a giant’s tooth. In the graphic rep-
resentation of the Chammasataka Jatake & fool watches a butting ram
approaching him with its horns lowered, taking this as & sign of respect
until, hit by the animal’s horns, his tremendous fall brings him back to
reality,

The Kukkura Jataka s in an equally humorous vein, where we cannot
help laughing at the coaxing cat that cannot prevail on the bird, perched
beyond his reach, to come down to serve as his breakfast.

In a philosophic strain, the Mahajanaka Jaraka, suggesting a mood of
peace (sania rasa), is effectively depicted. In this story a king learned &
lesson of peace in loneliness while watching a smith straightening an
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79, Donor couple (dampari) ar
the right of the lefi-hand entrance
of the facade of the chaitya

at Karla, Satavahana, first
coniury ..

arrow by checking it with one eye closed ; thereupon the king renounced
kingdom and gqueen, lo be a lonely hermil. The Mugapakka Jataka is
another instance of the Bodhisativa's choosing a life of renunciation
rather than that of princely estate and pretending to be ignorant only
to avoid royal status In the Swata Jateka, again in a philosophic
strain, the wise son criticizes his father for his lament over a dead
animal.

The beautiful figure of the goddess Sirima-Devata and Chulakoka (fig.
67) and, in particular the damsel plaving the vina, on a rail giflar from
Bharhut show how much at ease the sculptor has been when depicting
the feeling of love (sringara rasa) through leminine charm, The painting
of designs: with sweet-smelling kasturi on the sandalwood-smeared
body by the lover is another instance of suggestion of the sentiment of
love. The Nigrodhamiga Jartaka, the Mahakapi Jaraka, and, more
elfectively, the Chhaddanta Jataka, in each of which an animal willingly
and easily offers his life as a pure sacrifice for tise good of others, cannot
but evoke the sentiment of pity (karuna).

At Sanchi, the sentiment of love is effectively represented in panely
showing a comely damsel with companions. around her as she adoms
hersell, mirrar in hand, or in scenes of lovers, seated under a kalpa tree
on the bank of the heavenly stream. enjoying a cup of wine, with the
toilet box close to the damsel, 1o be used as necessity arises,

Love of 4 lower order, tirjyagatarati, is portrayed in the cooing of birds
an a housetop, as at Bharhut, or in the tender attention of a female
elephant to its mate in a lotus pool, as represented at Udayagiri in
Orissa. Here the sculptor, a keen student of literature, has followed
Kalidasa’s description in depicting the noble bull elephant graciously
receiving lotus stalks lovingly offered by the female. A pleasant chat
with a parrot is as much a favorite pastime of a lovely damsel, as
depicted in sculpture st Udayagiri, as is the guarding of a doorway by a
hefty womian in the attitude of an Amazon. The damsel talking to the
parrot in a love pastime, or sringara-cheshta, is a counterpart to the
scene verbally pictured by Kalidasa m the forlorn yakshi’s conversation
with the parrot in the Meghadura.

The heroic sentiment is clear in the battle for the relics at Bharhut (fig.
69) and ‘other similar scenes. The sentiments of aversion and fear,
bhibhatsa and bhayanaka, are aroused in such panels as the Mara-
dharshana, the temptation of the Buddha by Mara, at Sanchi, where,
large and imposing in bodily contour, Mara looks the very image of
personified evil,

The spirit of wonder, adbhuta, also is clearly seen at Sanchi in the panels
of the monkey offering honey 10 the Buddha and the Buddha floating
on the waters watched by the amazed Jatilas



5. The Art of Gandhara

by Mario Bussagli

The geographical area strotching approximately from the upper Indus
Valley to the present course of the Amu Darya fell under the Hellenistic
cultural expansion, not only as an effect of Alexander’s conguest but
dlso as & result of the survival of scattered and circumscribed Greek
kingdoms (Graeco-Buctrian in the north and Indo-Greek in the south),
which proudly preserved Greek culture for a long time, becoming a
sort of Hellenizing filter to the nomadic peoples, who, in a manner not
always very clear. later came in touch with the Indian world and
civilization, Until a lew decades ago the spread of Greek culture over
vast Asian territories following Alexander’s conguests was considered
a temporary, irrelevant phenomenon, even though unexpected, long-
lasting. and all but insignificant traces of Hellenization kept emerging
here and there In this general neglect, the only exception which fasci-
nated scholars for its unmistakable characteristics and which was there-
fore carefully studied for over 4 century was the so-called art of
Gandhara—a figural trend inspired by Buddhism and lasting forabout a
millennium (from the first cenliiry 8.c. to the end of the eighth century
or Lo the beginning ol the ninth century of our eri, if considered down
1o its very last manifestations). This art derives ifs rather conventional
name from an old region, rich in monuments and works of art; that is
thought to have been s cradle. lis obvious links with the Classical,
Hellenistic, and Roman woarlds, confirmed by successive archaeological
finds, made it, in the eves of the specialists, the farthest eastern propa-
gation of Classicism, and critics referred to it as "the semi-Clussical art
of Gandhara,” *Graeco-Buddhisi art,” and *Graeco-Roman-Buddhist
art.” The adaptation of forms, images, siylistic details and decorative
motifs from Classical Western art 1o exotic subjects such as the Buddhist
legends, the episodes of hoth the historical and the previous lives of the
Buddha, and his muracles had excited the interest of Western seholars
from the second half of the nineteenth century. Gandharan work, with
its obvious—in faci, striking—Classical component appealed o the
traditional taste of the West, whereas other Indian work, despite its
frequent grandeur and often obscure religious symbalism, was not
equally appreciated. In the first hall of the iwentieth century, when
Western culture at all levels began to depart From Classicism to seek
new values under the impulse of the new artistic experiences and of the
exhauvstion of the old ones, judgment of Gandhuran art underwent a
profound change and the enthusiasm of rescarchers slackened con-
siderably. The Classical component came to be regarded as an m-
sufficiently assimilated foreign influence and the works of Gandhara as
spurious artisan products that failed to reach the supreme peak of art.
In 1930, however, with the discovery of the stuccos of Tuxila (see fig.
96) and Hadda (see figs 98 and 99) a more objective evaluation began

to be established. It was admitted that the art of Gandhars not only
had created true masterpicces, especlly in the field of scolpture, but
also had not passed from Classical to anti-Classical: in other words,
that the Hellenistic component, fostered by trude with Rome, was not a
mere initial thrust that had yielded in time to local forms (by 4 sort of
gradual Indianization): it was, instead, 3 much more vital element that
had kept reappeanmg in obvious manifestations whenever histoncal
{and social) conditions allowed. Today, there is absolute certainty that,
despite the contrast between the coexisting classicistic lorms, free,
illusionary, and often ‘impressionistic’ (or, rather, “sketchy’) and the
anti-Classical, rigidly frontal, and pamtactic patterns of Gandharan
art, the Gandharan stuccos are actually the last hively manifestation of
Hellenistic Roman Classicism. When both the more refined art and the
provineial art of Rome turned away from illusionistic representations
after the revitalization of the unsuppressable ltalic background by
virtue of the imperial mystics and the iriumph of Christanity (2 prelude
Lo the "Tate antigue” and the schools of Ravenna and Byzantium), it was
in Gandharan art alone that the Musionary forms of Hellenism fully
survived. In fact, it was at that time that these illusionistic forms,
already modified by the halo-Roman and Eastern Roman currents,
became adapted to the Buddhist mystical theory of *light.” extolling the
Buddha also in terms of his universal sovereignty and ldentifying him
with the essence of the universe through symbols—which sometimes
turned into stylistic clements—and the choice of special subjects and
Iypes.

The art of Gandhura was not, however, an isolated occurrence. Though
it stands out s 2 distinel phenomenon, clearer and more complex than
others of the kind, it formed part of an uninterrupted stream extending
from Egypt to the wesiern borders of the Chinese territory proper.
Since the studies of Daniel Schlumberger (Descendints non-méditerra-
ndens de 'art grec, Spria, XXXVII, 1960, pp. 131-66, 253-319), the
manifestations of this flux east of the Syrian and more degply Roman-
ized area are Jdefimed as ‘Asian’ or, better, as ‘non-Mediterranean®
Hellenism. The historical and artistic importance of the Eastern Helle-
nistic or Hellenized schodls is not imferior to that of the various
Western currents —including all the Roman schools. Between the two
Hellenized areas there were, no doubt, exchanges and contacts, [n
short, from the western borders of the Synan Desert throughout the
Iranian PMatesu, from the slopes of the Caucasus to the territories lving
between the present courses of the Amu Darya and the Syr Darya, to
eustern Alghuanistan and the northwestern regions of the [ranian penin-
sula, the Hellenized area of the East continued. with greater varnety of
forms and stylistic interpretations, the Hellenistic Roman figura) tradi-
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80, Standing Buddha with nimbus. pedesial, and the slighily stiff
Black caleareous marble. Second drapery are mare typical of the
or third century A.0, National third than of the second century
Museum, New Delhi

The figure, which lacks the right

hand, {s one of the most "Classicol”

prodiced by the Gandharan

school. The styfized forms, the

praying figures ai the rounded

corners of the lotus-flower

tion. The differing intensity and depth of the Classical influence resulted
in different manifestations, all of which, however, arose from the com-
mon Hellenistic background. Throughout this area there occur the same
encounters, the same solitions to identical difficulties, and the same
desire to adapt the foreign contribution to the unsuppressable require-
ments of the local tasie, The MNabataean and Palmyran currents, the
earliest sculptural production of Mathura, the colossal and markedly
Classical creations of the Commagenes, the sculpture of Daghestan,
the works of Chorezm {on the lower course of the Amu Darya), the art
of Gandhara, and even thai of regions bevond jt, all testify to the
immense figural richness carried by the Hellenistic wave, particularly
with respect to the foreshortening, perspective, anatomical gccuracy,
and volume of the images:

Hellenism bore, above all, on town planning and sculpture (including
the work in stucco and terra-cotta, goldwork, and seal making), The
architecture and whatever hittle 15 left of the painting show a rather
restrained accepiance of suggestions of Classical inspiration, both in
technique and in iconography and style, because thev conformed more
closely Lo Lhe local tasie and requirements.

Transformed and sometimes distorted, the Hellenistic influence, often
strengthened by Roman contnbutions, is still recognizable and points
to Lhe fact that the first real integration of Europe and Asia, manifest
in the figural arts, occurred as 4 ¢consequence of the Grasco-Macedonian
expansion and of the transition from Classicism proper to Hellenism
Whether directly or not, however, the Hellenistic and Roman diffusions
reached far beyond the lands dominated by Alexander, The tiumph of
Buddhism and the trade activity between the Mediterranean and the
Far Eust helped the spread of Gandharan art even to southern Central
Asia (where merchant civilizations gravitated around the transconti-
nental route of silk and gold with its main centers In the oases of the
Taklamakan Desert), which appears at first to have been Hellenized
as far as the borders of the Chinese empire. In this unexpected and
some ways unpredictable stream, which has only recenily become
apparent, the thousands of known and studied Gandharan works were
like a lone light, of little use toward clarification and comparison

The historical and chronological uncertainties about Gandharan an;
the difficulty of identifying the exact origin of its Classical component,
which seemed in turn Hellenistic, Graeco-Parthian, and Roman; even
the fact that it was erroncously thought to be a single and isolated
phenomenon enshrouded in apparently insoluble problems was not
encouraging to scholars, who nevertheless sensed its interest and 1m-
portance. Chiefly becanse of the echoes it evoked in the iconography of
Buddhist Asia, the spread of its characteristic stylistic motifs, and the
influence it exercised on the Central Asian settlements and on some of
the southern Central Indian schools—which in turn influenced south-
castern Asia—this phenomenon, mistakenly thoughi te have been more



81. Large female figure with
markedly Classical elements in

the face and drapery. From
Mathura, about the second century
A.D: Archaeological Museum,
Matkura

This large statue of bluish Gan-
dharan schist was found ar Mathu-
ra. A work already remarkable
Jor the elegant solutions of the
drapery (note the ‘knor® over the
left leg, almaosi up at the waist ),
its interest is heightened by its
stvlistic merits. It hax been sug-
gested that the figure may be a
portrait of Kambujika, the wife

of the kshatrapa { independent
satrap) Rajnvula, but it may also
be a Hariti, proteciress of
ehildren,

82. Acephalous satuette of the
semi-Classical type. Probably a
Graeco-Iranian victory goddess
Green phwllite, rraces of gilr on
the chest. From the Dharmarajika
stupa, Taxity. As the date, the
first céntury of our era is sug-
gested, Taxila Museum

The markedly Classical drapery,
which is alyo strongly reminiseent
of Parthian sculpture ( Hatra and
Duira-Europos ), leaves the lefi leg
uncavered. Round the ankle of
this feg (s a thick ring. A fine
example of composite and yet
unitary siyle,
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mysterious than it actually was, has never Tmled to arouse nterest.
The Gandharan experience was unanimously consideréd fundamentsl
to the figural evolution of the whole of the Buddhist world as far away
as Chima, Kores, and Japan, consequently, it could not be neglected.
On the other hand, these difficulties sumulated the scholars, and the
wealih of iconographic, stylistic, and chronological problems—many of
which appear insoluble (o this day—Ffascinated them, This js why
Gandharan art (we choose to usé this conventional name because it
does not lend i1self to misinterpretations) has always been, m the eyes of
archaeologists und wrt historians, & charming episode of human activity.,
a source of endless curiosily, and above all, an especially valuable
parameter for all who are concerned with Classical art. With good
reason, Bernard Berenson, in one of his most controversial books (7The
Arch of Constanting, or The Deeline of Form. London, 1954). biamed
many schilars and lovers of Classjeal art for their peculiar whim of
neglecting the whole of the Gandharan phenomenon, which should have
been valued, of for no other reason, as unguestionable proof of a figural
trend in the Classical raste, ‘and of remarkable imporance, at the
farthest end of Alexander’s dominions,

The historical origin of the encounter between the Classical world and
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83 Growp of sloners, Panel of cul and in the drapery, makes the
bhiish schist, Second or third second century the move likely
century A.D. National Museum, date,

Karachi

The panel represents theee men

cirtd three women offering flowers

1o the Buddha. Dressed in rich

clathes, they must be of princely

rank. The panel is ine of the best

af its kind. The 1ype of costumes,

remimsceny af fran both in the

Buddhism has roots that sink deep in the past. The eastern strelches of
preseni-day Afghanistan and western Pakistan were exposed Lo constant
interaciion wilth the cultures and civilizations of the Iraman and
Mesopotamian areas since very remole times, Furthermore, this terri-
tory was a stage for phenomena that had a vital influence on the his-
torical and cultural development of huge areas. The Indo-European
hordes that were to create the Indian civilization proper passed through
this region in successive waves, and Iranian populations, of Scythian
and perhaps Sarmatian stock also, which later founded empires im-
poeriant not only 1o the history of Asia but to that of Europe as well,
setiled there. Linked to the Mediterranean by commercial exchange
that Aowed partly along the transcontinental caravan routes and parily
along the monsoon roules, these empires had a brisk trade even with
northern Europe, as is attested by the finding of Asian coins in archae-
ological sites on the Baltic coast where the amber route passed.

It must be remembered thit this Asian region, which was the meeting
place of both India and Iran and nomadic and sedentary peoples, was a
border area coveted by many. The Assyrians fought over it in their
anxiety to raise a barrier against the invading nomads, and the Persian
empire of the Achacmenids annexed it in order to secure a firm and

1
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84. The Buddha worn by ascetic
tests. Fram Sikri, third century
A, Central Museum, Lakore
For seven years the would-be
Buddha tried the hardest ascetic
experiences in order 1o find the

wa i fo salviation. In this work he
i represented in the wltimate state
of consumption before giving up
the ascetic way, which had proved
fruitltess. The rendering of the
emaciated bady, though unreal-
istic, is extraordinarily effecrive.
Despire the Greek inspirarion; the
piece thows various Indian éle-
ments, such as the Two neiworks
of veins ont the ribs, and is proaf
thar the artists af Gandhara could
equal mid even sametimes olitdo
thelr masters.

85. The demons of Maras army.
Panel, Second or third véntury
A0, Centeal Museum, Lahaore
This growup tn schist, well known
For irs expressive force, un-
migigkahly proves that both the
conception and the ivenography
af the demaoniacal in the (ran-
dharan culture were very similar
io those of the Ewropean Gothic
stvle. It also confirma the theary
of Withelm Warringer, wha, in
his atudy of Hellenixm and the
Gothic style (Farm in Gothie,
1927 | traces the source of the
fatter back 10 the seemingly
forgorten MHellenistic background,
The panel, which gives a com-
prehensive picture of the arma
and military customs of the
Kushan epoch, offers a great muny
sevfistic derails, especially in its
fight effects and i some icono-
graphic elements; the last are

exceedingly interesting for their
magic value. The faces on the
abdomens, the tusked and monke -
faced demans, those that breathe
flames, the betng with two heeads
and three eyes, another with a
lion's scalp (a Classical reminis-
cence ), the demons carrying
shields with ghosts” faces and
magic signy are separare elemenis
afl a vein of magic which way
obliterated by the nuccess of
Buddhizm,
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clear-cut borderline that would stem the sdvance of the barbarian
hordes heading toward the cultivated areas and the southern trade
arteries. The impact of the Graeco-Macedonian forces that swept away
the Achasmenian empire in 330 p.C., ernsing the Persian giant, did nol
stop with the enemy’s final defeat, but proceeded eastward. Alexander’s
original idea of avenging Greece on its traditional enemy developed into
the ambitious project of building a Graeco-Iranian empire, vaster and
more glorious than the solely Iranian one that had dissolved in the
sacrilegious fire of Persepolis. Thus, Alexander brought back to the
banks of the Oxus (Amu Darya) and of the Indus the domination of the
no-fonger Iranian but Hellenized West. Through this: project— later
distupted by the fatigue and rebellion of his army—the area where the
Gandharan school was to fourish became & part of the Hellenistic
world, The fact that the Achaemenian monarchs had exiled to Bactria
{2 kind of 'Siberia’ of the time) the rebellious Greek subjects of Asia
Minor paved the way, 10 a degree difficult to evaluate, for the subse-
quent intense Hellenization that took place under Alexander's sue-
cestors; the Seleucids first, then the Grasco-Bactrians and the Indo-
Greeks. The history of the area where Gandharan art was to bloom
became wvery complicated Perhaps after Alexander’s example, the
national Indian empire of the Mauryas first originated from anti-Greek
guerrilla warfare conducted by Chandragupta Maurya, its eventual
founder. The clash of Mauryan and Seleucid forces started the slow
decline of the Hellemstic political power and kindled the revival of
India, bul Greek remained the official language of the Mauryan ¢m-
perors. Under Asoka, the third and greatest sovereign of the dynasty,
Greek was dlso used to compile the edicts thatexplained to his Hellenized

subjects the dharma—that is, the ethical and political Taw. of Ascka
derived from Buddhism, which was different from the Buddhist Good
Law in so far as the latter had no political implications. The translation
of the edictz from Magadhi into Greek shows how much care and
knowledge were pul into rendering in a completely foreign language
the complicated philosophical terminology based on Buddhism and
pertaining to the dharma.

The history of the Inda-Greek kingdoms is essentially associated with
the decline of the Mauryan empire. An isolated remnant of Hellenism
deeply mmpregnated with Hellemstic: colture became an independent
slate owing to the audacity of Diodoros 1, a Bactrian satrap, who shook
off his bondage to the Seleucid empire and thus became separated from
the political framework of the Classical world. The Graeco-Bactrian
role gravitated northward toward Central Asia and the newly laid-ow
silk route, whereas the kingdom of the Indo-Greeks. which becanie
independent soon afterward and was hostile to the Gracco-Bactrians,
descended southward 1o the plains stretching from the Indis o the
Ganges al the expense of the weak Indian world. Actually, these two
Greek kingdoms not only kept Hellenistic culture alive bur also con-
tributed to its spread, The Indians were forced to regard the yavanas
(the Greeks from India and Bactria) as warriors in decline in order to
accept them into their caste-conscious world and to remain m contact
with them. Probably many yavanas and some Greek and Graeco-
Bactrian Kings converled (o Buddhism. Menander, the Indo-Greek
sovercign protagonist of the Milindapanha, was a faithful Buddhist or,
at least, a man whose spirit welcomed the Good Law, Milindapanha is
the Buddhist text which relates in dinlogue form the questions Menander




87, Female statue with helmet
and spear of which only a part of
the hilt shaft remains. Possibly
the goddess Rome. Second century
A, Central Museum, Lahore
This work is generally considered
to be the goddess Athena or a
Yavani, one of the Western girls
who formed the bodyguard of the
Indion soverelgns. The statue,
about 2 feer 2 inches rall, is one
af the clearest examples of the
pursuil of perspective gffects
through distortion, The eyes

are not allgned, the ears are
brought forward, the asymmetric
helmet is larger on the righi side.
The body is flat. The (Hustration
shows how all these distortions
disuppear when the angle of focus
corresponds to the axis of the
chosen viewpoint { from a distance
and from below), Ifit were seen
fram below, the figure would be
completely realistic from all sides.

&6, River-god, Green phyllite [ ?),
From Taxila, perhaps second
century a.p. National Museum,
Karachi

The image |5 unquestionably of
Western tnspiration, even though
simifar Roirian figuires have their
legs vurned to the left. The grave-
looking god is holding a stylized
cornucopia in his right hand and
is legning on an acephalous animal
that may be a sphinx. If this is
the case, the figure cun be defi-
nitely wlentified as the Nile,
especinlly since a coin from
Alexandria, which was assuredly
in contact with the world of
Grandhara, shows an identical
representation of the Nile.
Propahly a work commissioned
by @ Westerner residing in
Taxila, ir was executed in a
prevdo-Hellenistic style.

88, Figures on a balcony. Panel
of bluish schist, Third century
AD. Navional Museum, Karachi
Unifer the arches in the fore-
ground, twe female figures scand
on either side of a preudo-Nike,
with characteristic headdress,
wha &5 throwing a garland of
fowers 1o the Suddha. Above are
three men; the ope i the center
Is draped in a kind of Roman
taga throvwn over his head,

put to the wise monk Nagasena, and the dialogue is another sign of the
Hellenistic cultural influence; in fact, Milinda is the Prakritic form for
Menander. Obviously, it is very likely that the encounter between
Classical art and Buddhist thought and legend occurred in this mark-
edly Hellenized area where 8 group of adventurers and also of yavana
artists and philosophers kept Greek culture and tradition alive. There,
Asoka's teachings, transforming the doctrines of Buddhism into
political doctrines and rules for congregational living, must have borne
some [ruit, despite the characteristic skepticism of the yavanas, who
certainly relied more on their willpower and courage than on the
brotherhood preached by Asoka.

Bactrian coins with their antistic qualitics are an obvious product of the
Greek influence. Portraits on coins had a new development, as they
reflected the real life of the sovereign, portraying him as a young man
while he was young and as a middle-aged, elderly, or old man as he
grew older. Graeco-Bactrian and Indo-Greek coins also are perhaps
the most beautiful examples of Hellenistic coinage because of the great
skill of the engravers and the humanization of the royal images. The
religious symbaols (divinities, attributes, and so on) on the reverse of
the coins, though inspired by Classical tradition, show adaptations to
the local requirements, revealing that the sovereigns' thinking was torn
between the attraction of the Indo-lranian religious speculation and
the need to do justice to the local religious belief. The persistence of
Greek taste and techniques in coins, however, does not permit us 1o
jump to the conclusion that & proto-Gandharan art developed in
Bactria. The few remaining examples of metulwork seem to indicate
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A0, The Buddbia shawing his
Kexyaps kiasmen the terrifi
Nago (king of makex) Known
ax the Black Naga. Fragment of
a pangl, Giveen phyllite, Third or
fosrth eenfury A0, Natfonal
Mesewm, Kariachi

e markedly efongated figvires
belong o a parricular period in
the Gandharan production.

W, Ponel with g Buddheg in the
cetler, Biwleh solixs, third or
fowrth certtury AD. Natfonal

A useum, Karachi

The Buddha is stepping forward,
ernifiting Marmses fror his showldirs
dned toreends of water from his feed,
The mterpretation of thiy paned,
wiich same think represents the
greal mrrgaclt of Srovacts, o pariic-
ulier]y diffrcult, Probahly, s
Horald Irghnli belivees (Gan-
dharan Art in Pakstan, New
York, 1957, nu. 116, p. 82}, it
Fepresens e intervention of the

Budela ine defense of Swumgghada,
the plows sister af the merchant
Anathapindika, the profecior of
the Budcfhist commranity, The
maiclen, who mareied @ fallower of
the Niregranmiba sect, the naked
axcetics of the Jain fairk, fourd the
comitant presence of these peoprle
o foer i fiome mot ondy un-
pleasant but intolorable. She
therefore, velemently expressed
her resentoent, but in the fight
thitt followed, her elothes were
forn and only the miraeulows in-
tervention of the Budidha saved
her from being occused of
wlealter)




the existence of & Gracco-Indian style particulurly evident jn the silver
plates, an which there appear warriorn wearing the characieristic
kausia (the Greek colonial helmet), and in the silver cups, on the outer
surface of which are embossed scenes from Greek tragedies and 1ales
rendered with siylistic details that are, however, certwniy not Hellenic.
Moreover, the peripheral walls surrounding the citadel of Bactrig—
which, by the way, enabled King Eutidemos 1o reslst for over two
years the epic siege of the city by the Seleucid king Antiochos 11—
though Hellenistic in both plun and technique, have fitlse loopholes in
the shape of arrowheads that are of Iranian origin and can be found in
Gandharun military architeciure as well #s in sculptural and pictarial
reproductions: Thus, the defensive walls of Bactrid sppear to be both
Hellenistic and Parthian (the latter in its Central Asian form), tn short,
despite the presence of stone sculptures very closely resembling those
of the Gandharan style, such as those of the hermitage of Atrtam
Termez (old Tarmita of the Sanskrit sources), the duie of which 1s
anknown, it is wiser to regard Bactrin as just one of the main cenlers
where the Hellemstic clements that weee 1o conatitute the Weslern
component of the art of Gandhara survived. Apart from the decidedly
Hellenistic chamcter of the coins, the Bactrian antistic traits fore-
shadowing the Gandharan florescence are above all Gracco-lraman
Perhaps it was the same elsewhere, as is suggested by the green phyllite
statuettes found af Taxiln (see fig. 811 whose rgidity and trans
inrmation of Classical features show them to be the product of 3 Grieco-
Parthian encounter which is not, however, free from Indian interaction,
upparent both in the costumes and in the symbolic meaning

The stylistic and iconographic Iranian component did not fade with
time. Ongmating from the premises we huve mentioned, the art of
Gandhara became the national an of the different peoples that ruled
over the northwestern regiond of the Indian pesinguls and edstern
Pakistan: the Saka groups (of Seyithisn of Sarmatian type), the Indo-
Parthiang, and the mystenious Kushans, who eresited the huge empire
that dominated 2 great deal of India and, for a few years, almost the
whole of western Central Asia. We shall not embark here on the com-
plex problem of their chronology] let us jusi remember thal they were
probably & mixture of Tranian nomad groups and people from Bactria
Thair origin, far remioved in terms of both time and distance, s 10 be
found among the peoples who between 174 and 160 e moved AWy
from Kansu ufter being attacked by other nomadic populstions, n
this case of paleo-Asian stock. Stopping on the banks of the Amu
Daryn, they gradually began 1o settle down, dowly assimilating ihe
local Bactrian culiure, which, as his been suid though strongls in-
Nuenced by Creece, was rich in lrankiun elements that were certalnly
the most congenial Lo the taste of 1the nomads. 1t o therefore no wonder
that, during the Kmihan empire, the officisl an of the cours Tused
Hellemstic elements together with Central Asimn and Tramuin ones in 4
perfect biend, The colossal fire temple of Surkh Kotal, devored w the
dynastic cult, and the dynustic stajues of the Kushan emperan fram
the shrine ar Mal, pear Mathura, are alone proof enough of both a
Kushan taste thay b only parily reflected tn Gandbaran art and a debis
nite anty-Classical figoml frond of the lraman-Central Astan type tha
became grafied onto the perstsiing Hellenisuie traits ol the conguered
regions and responded lo the Gandharan phenomenon while remaining
independent. [n fact, the Buddhist-boupnd Gandhaian produchion only
desulionly shows ihese anti-Classcal companents. which, however.
wem 0 huve prevalked 1 wome regloms owing to the taste of the ruling
Koshans in the second and third ceniunes of our era

I'be Gandhaman production must be divided mto two phasess In (b

. Seete with the Budifla sirting on
d throne and work g (he siracle
of filling the space with hyposteses
of himself. Rluish-geay schin
Third or faueth centiry A3,
Nattonal Musenm, Karachi

The panel, of remarkable acsthetic
Vel in paars for ity bod spatial
treatment, indivates that the
Buddudlvg coeedd hin Law dre one winh
cosmile space. The Buddha i
therefore the exsence of the unts
verse, for Buddhiisim recognizo
space ax thy ondy reality, whergay
time is aunulled in the eyclie
spintirg of exivtencs and Hhe

winr il
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92, Fragment of a decorative
sculprure. Schist. From Butkara
i in the Swar Valley. Third
century A.0. Museo Nazionale
d" Arte Orientale, Rome

Twao princes, one of whont séems
to be whistling ro other people to
come along, and an emaciated
muonk are offering fowers to the
Budidha. The characteristic siyle
of Swirt shaws In the freatment
of the eyes and hair and in the
accurary of the detalls.

tirst phase edilving sculptures were made of stone—an easily modeled
blue schist (ses fig. B1). The second began alter the end of the third
century as a result of major political upsets involving, among other
things, the decadence of the so-called great Kushans (eliminated from
the world stene or, rather, reduced Lo a very mimor role by the easiward
advance of the Sassanian empire). Stucco, which had already been used
on a lesser scale, became the medivm most widely employed for rep-
resentation (see fig. 20). Exhaosted schist quarries; economic affairs,
and @ strong tendency toward repetitious and therefore industrialized
production contributed to the success ol stucco, which, on the other
hand, was instrumental in the réturn of the Classical and especially the
“Smpressionistic’ forms. The stocco phase, which lasted until very late,
saw the revival of Hellenism partly because the circumstances favorable
to Agural anti-Classicism —namely, the suppart of the Kushan rulers—
had ceased to exist. Admittedly, also, this revival occurred not only
because the old influence endured but because it was nurtured by brisk
trade with the Roman and Byvzantine area. The contacts between the
two worlds, which were already very extensive at Lhe time of the apogee
of the Roman empire, remained wide until a very late date—in fact,
wider than was thought. In any case, the iart of Gandhara is enlivened
by ‘a perpetual contrast between the illusionary, realistic forms of
Classicism and those rigid, frontal, hicratic patterns arising from &
different taste (Iranian and Central Asian) and demanded by the
aspiration to mysticism and the unréal which permeates many Gan-
dhuran works, especially of the late stone phase. The stucco phase also
brought an accentuation of emotional and sentimental values among
the Gandharan artists due 1o the Fact that this art was éssentially
narrative and edifying and the first ever 1o represent on 4 large scale the
episodes and miracles of the final, historical life of the Buddha (see figs,
98-100), The previous Buddhist schools bad not dared represent the
Teacher as 1 human being. They had expressed his presence by the use
of universally comprehensible and scceptible symbols but, complying
with a prohibition which was perhaps a mere convention, had lrmited
their repertory Lo those episodes in which the Buddha could be rep-
resented as motionless. All the other episodes were figurally interpreted
for the first time by the school of Gandhura, and the Gandharan real-
izations, which adhered admirably to the texts, inevitably became ac-
cepted by the rest of the Buddhust world. The rich figural background
of Classicism also helped the Gandharan artists to attain conciseness
and clarity m their renderings of these subjects. Thus, the vast diffusion
of Gandharan art and its success in the ambicence of the Buddhist world
were determined by its creation of an image of the Teacher that had the
same vilue as the symbold and by the fact that, through this creation, il
could illustrate a great many legendary episodes, rich in doctrinal im-
plications, which had been inaccessible to the previous schools,

Although it has not been ascertained whether the first anthropomorphic
image of the Buddha was a Gandharan or an Indo-Kushan creation of
the school of Mathura, there can be no question but that the Gandharan
image wus far more frequently employed and more widespread, even
though the Mathuran image aroused significant echoes. It seems highly
probable, however, that a Hellenized artist of Gandhara was the first to
achieve the anthropomorphic image of the Teacher, This possibility is
strongly suppaorted by the anthropomorphic character of the whole of
the Classical tradition, whereas it appears less plausible il applied 1o the
school of Mathura, which, despite the evident presence of a fareign
component, followed moreclosely the line of Indian tradition—precisely
that tradition which, for sometimes inexplicable reasons, had forbidden
the human representation of the Teacher, The images of the two schools
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93. Head of a Bodhisativa. Terra-
coita. From courtvard B of the
Monastery of Kalawan In Taxila.
Fourth century A0, (other dating:
Ao 36415 ), National Museam,
Karachi

The elaborate headdress in the
shape of a crown is rather unsual.
The Bodhisartva, whe Iy staring
inco the void, has the typical side
mausfaches with the mididle of the
upper lip shaven,

4. Head of a mank. Terra-coita,
From courtyard 8 of the Monas-
tery of Kalawan in Taxila. Fourth
centiury A0, Navtonal Museum,
Karachi

The thoughtful expression of this
monk is @ good example of the
skill and sensitiviry of the Taxila
arfists.

must have been created almost contemporancously. but by, eatirely
different micans, That of Gandhara was based on the Hellenistic Apallo
(see fig- 20), 4 divinity with strong solar associations, which had already
become identified with other gods of the neighboring East. The Gan-
dhuran artists added to this model attributes that by ancient tradition
the Indian texis described as the Mahapurusha’s own, This imaginary
figure, which Buddhism had derived from Vedic descriptions, was of a
bivalent nature. It embodied the height to which a human being could
rise in the fields of religion and philosophy (thus becoming an Enlighi-
ened One. a Buddha) and, at the same time, tepresented the utmost of
worldly power, for il the Mahapurusha (the Superior Man) chose to
remain in the world he was destined to attain universal sovereignty,
becoming King of the Wheel (Chakruvartin) owing to lus quality of
combining political and military power with the strength of enlightened
wisdom, The detailed textual descriptions attributed to the Buddha—as
Mahapurusha—thirty-two major signs and eighty-four lesser ones. The
Gandharan artists chose the visible imeguivocal ones and rendered them
elegantly. Thus, the ushmisha, the skull protuberance that indicates
wisdom, was covered wilh hair, whereas historical truth demanded that
the head of the Buddha be shaven. Sometimes assthetic reasons even
prompled the artists to transform the hair into & characteristic chignon
of Greek inspiration, while at other tmes it was torned mto an framan
headdress of Parthian type. The monk’s habit, draped in Classical Greek
fashion so as o follow the line of the body, with pleats modeled ac-
cording to the tension of the fabric, was the fast touch to this composite
image, almost always provided with s nimbus 1o emphasize its divine or,
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95. Pair af gold earrings of Indian
sivle, with gramdated gold pen-
dunts. From Parthian Taxila
(Sirkap). National Museum,
New Dellu

The decoration of the clasps con-
wists of heart-shaped matifs
meant to enclose cofored semi-
precious stones. Heart-shaped
malify are typical of Parthiin and
Kusharn decoration.

05, Head of a saryr. Stucco,
Decidedly Hellenistic, it wax found
ine the apsidal temple of Sirkap, the
FParthian Taxile. National
Musewm, Karachi

Note the movement of the lair, the
flat pug nose, and the slightly
paried lips, Ity sharp ears are
evidence thar the figure ts of
Western inspiration, not only in
sivle but also as a myvthological
subject. Some of the demons of
Gandhara were derived from ihe
type of the salyr,

97. Fragmentary head of Vajra-
pani. From Butkara Iin the Swal
Falley. Museo Nazionale d' Arte
Orientale; Rome

The rype iy the samie ax that of
the Sirkap satyr, even though the
treatment of the halr, beard, and
moustaches is much more de-
geriptive and the sad look of this
saryr has wone of the bestiality of
the ather ane, This ix one of the
finest works uncovered by the
Ttalian archaealogists.




rather, supernatural character (see fig, 80) This value contrasted with
the original teachings of the Buddhs, who had constantly reminded his
disciples that he was merely & man, It suited, however, the new nearly
theistic onientation of the Buddhism of the Great Vehicle { Mahayana),
which maintained the salvationist, or soteriological, quality of the Bud-
dha on both the personal and the utilitarian level.

Mathura, instead, utilized the body and aspect of the yaksha, a lesser
divinity, conferring on it the signs of the Mahapurusha, but in a differ-
ent form. Thus was originated the type ol the kapardin Buddha that has
& coil-shaped protuberance (the derivation ol the name) at the Lop of
the skull where the texts say the ushnishis was. The artists of Mathura
-also adopted the nimbus and even made it larger—which shows that to
them, 100, the Buddha was much more than a mere human being.
However, the values of the image of Mathura are very different [rom
those of the image of Gandhara. In the latter the divine, Greek aspect
together with the Indian signs of predestination permitted the artists to
express both the increasing metaphysical value of the Buddha (gradually
identified with the Law he had preached, which had consequently be-
come transformed into the essence of the universe) and his human na-
ture in a synthesis that was perfect and easily comprehensible to all who
were even slightly aware of Greek culture and of the basic principles of
Buddhism. In the Buddhes of Mathura, however, this conception is
confusedly expressed because the stress is laid mainly on the aesthetic
values that gratified the Indian taste. This is another reason why it can
be inferred that the decisive tum toward anthropomorphism taken by
Buddhist iconography was brought about by the anthropomorphic
Hellenistic Greek tradition and the possibilities the yavanas had of
creating an image that reflected the values expressed by the meaningful
symbals, employing means offered by a tradition alien to the Indian
one within a composite culture, In the days of the victorious Kanishka,
the most famous Kushan king, who ascended the throne in A.p. 128—
or, at least, in the first halfof the second century—the anthropomorphic
image of the Buddha was already widespread, as is evident from the
coins of this sovereign: on the reverse side of these coins the clearly
Gandharan image appears witl the Greek letters BOA40,

Oniee the aniconic tradition was discontinued, the narrative tendeéncy
burst forth: It drew its sustenance from Hellenistic Roman elements, as
Hellenistic sculpture first and Roman sculpture later, and to a much
wider extent, developed the same rendency, though for different pur-
poses. Yet, unexpectedly it is the stone phase, in which the historical
and legendary narrative is predominant, that most clearly shows the
contrast between the Classical and anti-Classical forms. Originating
with Parthian or Kushan taste, the anti-Classical forms finally prevailed
in the cult steles where there was no narrative element (see fig. 91).
Their stocky, powerful images of exceptional expressiveness are rigidly
frontal and must therefore have been appreciated by the ruling clisses
of the Kushan empire. There can be no doubt that the Kushan aris-
tocracy contributed a great deal to the development of thar quality of
heaviness and somewhitl grim uniformity (even with the original poly-
chromy) that characterizes much of the early production. There are,
indecd, stylistic variations due not only to chronology but also to the
development of individual *workshops’ and smaller centers, but on the
whole the Gandharan production evolved uniformly with canons thit
rebounded—except for a few minor variations—throughout its ares of
expansion: Yet the most beautiful and least Classical steles are those of
Kapisa, one of the largest Kushan centers. On the evidence of these cult
images, we are in a position to say that ground Kapisa (a region cor-
responding to that around modern Kahul) there developed a local, in-
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98.. Fragment of a stucco com-
pesition from Headede, Perlaps
[ifth cenmury A, Kabul Mussum
A group of princes, or gods, and
montks iz adoring the Buddha,
Note the positlon of the headless
monk at the left, who is clutehing
his habit like the so-called Lateran
Sophocles. The postures of the
other figures and the drapery
resemble those of Raman figures
of the Trajan epoch, particularly
the figures on sarcophagi.
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dependent trend | likewise we can say that the school of the upper Swat
river valley, which also tended to rigid formis In some of its phases, may
be considered & marginal, provincial branch of Gandharan art (5ee figs.
92 and 97).

The Classical component, anthropomorphic iconography, and the
historical narrative tendency borrowed from a religion in which man
wis the center brought about the abselute predominance of the human
imape in Gandharan art, but not to the exclusion of touches suggestive
of setiing and landscepe and indicative of perspective. The artists of
Gandhara: were ilways forced to create particular spatinl effects and
compositional structures, which, besides revedling remarkable inven-
tivencss, are proof of a surprising abilily to vary the conception of
space. Many of the sculptural panels were meant to decorite stupas—
solid domed monuments which were at once architectural projections
al the universe and reliquaries or, rather, ¢cenotaphs made sacred by
small relics of the Buddha or, for lack of these, by sacred texis magically
identified with his essence. Charged with symbolic values, the stupas
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99, Mead of the Buddha. Stmceo.
From Hadda, finrtli or fifth
centiery An, Kabu! Musesum

Thix extraardinarily pleasing head
conveys barh the Buddha's sorenir)
and the intimagy of his reflection.

were honored by the faithful with the rite of clockwise circumambu-
lation, or pradakshina, performed along an appropriate path, with
meditation on the various panels representing episodes in the life of the
Buddha or edifying scenes that wene erected along the route. For this
reason, the perspective and itfusiomstic effects elaborated by Greece in
order Lo preserve the “validity' of the images or architectural struoctures
(very tall columns, for example), and consisting in corrections of the
visual distoriions caused by height or by being viewed from a distance,
were utilized and perfecied o create narrative compositions that would
counteract the movement of the viewer. Thus was originated a par-
ticular perspective, based on trompe 'oecil and inexistent elsewhere,
that may be conventionally defined as ‘rolating” perspeclive. Because
of the one way direction of the viewer performing his pradakshina, the
Gandharan artists studied a series of devices through which it was pos-
sible 10 aitain an Wusionistic rotation of the scene, which consequently
always appeared lively and valid to the circumambulating faithful, The
images were made so that a side view brought to the fore details and

100, Head of the Buddha, Terro-

catfa. From FHadda, foureh or i

cenfry A0, Kabiwl! Musenn

{ visrionT of the precedme Aieure
with fewer Classical ¢haraeter-

ixifes, despite the Greek profile.



figures which, if seen from the front, seemed secondary or, at least,
different and which became transformed with the believer's progress,
although the scene remained consistent and plausible from all stand-
points in an angle of 160 degrees. Obviously. since they were panels
rather than mmages in the round, the devices necessary Lo obtain this
effect required careful—though empirical—study of the relationship
between the figures and the background and of the angle of certain
details (the Buddha's nimbus is no longer flat but forms a dihedral angle
whose bisectrix is slightly obligue in relation to the background surface).
They also demanded a calculated deformation of the facial profiles so
that they would present a different vision as the Faithful walked on.
These characteristic effects; which can also be seen in a series of photo-
graphs, are neither frequent nor infrequent in Gandharan' art and
demonstrate the exceptional technical ability of the sculplors and the
originality of their achicvements, revealing, besides, a determination
to make the best of all the means at their disposal i order to render
their creations as suggestive as possible. Perhaps something similar was

[
101, Head of a man, Terra-cotin,
From Ushikar [ Kashmir ), seventh
or efghtlh century A.D.

A very expressive barbarian type.
The moustaches of this head show
the partition thar leaves the centraf
part of the upper lip hairless.
Vaguely reminiscent of the Gallic
Hellenistic Roman types, if proves
thar in a mingr school, such as
that of Ushkar, the Hellenistie
influence survived 1o & very late
date,

developed in embryo by the artists of Bharhut in some of their com-
positions. The merit of fully developing this technique belongs, however,
to the sculptors of Gandhara, who interpreted their art as a powerful
mediem of religious edification and formed a troe ‘civilization of images”
within the limitations of the technical, psychological, and circumstantial
conditions of the time. The presence of isolated statues, strangely
fattened and asymmetrical in Facial structure, such as the so-called
Athena that Harald Ingholt believes to be the goddess Rome (fig. 87),
atiests to a similar pursuit, as these images were no doubt meant to be
viewed from & distance and from below, Ingholt bases his opinion on
the similarity to a figure of a divinity inscribed with the Greek letters
PrOM, the Iranian form for P2M, and represented on the reverse of a
coin of a Kushan king, Havishka [Gandharan Arr in Pakistan, New
York, 1957, no, 443, p. 168), The strong deformation and conspicuous
asymmetry of such statuss served partially to rectify the perspective
distortion consequent upon the elevated positions in which they were
siruated. Scientific notions of optics were extremely limited at the time

91



I*:

(as they were in the West also) and were, furthermore, marred by many
nusconceptions: Gandharan art is, therefore, all the more noteworthy,
despite its empiricism,

The artists of Gandhara had their own precise and strong will in terms
of an, which—as far as the stone phase goes—is manifest in partin the
consiant contrast between Classical and ano-Classical forms. Thanks
to these characteristics the Gandharan phenomenon is valuable also as
& term of comparison for a8 whole series of problems bearing on the
artistic evolution of the Classical world. After anticipating some solu=
tions that the West was to adopt in the late antique and Byzantine
phases, the art of Gandhara once more turmed to the Classical illu-
sionistic forms, marching in the opposite direction from the Wesi,

e

where, for-all its glory, the old but by now exhausted tradition was
finally rejected. Industrialization and the depletion of the schist and
phyllite quarries cannol alone account for the return, with the stucco
phase, of the classicizing Hellenistic Roman forms. Notwithstanding
imevitable alterations, a taste borrowed from the Westand fully accepted
persisted, even though various direct and indirect components—Helle-
nistic, Graceco-Parthian, and Graeco-Bactrian influences, as well as that
which had been brought by trade with Rome—intervened in its forma-
tion. Obviously, not all the elements stemming from the Hellenistic
background of the region or suggested by the diffusing Mediterranean
area that contributed to keeping the Classical component alive were
welcomed. The immense figural wealth of Hellenistic Greek and Roman

102_ Head of a deva or perhaps
a Bodhisartva, Polychrome stucco.
Place of origin unknown | pos-
sibly Taxila). Fourth or fifth
century AD. Museo Nazlonale
d"Arte Orientale, Rome

One of the finest works of the
caroplasis of Gandhara, this head
preserves the purity of the Clas-
sival profife, despite the typical
exophthalmos and the treatmens
af the arched evebrows, The
erownshaped turban, though
rich, ix rendered with great
resirainy.



art did not overwhelm the artists of Gandhara, who were ready to
accepi only some elements or principal aspects, immediately adapting
them to the locil demands. The presence of (lassical compositional
patierns 15 evident, and the well-known exemplaria of the treasure of
Begram (Kapisa) show that the sculptors (see figs. 114 and 115) and
coroplasts of northwestern India and castern Afghanistan could draw
directly from valuable Alexandrian sources. Figures typical of the
Graeco-Roman iconography in Gandharan works of art reflect a senies
of transformations in their original meanings, and sometimes surprising
and clever adaptations. Each Classical igure underwent a radical change
when it reappeared in Gandhara, even if it was absorbed for Its original
characteristics (whether religious or iconographic), which accounted
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103. Head of a donor or a deva.
Painited stucco. Fourth ar fifth
century &0, Central Museum,
Lahore

The well-greservid vivid cofors
make this head especially inter-
esting as a clue to what stucco
works really looked like. Though
Classical in style, especially

in ity profile, the predominant
colors (gold, black, red) make it
unseswal, I is evideny that vivid
colers were wsed in the decoration
of the stupas to enliven and
brighten the dull, standardized
archirectural sirucures.

For its presence in a world completely different from the one that it was
meant lor. Although the artists must have been well aware of Classical
mythology and the iconography pertaining to it, these characteristics
fmally supported or expressed new religious and symbolic meanings.
Thus, the Buddha took up the aspect of Apollo for the purposes and
under the circumstances already mentioned, while his companion
Vajrapani (see fig. 97), the bearer of the thunderbolt which symbalizes
the magic power of the Teacher, sometimes looked like Zeus and at
other times like Herakles, because the thunderbaolt had been stylized
into'a rod. Sometimes he even wore the skin of the Nemean lion,
Occasionally, for being the gusrdian and the ‘secular arm' of the
Teacher, he was represented in the guise of a Romum lictor.

Thus Gandharan art is not a dully eclectic figurative trend but a varied
one Lhat involved choices in style and composition and also in iconog-
raphy. Different courses of thinking, contrasting interpretations, and
complex choices Tule out the possibility that the sculptors and coro-
plasts. of Gandhara were all mere artisans. And this 1s precisely the
point that must be made in order to pass an objective judgment on the
artistic phenomenon in which they shared. Practically the sum total
of the data at our disposal seems to demonstrate that the Gandharan
current differed—despite its duration and extent—{rom any other similar
phenomenon of non-Mediterranean Hellenism and that, for all ns
classicistic component, it was a trend in its own right, rdch in original
ereativeness. Gundharan art may be called eclectic and semi-Classical,
especially in terms of sculpture, but, first and foremost, it is art. As such
it must be regarded and evaluared.

In terms of architécture, the problem of the Classical suggestions and
of their adaptation must be viewed in o different light. The remaining
architecture is almost exclusively religious and almost all Buddhist.
Consequently, the Classical elements—techmcal or otherwise—had to
be adjusted to a fundamentally diferent social structure and to satisfy
requirements which involved a thorough transformation of the archi-
tectural values, rather than & mere adaptation. The most important
exigency of Gandharan architecture was to satisfy the demands of the
cult Its formal evolution occurred. hot because ol dissension between
Classicism and anti-Classicism, bot along the lines of the changing
religious sentiment. Thus the stupa grew more vertical with increasing
mysticism—as did the Earopean Gothic style—even though the vanious
techniques did not keep pace with the new necessities. On the other
hand, there was nol a consiant preoccupation with the durability of the
structures, which were very often votive objects. This indifference is
demonstrated, among other things, by the frequent reuse of materials
belonging to other, crumbled constructions and especially by the habii
of cutting out and reversing pancls that had already been carved on one
side, reemploying them for restoration or brand-new constructions. The
economic precccupation is apparenl—saving on the materials, speeding
up the work with materials available on the spot. and eliminating the
costs of transport; but also evident 15 the Frailty of the buildings, Tor
reemployment occurred affer & very briel lapse of time, Indeed, the
scenes represented on the two sides of 4 panel are sometimes by the
same hand. Thercfore, apart from exceptional cases, the architectural
structures were not made to last or (o become landmarks of aruste
evolution, por even to stand forever within 4 natural ambience, Onece
the votive structure had been completed it had served its religious pur-
pose, and that it crumbled or was demolished did not matter. As for the
colossal works, more carefully buill but equally frail because of inade-

guacy of technique, they were constanily exposed to the overflowing ol

streams and rivers and to frequent earthquakes, to say nothing of the



damage they suffered at the hand of man: Under the circumstances; it
1s possible that the Classical component caused rock-carved architecture,
of which the Indians were very fond, to be set aside in favor of *built’
architecture, which, however, never became predominant. In the
creation of particular structures, such as stupas, which have no interior
space, the Classical component, if it survived at ull, was of necessity
deeply altered. Octagonal motifs and round towers at the comers of
large civic buildings may be signs of Western influence of the Roman
epoch. They are not, however, of basic significance in Gandharan
architecture nor in the leanings that prompted it. The Classical com-
ponent is more evident in the non-Buddhist, heterodox monuments,
which are in practice adaptations, Iranian in type, of Hellenistic Greek
structures, In any case, any really typical Roman feature was adopted
with great difficulty by Gandharan artists owing to the stress Roman
architecture laid on interior space. Thus the temple of Jandial, at Taxila,
is distyle in antis, modified to meet the needs of a non-Greek cult. Surkh
Kotal, the dynastic temple of fire, which has already been mentioned.
recalls Hellenic models, but in structure and in the gigantic dimensians
of the access staircase seems altogether anti-Classical. Instead, Helle-
nistic derivation is manifest, at least in terms of ground plan, in some
large Buddhist complexes, such as Takht-i-Bahi, Mokhra Moradu,
Jaulian, and Loriyan-Tangai, where the main stupa stands out between
two detached side structures, one containing the chapels and votive
objects and the other the dwellings of the monks. From this framework
develops the Greek sense of volume and the particular spatial treatment
which reduces the stupa itself to a massive element enclosing an intan-
gible space and, with its rounded dome, emphasizing the surrounding
buildings

On the whole, however, Gandharan architecture is solely Gandharan,
that is, autonomous and independent of foreign influence, bound to
the demands of the cult and a deeply religious socicty which had nothing
to do with the traditional Hellénistic world. Unlike Greek architecture,
it tenided upward, as in the gradual evolution of the stupa, which from a
round plan changed to rectangular or cruciform plans two or three
stories high and surmounted by cleverly built wooden structures that
have disappeared with time, The stupa founded by Kanishka at Sha-
Jiki-Dheri, near Peshawar, had a cruciform plan with a maximum
width of about 280 fect; its stone structure was about 250 feet tall, but
the wooden superstructures that formed thirteen ambulatory terraces
made it reach a height of about 625 feet. Fa-hsien, one of the great
Chinese pilgrims who went to India, the Holy Land of Buddhism,
described the stupa of Kanishka as the tallest tower in the whole of the
Jambudvipa, that is, in the whole Indian subcontinent, This gradual
verticalization, however, occurred alongside rather heavy ornamental
elements adorning the exterior surfaces in a manner comparable to the
Baroque and probably borrowed from Parthian Iran. The use of
acroteria in the shape of step pinnacles, of undulating festoons, and of
diverse moldings, besides revealing a mixed component that could be
generically termed ‘Western," shows that the artists had no interest in
accentuating the verticalization of the buildings by optical devices. The
upward thrust is never as evident as in the European Gothic style, not
only because of inadequate technical knowledge but also because the
artists chose to use the ormamental repertory at their disposal in their
own fashion.

As for painting, the remaining traces in the geographical area of the
Gandharan current are too scarce to permit judgment. Side by side
with a Buddha from Hadda, which might seem to be derived
directly from the Romun and Byzantine West. but which is, in

104. Head of the Buddha. Painted
stucco, Fourth or fifth century

AD. Central Museum, Lahore

The deep black hair, bright red
lips, the urna between the brows,
and the red lines around the
eyelids that emphasize the glance
are further proof of the pursuit of
expressiveness of the Gandharan
coraplasts.

fact, a painted repetition of the frontal images already existing at the
time of Kanishka and later developed in the Kapisa steles, are winged
eroses, also from Hadda, which are the most Classical imaginable,
despite allowances for the local taste. Similarly, the Buddha figures in
the vestibule of Group G a1 Bamiyan belong to the same stylistic vein
and bear the same figural conventions as the painted Buddha of Hadda
and the corresponding images produced by the stone-phase sculptors.
This fact shows the prolonged duration and the success of antl-Classical
images and stylizations, for the paintings of Bamiyan are comparatively
late. The only substantial series of paintings that can be attributed to
the school of Gandhara, but that were for the most part destroyed by
accident, is that of Miran (see figs. 157-161), & Buddhist center on the
southern branch of the silk routs, about 150 miles from the Chinese
imperial boundary, Thus to find extensive documentation of the pic-
torial activity of the school, one must leave the Gandharan area and
penetrate deep into Central Asis. The Miran paintings, signed with the
name Tita, a Prakritic variant of the Latin name Titus, were probably
executed by an artist trained in a "workshop® or artistic milicu respon-
sible for some of the most beautiful known “rotating’ perspectives.
Above all, however, the paintings of Miran are the uneguivocal indi-
cation of the Gandharan diffusion in Central Asia, and they will there-
fore be dealt with under that beading.

The minor arts, goldwork in particular, offer several pieces of remarkable
archaeological interest. Some, such as the golden reliquary of Bimaran
and the gilded bronze one from the stupa of Kanishka, have helped to
establish a possible internal chronology for the school of Gandhara;
but jewelry proper, such as that of Taxila (see fig. 95), belongs to s
mixed Gracco-Indo-Iranian production, in which diverse componénis
are fused mio a new style, at least within the limitations of a minor art
the purpose and essence of which is its use. A better and more complete
understanding comes from the examination of the jewelry reproduced
in sculpture (see fig. 83), for the jewelry of Gandhara is not linked only
to Indian typology, Iranian models, and other sources of inspiration
which may pass as Hellenistic Greek and are very rare in sculptural
representations (decidedly not imaginary). The evidence of the stone
and stucco images shows also a Scytho-Sarmatian component linking
this production to the remote original Central Asian birthplace of the
Kushans, the uninterrupted relationship that all the powers ruling over
the area of Gandhara kept with Central Asia, and a more frequent and
extensive commercial cxchange than the stylistic and evolutional
autonomy of Gandharan arl might suggest. On the other hand, the
small metal sculptural production that is the very essence of the art of
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105. Two sratueties, one of the
war god Kartiikeya and the other
of the four-armed Vishae with
biis foner ateributes. National
Museum, Karachi

The figure of Karttiteya can be
identified by the spear and by the
bird he is holding in his left hand;
it is the prorotype of Vishou and
of a production that wax to
develop fater. Foumd in the Dar-
nika Rajika of Taxila, it belongs
to the period when the influence
of Kasfmir was predominant
and can be dated in the fourth i
LERiry A,

The statuette of Vithmu, alse from
Taxila, can be dated in the etghth
cenpury. Ji shows the god'E four
characteristic attribuies—ihe
lotis (padma) i his right upper
hand, the shell (sankha] in his
left upper hand, und the staff
(gada) and the wheel (chakra)
i his rwo lower famwds, In The
Development of Hindu Iconog-
raphy (Calcutta, 1956, p. 9,

Ji N. Banerjee notes that the staff
is similr ro that of a rather classic
characrer on aseal, believed to be
Epluthatite, and to the Images on
the eoing of Manes. He also re-
misrks that, apart from the staff,
ihe figure reechoes Gandharan
leonagraphy, The sivle, hawever,
fa very different. As is evident,

the persistonce of the Guanidharan
Influence was far more enduring
them might be expected. On the
conirary, e preparation for the
enedivved Hindu stvle war ex-
tremely remate in time. The half
figure emorging from the bhase
probably represents the goddess
consort of Vishny asximilated to
the earih,

the porthern nomads (m other words, of the art of the steppes) always
had such a force of expansion and penetration that, for a long 1ime, it
influenced. the sculpture ‘and the svmbolic and decorative motils of
entirely different artistic milleus pursuing discordant ideals, The fact
that it influence on the better Gandharun work was limited to jewelry
and otherwise shows only m the minor details of some rare sculptural
compositions reveals how unreceptive the Gandharan current in stone
and stucco was to the figural emanations of the steppes. This is another
sign of the vitality and stylistic consistency of this school. It also attests
ta the difference between the so-to-speak minor production and rthat

permeated by the Buddhist doctrine or, al any rite, associdted with
religion, which was an entirely different matter in taste and worth. In &
sense, the Graeco-Buddhist—or, rather, Indo-Greek—culture of Gan-
dhara assumes the aspect of a hegemonic culture dominating over a
still_ active cultural sedimentation partly derived from the ancient
traditions of the nomads, Originally, in fact, the creators of the Kushan
empire were nomads —Indo-Europeuns of Scytho-Sarmatian stock—who
ussimifated the Graeco-Iranian culture of Bactria, mixed with the local
population, and re-created an independent civilization of which the
so-called art of Gandhara is the artistic expression.



6. The School of Mathura

hy Calembus Sivaramamur

The Kushan empire was huge, extending fram beyond the northwestern
frontier to near Pataliputra. Just as Gundharan art marked a phase of
Kushan in the Gandhara region, the school that developed the indig-
enotis style m the area of Mathura was distinctive. A seat of great
artistic activity, Mathuri produced numerous sculptures, which have
been found in several places: some of themn are very famous, The carly
Bodhisattva type of the Mathora school, which is particularly thickset
and heavy and forms a conirast 1o the Gupta Buddha, has a clean-
shaven head, lacking the protuberance of the ushmisha which is so
characteristic in all later representations. In Gandharan sculplure the
ushnisha is of two types, the bundled-up knol and the bump on the
head covered with curls as over all the rest of the head, but when it
appears somewhat later at Mathura, the ushmisha iz at first a single
dextral curl twisted on top of the head almost like a cone; the most
famous example of this lype is the Buddha from Katra, lanked by two
Bodhisativas. This important type has other examples from Ahich-
chhatra almost identical in form, one of which is inscribed.

While in Gandharan sculplure the Buddha has only 2 simple circular
halo without decoration, the halo in Kushan sculpture, though simple,
has a scalloped edge. The treatment of the drapery, however, is nearer
the Gandharan mode, with a stress on folds which are arranged i a set
patteri, In later Gupta sculpture, the treatment ol drapery sometimes
conlinues, or resorts Lo, the simpler method of suggesting the garment
by the hem of the robe, avoiding the folds.

In this early phase of Kushan art, the Bodhisativa. as the Buddha is
siyled, is somewhat stifl and straight with the left hand on his waist and
the right raised in the abhaya mudra, or the protective gesture. Even in
the case of conventional Bodhisativa figures like Maitreva and others,
the disposition of the hands 15 similar. In the treatment of the legs the
sculptors have lelt a vacuum and tried to fill the space between them by
introducing the motif of a lion or something of the sort. The famous
images of the Bodhisattva dedicated by Frinr Bala in Sravasti, Mathura,
Sarnath. Maholi, and other places, each with an inscription on the
pedesial describing the dedication of the image, are typical of the early
type of Mathura Buddha.

In the case of Jain Tirthankara images, the chest being bare, the srivatsa
mark is prominently incised. This auspicious symbol, which changed its
form over the cenluries, appears in its early type in these Kushan
Tirthankary figures.

Apart from individual representations of single Tirthankaras, there are
composite types; or Chaumukhas, four Tirthankaras facing the car-
dinul directions on the four sides of a slab. Invariably the aesthetic
quality in the representation of a Tirthankara is definitely low.

On the other hand, the treatment of yakshis, like the famous ones from
Bhutesar (see figs, 106 and 107), or the damsel currying & platter and
pitcher suggesting food and water carved in the round in the Bharat
Kala Bhavan at Banaras, or those in relief in the Matbura Museum, is
extremely beautiful,

The Bhutesar yakshis, which are the most elégant, are on rail pillars
recovered from the site after which they are known. Two of these are
in the Mathura Museum, while the other three are in the Indian
Museum, in Calcutty. Of the [ormer, one holds up a jar full of wine with
a cup covering the mouth of the vessel, and the other hand holds a
bunch of green mangoes (fig. 106), The wine jar suggests 8 moonlit
night when the drink is enjoyed. offered by the lover or to the lover on
the terrace, with the lunar disk mirrored in the liquor. The lruit sym-
bolizes spring, the season when mangoes blossom and set. The conno-
tations are extremely poetic and charming. In the other carving in the
Mathura Museum (fig. 107), the yakshi emerges from the bath with her
apparel half revealing and half covering the lovely contours of her body,
recalling the poetic idea that feminine charm is heightened by only a
partial revelation of beauty.

The three rail pillars with yakshis from Bhutesar in the Indian Museum
in Calcutta include one with a dryad conversing with & parrot (fig. 108),
her face lighting up with & smile a8 she inguires whether the bird, her
lover's favorile, remembers him. The caged bird is taken out and
perched on the shoulder to whisper its reply in her ear. The other two
figures show the damsel adjusting her necklace (fig. 109), in one case,
and tugging at her dress, in the other, In both cases they cross their legs
in & restless attitude, awaiting the lover as a longing love (utkhanthita),
In all these rail pillars, & loving couple, a dampati, cach in & different
attitude, is shown on top, the lover always appreciative of lus beloved’s
charm and helping her by holding the mirror while she aderms hersell
as described by Asvaghosha in 8 poem, Saundaranandd, in the context
af Manda's help to Sundari at her toilet, and in several other similar
loverly situations.

Invariably the yukshi is draped in diaphanous apparel that aimost
creates the impression of nudity, The jewelry (see fig. 108), somewhat
heavy but elegant, s characteristic of Kushan art; the broad necklace,
the heavy earrings, the muliiple bracelets, the elaborate girdle, and the
beavy anklots jingle as the wearer moves.

The outstanding Kushan sculpture in the National Museum in New
Delhi presents a Bacchunalian scene on one side and a more interesting
episode on the other, The drunken revelry depicted (fig. 111 1s intended
to introduce a courtesan in a courfesan's mansion (vesavasa), where a
charming damsel, a dinseuse, is plied with wine by a girl sttendant,
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106, 107. Yakshis. Rail pillars
Sram g Jain stupa, From Bhuresar,
Mathura (Uttar Pradesh).
Kushan, second century KD,
Museum of Archaeclogy, Mathury

and as she drops down drunk, she is supported by a youth, one of the
many rich patrons of the house. Close to the distressed figure is an
elderly courtesan, a Kuttani. a clear picture of old age, who once pos-
sessed the charms and wiles usual wilh girls of the vesavasas,

The roverse shows a scene of u lovely damsel moving away from a
couple of youths who are following her (fig. 112), That she is rich 15
suggested by the umbrella held for her by her female attendant. The
significant detuils of thiz sculpture are that the damsel’s anklets are
pulled up to prevent their jingling and that her upper garment is pulled
over her head 1o cover her flower-decked coiffure, The scene vividly
recalls the first act of the Mrichchhakorika, where the courtesan
Vasantasena, the famous beauty of Ufjayini, hurried home at dusk hotly
pursued by the fool Sakara, the brother of the king's wife, and his
friend the Vita, a man of taste, & nagaraka. Out of pity for her the Vita
suggests that she throw away her anklets and flowers as the sound of
the former and the perfume of the latter betray her even in the darkness
of the evening us she tries to escape from her wicked friend: kamam
pradoshatimirena na drisyase tvam, saudaminiva jaladodarasandhilina,
tvam suchayishyati tu malyasamudbhavoyam gandhas c¢ha bhiry
mukharani cha nupurani. The positon of the anklets and her attempt
to cover her briud as if 1o conceal the perfume, as she hurries pway
from Sakara, depicted following her, clearly suggest that the damsel is
the courtesan Vasanlasena: this impression s strengthened by the
vesavasa porirayed on the reverse,

The most important early representation of Sri Lakshmi, now in the
Mational Museum in New Delhi, is of the Kushan period from Mathura
(Gg. 110), She stands amid lotuses issuing from a bomming vase
(purnaghuta), pressing her breasts to assure plenty and prosperity, by
the provision of payas, meaning both milk and water, both as & mother
goddess and as a river-goddess personified, There are peacocks on the
back to suggest joy. Her happy mood betokens prosperity, and her
pearly teeth, peeping between her vermilion lips, remind one of Kali-
dasa’s description of the charm of the vakshi with teeth like jasming
buds,

The carving of lsisinga on a rail pillur in the Mathura Museun ex-
presses a pensive mood. It illustrates the slory of the ascetic boy who
was completely unaware of the fundamentals of life and never kiew
aboutl even the existence of women. Furthermore, it caplures a mood
rarely effectively depicted, as in the smile of the Mona Lisa. OF equal
interest is the Yaksha Kubera, the lord of wealth, now in the National
Museum in New Delhi especially for the treatment of the hair in lovely
wig-shaped curls, well-trimmed moustaches, sleepy eves, and a peeping
row of leeth suggesting an indifferent smile.

108, Yakshi ralking 10 her pet
parrof, Rail pillar from Bhwtesar,
Matlra. Kushan, secand cemury
A.D. fiddian Museum, Caleutia
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109, Yakehi adorning herself.
Ratil pillar fromt Bhutestr,
Mathura. Kushan, second century
A.D. Mndian Musewm, Calcutta

(i
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110, Sri Lakslani, From Mathura
{ Urtar Pradesh). Kushan, firsi-
secand century A.D, National
Mureum, New Delhi

Standing amid lotuses and pressing
her breasts, the figure suggeris the
mather nourishing the children of
the soil with pavas, meaning both
warter and milk. The concept also
inclutles the river-goddess ar a
maother.
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There are several Jain Avagapatas from Mathura of this period. The
inscribed Avagapata dedicated by Lonasobhika is especially noteworthy
for the representation of a Jain stupa which in all its details closely
resembles the Buddhist type. The Avagapata representing Arya-
bhagavati has for its principal figure the typical goddess of this period.
The Jain auspicious symbols are prominently shown on another
Avagapata with the Tirthankara centrally composed in a ¢ircle which Is
the common limb of four Nandipada symbaols.

Western influence is occasionally seen in the Gandharan school, as in
the sculpture of Hariti in the Mathura Museum. But usually Kushan
sculpture from Mathura is free from it. Some Kushan Bacchanalian
scenes, however, and the Herakles and the Nemean lion now in the

Iir

{11, Drunken courtesan, helped
by a youth and attended by a
young female servant and an
elderly courresan, Back of a panel
Sfrom Mathura, Kushan, firsi-
second century a.D. National
Museum, New Delhi

The subject of the scene may be
the courtesan Vasaniasena, an
episode from whose story is
represented on the front of the
panel (fig. 112).

Indian Museumn i Calcutta clearly show the influence of Gandhara,
In the portrait statueés, however, Lhe long coat and top boots and other
details reflect a different foreign influence, probably Turkomaun,
Kanishka's portrait statue is an instance for study, as is also the seated
figure of Wima Kadphises, both in the Mathura Museum. Fortunately
the inscription incised on Kanishka's coat clearly reveals his identity,
although the head is lost. A complete figure of the ruler can, however,
be visualized by a look at his portrail coins, which abound and which
closely resemble every detml in the sculpture.

The comage of the Kushans is particularly important for the artistic
treatment ol several deities such as the Buddha, the four-armed Siva
stinding in frond of his bull, Vayu (the wind god), the Moon, and the
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112, Front of a scuwlpture carved
an both sides showing graphically
the first act of the Mrchchbaka-
Lika, From Mathure, Kushos,
firstrecond century Ao, Nattonal
Museum, New Delhi

A beautiful courtesan, pursued

by an admirer, at the suggestion of
a friend removes the flowers from
her braid mud the anklets from
her feet, because they betray her
by their perfime and jingling in
the darkness,

{13. Skanda as Sakiidhara hold-
ing the spear. From Mathura.
Kushin, second century A.D,
National Museum, New Delhi




T4, Princesges ab an enfranee,
Tvary carving. From Begram
Kuesharn, secomd centtiey A,
Kabid Museumn

goddess of prosperity. The royal portrait and the goddess of prosperity
in this coin type have served as models for successive coinages, for
example, the Gupra, and they are of great aesthetic quality. Itis impor-
tant that these examples should be studied from the point of view of the
traditions of Kushan art

The architraves from Mathura in the Nanonal Museum in New Delhi
not only depict groups of worshipers and imagmary animals like the
dragon (makara) or Garuda, the latter with o peculiar human ¢ar decked
with rings, but are especially interesting lor details representing vehicles
such us the horse and bullock carriages of this period, provided with
windows on the sides with adjustable blinds. These architraves are from
a derelict Buddhist monument, bul others came from Jain structures.
The Jataka scenes represented in Mathura sculplure are sometimes as
interesting as they are humorous. The story of the deposed sovereign
of the birds, Uruka Jataka, m a rare representation; and the alkative
tortoise that paid with its life for being garrulous, Kachehopa Jataka,
cammot but provoke a smile, just as the monkey as a doclor recalls 4
similar sculpture cartoon of a dentist at Bharhut.

In Kushan iconography. of Brahmanical subjects in particular, thereare
some wvery interesting features to bo observed Ganesa not only is
depicted with a single pair of arms and lacks o crown, but is nude like n
baby. It is noteworthy that here we have, along with & representation at
Amaravati, the earliest form of the deity Surya, almost like a king
wearing 4 kavachia. or armor. &nd top boots, seated on his haunches
but with no lotuzes in hiz hand. His standing figure appears anly much
later in the Gupta period. Combinations of deitles in a row, usually
three or four, are common in this period at Mathura. They may be the
earliest forms of Ganesa, Gajalakshmi. and Kubera. all three deities of
prosperity, or Sankarshana, Vasudeva, and Ardhanarisvara, or the
more commen group of Matrikas, or Mothers, The standing Vishnu
has his right upper hand just resting on but not holding the club, which
in thus case 15 an enormous pestle rather than a shorter club, while the
lower left hand, thrust into the mouth of the conch, holds it down
horizontally, Karitikeva or Manmarha, or any deity for that matter,
wears a turban with an elaborate circular jewel (moulimani) rather than
a crown; except in the case of Sakra. Indra who visits the Buddha n the
Indrasailuguha. The Ekamukhalinga of Siva has theé Gice of the deny
with the eye along the forchead horizontally, which makes it look
weird, The youthful Kama, or Cupid, sagarcane bow in hand, looks a
princely dundy. One of the most charming Kushan heads 15 thut of
Ardhanarisvara in the Mathura Museum

The MNaga tvpe of figures from Mathura, with wine cup in hand, some-
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times represent Baladeva, who s described in the Mahabharata as
having snakes on his head and being addicted to drink; excellent
examples of this figure occur both in the Mathura Museum and in the
Musée Guimet. The Sankarshana-Vasudeva worship and the chatur
vyuhi concepl were very popular in the Kushan age, and Yisvarupa
forms of Vishnu closely answering the description in the Bhagavadgita
also occur.

As the Kushan empire was extensive, the style of a school in one locality
could travel to a distant pluce where a different tradition had evolved
and developed. Thus it is thal the Begram ivories (see figs. |14 and 115)
clearly show the Mathura type and style of workmanship, just as similar
figures are available from Taxila, like the carved wvory comb -and the
bone handle of a mirror, or some of the works of art from Central Asia
ol this period.

115, Ivory caskes. From Begram
Kushan, second ecentury A.D
Kabil Museum

Fhe delicate carving ilictrates
scenes of the feminine roiler.

The ivory carving of a damsel with an attendant. recovered from
Pompen, 15 an cloquent example of the Kushan carvers' dexterity in
workmanship. 1t also bespeaks an appreciative market abroad for such
elegant works of Indian art

The small reliquary of the Kushan king Kanmishka, recovered from the
Manikyala stupa at Shaji-ki-Dhers, is a fine example of metalwork of
the Kushan age. It is a mixture of Indian and European styles of work-
manship, The inscription it bears mentions the names of Kanishka and
the Greek craftsmun Agisili who made it. The lid of this casket shows
the seated haloed Buddha flanked by two Bodhisativas, while on the
cylinder there 1s a meandering garland roll supported at intervals by
eroses. Figures of the Buddha and Kanishka are introduced nt inlervils,
with o long frieze of geese with outstretched necks and extended wings,
recalling a sirmilar theme on Asokan pillars from Rampurva



7. The Classical Art of India:
From Amaravati to Gupta Times

by Calembus Stvaramamiirt

The Satavihana sovereigns, who ruléd from Pratishthana, concentrated
especially on the east, with their capital at Amaravati, when their power
with to some extent weakened by the inroad of the Kshatrapas, in par-
ticular by Rudradaman.

Rudradaman was the greatest monarch of the Kshatrapas who came
into conllict with the Satavahanas He s enlogived elogquently in the Gip-
nar inscription (see F. Kielhomn, ed., in Epigraphica Indica, VI, 1905,
. 2649} as having twice defented Satukarni, the lord of the Deccan.
The Kshatrapas ruled from Lijjmin and issucd coins with most artistic
portraits of cuch sovereign. The aesthetic quality of e Kshatrapa coins
spedks highly for this people’s taste, They even inspired the only por-
tiait coin of the Satavahana ruler Sri Yajnasatnkarnd, As characterized
in his imscription at Girnar, Rudradaman was well versed in several arty
and was u patron of art and hterature.

Fortunately. & few monuments thul bespeak the artistic activity in the
Kshalrapa realm are preserved for us, The facade of one of & group of
five caves at Kumbhalidha in Saurashira is rich in sculpture. On either
side of the gateway there are guardians surtounded by attendants and
in the background a garden of asoka or kadamba trees lnden with flow-
ers. The caryalid figures in the form of dwarfs that support the strucs
ture recall similar higures from the Nasik eave. This brings to mind
the caryatids that hold up the Pushpaka palace descnibed by Yalmiki in
the Ramayana,

Art centers abound in the Knshna Valley, as at Bhamuprolu, Jaggay-
yapeta. Gummididurru, Gudivada, Ghantasala, Goli, and Kondagpur,
to mention o few,

The most important monument Tor the study of Satavahana art in the
region of the Krishna Valley is, however, the Amaravati stupa. The rail
around 1t represents the perfection of the art of sculpture, Bui the mag-
nificent rail reached perfection in this art duting the tme of the nler
nronarchs in the fourth, or Rail, period, At that time both sides of the
riil were richly embellished with scenes Hlustrating Jutake staries,
Avadinns, and scenes from the Buddha's life (se2 fig. 116}, Here one
can observe an advance from the achievement at Sanchi, as the simple
lforms utilized there were eluborated and perfected in this phase. The
meotil of the garland-bearer oceurs at Mathura and in Gandhara, butl
it is only at Amaravatl thut this motif sttuins the highest quality. 1t i
interesting; also; to compare with the garland-bearers of Amarnvati a
similar portraya! of this peniod. but of Kushan workmanship, found
even in Central Asiain some of the murals recovered by Sir Aurel Stein
and npw preserved inthe National Museum in Mew Delbi. This pleasing
motif of garland-bearers perfected at Amaravatl continped 10 inspire
Iaver sculptors: as late as the ninth centiry 4.5, and even later, the
motif is continued in Pallava monuments, whence it has traveled beyond
Indin, and ocdun even in Javanese arl.

There are four sculplurdl periods which can be distinguished ut Amira-
vath, The earliest phase is contemporancons with Bharhul weulplure,
The second phise, which can be duted about am, 100, s exemplificd by
a sevies of caning shabs representing purnaghatas und the adoration of
the Tree and the Stopa. The purmaghat suggests the Boddha's bicth
andd bath. The lituses issiing Trowm this lurge decoruted vase sugpest wi-
ter From a brimming vessel, and (he pearby bath, The tree amd the stupa
stund for the Enlightenment and the death of the Buddha, The rows
of Tions and mrimtnas symbolize Sakyn Simhba, the llon among the Sak-
vas. os the Buddha was known, and the Buddhist Trinty {(the Buddha;
DMorm, the Liw; anid Somphul, respectively). Some of the slubs of the
second phase present the human figure of the Buddha for the first time.
This s about a.n, 10, Perfection in depicting the form of the Buddha
i%, however, yet to come,

The sl from Amaravatt, which was carved munly through the efforts
of the Buddhist sage Nagarjuna, dates from about A, 150 It is here
that the plastic art of the Satavahanak reaches perfection. The themes
are as many, the decortitive clement v as diverse, as are the différent
technicnl methods adopted by the Ruil artist to render the scones effec-
tively. Here for the first time lighter and deeper erching, differentiated
pluney, perspective and distunce, And Foreshortening ure sucoessnlly
intrenlueed,

Greater delicacy of carving and somewhat elongated figures appear in
the last peniod at Amaravati, Chaitya slabs dating from this penod and
depicting tie typical stupa of the Kridva Yalley abound (see fig. 118); a
whole series of them was wied to encase the drum of the main stupa at
Amaravall,

Amaravati sculptire from the rail s not only pleasing but most reveal-
ing. Some of the Jatakas and Avadanas bere depicied (lusirate cer-
Lin early texts, now lost, which Formed the source of inspiration for the
carvers, The story of Siki depicted at Amaravitd i hased, not on the
Sibd Jataka, buy on un early rext, now Jost, preserved for us in @ late
version in Sanskrit, that of Kshemendm's Avwlamakolpalata, Yet
another instince i which the early version of o exv inspired the
Amaravatl sculptors s the legend of Padumta Kumira, preserved in ane
of the Avaudinas of Kshemendrio

Same of the Jatakas depicted at Amaravatl, the Chhaddanta, Hamsa,
Champeya, Mandhata, and Vidhrapandita, for example, are well
known, But there ure others Gand interesting ones) which are less foaml-
igr and never portrayed elsewhere; an msinnce is the Lossa Jataka.
Amaong the swenes at Amaravati depicting the life of the Buddha there
are again some raré ones such as the episode in which Angulimala,
Sumane, and Jivaka counsel Ajatasatrn to visit the Buddha, and the
touchmg story of the devotion of Samavati. the saintly queen of Udaya-
ta, who suffered st the hands of her jealous co-wife, Magandiya. Sonme
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16, The subfugation of the ele-
phant Nalagiri, Medallion ona
vrossbar of the rall from the
stupa at Amaravail [ Andhra
Pradesh ). Satavahdra, second
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period ). Government Museum,
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of these appealing, rare incidents have heen repeated; one such scene
occurs on two medallions, in the British Museum and in the Madras
Museum. The most elaborate and pleasing portrayal of the Sakyas wel-
coming home the Buddha at Kapilavastu is from Amaravati,

Several Gandharan sculptures depict the attempts of Devadatta, the
Buddha’s wicked cousin, to destroy the Buddha, but no better carving
of this theme exists than the world-famous medallion from Amaravati
showing the subjugation of the wild elephant Nalagiri whom Devadatta
caused to be let loose (fig, 116), A synoptic method for the presentation
of events was used in the medallion. The right half shows the furious
elephant driving terror into the minds of those caught unawares in the
royal highway and even of those safe in their balconies above, while the
other half shows the animal calm and subdued, kneeling reverently at
the feet of the Buddha.

One of the great masterpieces of Satavahana art of the last period at
Amaravati is the group of four women adoring the feet of the Buddha.
In this pleasing compaosition, the body contours of the women and the
disposition of their limbs suggest a mood of intense devotion combined
with natural feminine bashfulness. _

The Satavahanas were of the Brahmanical faith and performed various
Vedic sacrifices, but they were tolerant sovereigns who paid equal
altention to other faiths, 1t is this that accounts for the flourishing state
of Buddhism, But the great artistic output of the mid-second century,
observed mainly in Buddhist monuments, should not be construed as a
neglect of Brahmanical institutions: The famous image of Siva on the
lingam at Gudimallam is an example of very early Satavahana art repre-
senting 8 Brahmanical deity. It combines the Vedic concepts of Agni
and Rudra (Fire and Fear)—the latter as Ushnishin according to the
Rudradhyaya of the Yajurveds—and the Yajamana, or Sacrificer, from
the ashtamurti concept. Allled to the early yaksha figures, this image of
Siva, along with the Sivalings from Bhita, throws great light on the
earliest phase of Saivism.

The lkshvaku rulers who succeeded the Satavahanas in power continued
the earlier traditions. Yet the slim and slender figures which characterize
this period are adorned with some new forms of jewelry such as the
long and pleasing yajnopavita, or sacred thread, entirely made up of
pearls, and the crocodile pattern (makan) used as a decoration for the
feminine coiffure. Like the Satavahana monarchs, the lkshvakus be-
longed to the Brahmanical faith, but some of the princesses of this
tolerant royal house were worshipers of the Buddha. The lenience and
munificence of the royal donors assured an efflorescence of art in the
Sniparvata era.

The sculptures of Nagarjunakonda, Gummididurru, Goli, and Ghan-
tasaly are in the style of the fourth period of Amaravati,

Not only familiar scenes but several of the rare depictions at Amaravati
are repented at Nagarjunakonda. The arrangement and composition of
the figures is almost identical. Though by A.p. 100, depiction of the
Buddha in human form had become accepted al Amaravati, the sym-
bolic representation continued alongside it The flaming pillar, sur-
mounted by a wheel and trident, or trisula, as a symbeol of the standing
Buddha which occurs at Amaravati Is repeated at Nagarjunakonda,
sometimes even in identical scenes like the subjugation of Nalagiri, This
significant symbol, it is interesting 1o note, has traveled far beyond the
present Indian border into the northernmost parts of Kanishka's empure,
and m a Central Asian wall painting the flaming pillar symbaol is por-
trayed on the Buddha’s physical body itself, & curious combination.
Maya's dream and its interpretation, the birth of Siddbartha, the prince
divesting himself of his ormaments, the overcoming of Mara, the meet-

117, Yakshi or personified Sri
adarming hierself under a celestial
pree fn g kudu arch. From Amg-
ravati, Satavahana, second

reenfury a0, (fourth peried).

Governmen! Museuwm, Madras
The tree and the feminine figure
tdentify the subject ax Sirf and
Vachcha, here regresenting the
Srivatsa as a yymbol of Sri.
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JI8. Stupa of ihd Krishng Valley
type. Stone slab from
Nagarfiunckonda { Andhre
Pradesh ). Tkshvaku, second-third
century Ay, Netional Museun,
New Delhi

The scenes from Jatakas and the
fife of the Buwddha, in particalar
the prominent depiction of the.
slory of Manilhara in the center,
the Hon-guarded gateways, the
five pellars of the avaka fype
(each group of five faces one of
thie cardinagl poiiis), the adoring
celestials above, and the devotees
o earth providing floral offerings.
are sotewortiy.

119, Siddhartha kept amid
pleasires in the harem, Panel
from a frieze from Nagarjuna-
komda, lcshvaku, second-third
cenfury Ao, National Musewn.
New Delhi

Nate the women, in particular the
damsel gliding, boarlike, alone
the pellucid stream of love.




120, The woble Naga prince of
the Champeya Jataka. Awother
panel from the frieze mennioned
in figure LIV, IRshvakic, séCond—
thivd century A National
Mugeur, New Delhi

ing of Rahula, the Buddha's visit to Yasodhara, are depicted almost
identically at Amaravati, Nagarjunakonda, and Goli. The original text
of Kshemendra's Sarvamdadavadana is the version followed by both
the Satavahana and the Ikshvaku sculptors for narrating the story of
Sibi. 1t 15 only in the depiction at Ajenta that the Jataka story of Sibi is
followed. A very popular theme at Nagarjunakonda, as at Amaravati,
Is Asvaghosha’s Saundarananda, This no doubt occurs also in Gan-
dharan art but the most effective represéntation s at Nagarjunakonda,
where the ephemeral nature of beauty and its attraction is clearly indi-
cated by contrasting Sundari or Janapadakalyani with the ugly one-
eved monkey on the stump of a tree, and this beauty herself with the
pink-footed nymphs. [t is only at Nagarjunakonda that the moral of
the story of Mandhata is clearly depicted through the episode of the
emperor’'s fall and his repentance (fig. 118), a subject treated nowhere
else. Ajatasatru’s visit to the Buddha, which is depicted a1 Bharhut and
Amuaravati, is more effectively represented at Nagarjunskonda, The
most telling series of panels depicting Vessantara's story is probably
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by the lkshvaku sculptors who sometimes excelled their Amaravati
predecessors in natration. Similar elaborate represemation is observed
in the story of Chhaddanta. It is no wonder that these stories appealed
immensely to the painters of Ajanta, and similar elaborate narration
marks the genius of those Vakataka painters.

The Ekshvaku sculptors, like their predecessors who carved the Amara-
van rail, had great aesthetic taste and a wide knowledge of literature. This
is easily observed in the numerous mithuna panels with their rich im-
part. The coquetry, the feigned frown on the brow, the full embrace
(gadhulingana), the loving hand on the neck (kanthaslesha), the lover's
help in gathermg flowers for the braid of the beloved, are mstances. A
damsel from one of the mithuna, engaged in stopping & parrot’s beak
with her ruby-set ear ornament, on the pretext of offering it pomegran-
ate seeds, in & viin attempt to avert the bird's indiscreet utterances,
recalls lines from the Amarusataka: karnalambitapadmaragasakalam
vinyasya chanchupute vridarta vidadhati dadimaphalavyajena vag-
bandhanam,

The lover shown behind his beloved, whom he has approached softly
and watches as she examines her marks of enjoyment, or nail marks
(nakshashata), in the mirror she holds in her hand, makes her abashed
when she notices his reflection and his enjoyment of the situation; this
immediately recalls & comment of Kalidasa's on a similar situntion:
darpanesu paribhogadarsinir narmapurvam -anupnsthasamsthitah,
chayaya smilamanojnayva vadhur hrinimildamukhis  chakara sah
{ Raghuvamsa XIX, 28),

Another mithuna sculpture, showing the lover with his hund on the
heavy hip of the damsel, brings to mind a line from Magha: sromsu
priyakarah prithulasu sparsam apa sakalena talena [ Sinpalavadha
X, 65).

Indeed a masterpiece by a sculptor of Nagarjunakonda, now in the
National Museum in New Delhi, is the scene showmng Siddhartha im-
mersed in a siream of love o the royal harem (fg. 119). A passage rom
the Mrichchhakatika is the inspiration for the representation of love.
Here the Vidusaka, or court jester, remarks that no other vessels on
love's ocean need be required of a vesavasa, or courtesan’s house, like
Vasantasena's, as the stana, or breast, and mtamba, or hup, are yanas,
or conveyance, énough on the smoath-gliding waters of sringara, or po-
etry : kim tatra prichehyate, yushmakam khalu premanirmaliajole muda-
nusamudre stansnitumbajaghananyeva yanapatrani manoharan,
Both at Amargvati and at Nagarjunakonda Scythian and Roman influ-
ence can be noted. The great lrade with Rome in pearls and muslin
from India brought with it not only Roman gold, bul Roman figures of
aesthetic intereyt, which the sculplor has not been slow in welcoming.
Some of the feminine figures draped like Roman matrons, the boy with
4 horn to drnk wine lrom, the soldier in Roman armor, are all 1elling
instances of 4 foreign note. Another detail, the semicircular ‘moon
stones” with rows of animals, recalls similar carvings from Ceylon,

The Satavahana sculptor was at home not only i stone carving but in
wory carving also, as can be seen from the beaotifil feminine figure in
ivory from Ter, he was also adept at modeling lovely figures in way and
casting them in metal accarding 1o the cire-perdie process. Excellent
examples of Satavehanz metalwork mclude the royal elephant nider
with queens on the back of the animal found in Kolhapur and preserved
m the museum there, and the bronzes representing the Buddha found at
Amaravati, Buddham, and other places in the Krishna Valley and
now preserved in the Madras Muscum and the British Muoseum.
Lkshvaku metal workmanship is well exemplified in the tiny image of a
prince holding a bow, excavated at Nagarjunakonda,

121, Siva, the lord of musie, as
the seven muesical nates person-
ified ( Saptasvaramaya ). with
ganas plaving the four murical
[nstraments thae compege the
fadian archestra. Ar Pavel [ western
fnidia) . Vakataka, fowrth century
A,



22. Goddess flanked by dwarf
attendants. Bracket projection of
i pillar in Cave 21 { Ramesvara )
ar Ellora { Deccan). Vakataka,
Sifth=sixth century 8D,




The Satavahana modeler fashioned deftly & number of terra-cottas of
human and amimal figures, most of which have been recovered at Kon-
dapur. The torbans and the femimne coiffures of some of these heads
are beautifully decorated ;| the animals likewise—ihe elephant. the bull,
and the horse—are modeled with a rare discernment of their anatomy.
The few but very important early terra-cottas discoversd by Professor
Jouvean-Dubrueil at Pondicherry also represent Satavahana art.

The single portrait-of & Satavahana king, Yajna Satakarni, on a com
following the numismatic portrait tradition of the Kushans and Ksha-
trapas illustrates not only the skill in portraiture of the Satavahana
sculptor but also his effective use of symbolism. The last may be seen on
the reverse of the coin where the expandimg fame of the monarch istaken
bevond the mythical mountaing at the border of the world to the four
oceans, the nether world, the abode of snakes, and the heaven, suggested
by the stars or the solar disc. This symbolism so appealed 1o successive
rulers that & whole Kshatrapa and Traikutaka series adopted it
Satavahara painling has very few fragments left in Caves 9 and 10 ai
Ajanta. But these represent the earlier phase. In these paintings, the
forms, features, poses, omamentation, dress, furniture, architectural
setting, and other details closely resemble those shown m sculpture. The
colorful depiction of jewels and decorations on garments is particularly
noteworthy ;5o also is the chatula-tilaka gem that runs over the parting
of the hair to rest on the forehead: lalatalusakasya simantachumbinas
vhatulanlakamanch

123 Siva as the Supreme Davicer
it Cave 24 { Ramesvara) al
Ellora. Vakataka, fifth=sixth
CEnury AD

Though the phalakahara (see fig 67) is a jewel that occurs only in the
second to first century 8., the simple single strand of pearls (ekavali)
continues inio the early centuries of our era: The mekhala, or girdle, 15
elaborate. The fan-shaped coiffure occurning al both Sanchi and Ama-
ravati appears also in the paintings in Caves 9 and 10 al Ajanta. The
queen in the Chiaddanta Jataka in Cave 10 is almost entirely & painted
version, though somewhat earlier in date than the sculptural represen-
tation from Goli toward the end of the second century A.n. The Vaka-
taka painting of the princéss at Ajanta (fig. 134), depicted in almost
identical fashion, illustrates the persistence of traditions.

Professor Jouveau-Dubrueil discovered fragments of painting in the
Bedsa cave. These réesemble the carly Satavahana examples but repre-
sent o late phase toward the end of the second century A.n. The female
figure here is delicately painted and resembles Amaravati sculpture of
the fourth period. With the ekavali she wears as she stands in a beauti-
fully fAexed pose, she recalls carvings from Amaravan and Karla. A
look at this figure also brings (o mind at once the maiden in the lotus
pool from Dandan-uilik in Chinese Turkistan,

The Salankayanas, who were devout worshipers of Surya in the form of
Chitrarathasvamy, ruled from Vengi in the fourth and fifth centunes
a.p. The famous temple erccted by them for their tutelary deity has
now disappeared. Bul a few antiguitics still lying scattered at Pedavegi
ticar Ellora give us some idea of the art of the period. A mutilited
CGanesa image with a single pair of arms shows how closely it is related




to the eurliest phase of Pallava art of the same period in the Krishna {24, Interior view of the cave
Villey. temple at Elephanta | western
The early Pallavas lived very cloge 1o the Sulankayanas, the Vakatakas, India), Vakatakae, fifth-sixth
and the Vichnukundins, since their territory abutted the Krishna Valley,  century A,

their closest connections were the Vishmokunding, with whom they were

related by maitrimony, The famous Peddamudivam plague from the

Cuddapah districl has one of the most interesting groups of deities for

the study of the earliest phase of iconography in South Indis. Except

for Mahishamarding, the other deitiecs—among them, Ganesa, Brahma,

Nurasimha, Sivahinga, Vishnu, Devi, and. Umamahesvara—have only &

simgle pair of arms, and Lakshmi is a peculiar srivatsa symbol. A sculp-

ture from Madugula in the Guntur district has a very lively early repre-

sentation and @ very natural one of Siva with his consort and two chil-

dren and gana attendants. A carving of Brahma also af Madugula, with

three heads. has only a emgle pair ol arms, very much like his prototype

in Gupta sculpture from Deogarh. The early image of Siva, carved of

the same marble used for the sculplures at Amaravali, with an ax in one

of his single pair of arms and with his mount seated at his feet, shows by

s siyle and execunon how close 11 is to the lkshvaku period. The carv-

ings in the Bhairgvunikonda caves near Yellore, which should be dited

in) the time of Simtavishnuy, the father of Mahendravarman and son-in-

luw of the Vishnukundm king Yikramahendr; indicate that the Pallu-

vas continied to draw mspoation from the Knshna Valley even in the

sixth ceniury,

The Vishnukunding, who rided the Vengi territory in the fifth and sixth

centuries A0, continued the traditions of the lkshvakus, The best

presecyed of their monuments are the Mogaimjapuram caves. where the r f | A . _rfl;l[((
facade has 4 magnificent figure of the cight-grmed Natarais dancing on : e

the Apasmara, & demon. Here one sees a combination of the northern S || A"

and southern modes;: & number of arms according to the north, and the "=\ E) - = .,1' v&'
Apasmars under the foot according 1o the south. The idea of a inple N ¥ = ]

cell for the Trouty. with the facade showing Bralima, Siva, and Vishnu, [ B — =

which we find later in Pallava monuments, already oceurs al Mogalraja-

puram. The themes carved on the pillars of these eaves, such as the lift- ‘

mg of Govardhana by Krishna, the rescuing of the earth from the
aocean by Varaha. the destruction of the demon Hiranyakasipu by
MNarasimha, Buli overcome by Trivikrama, the incomprehensible flaming
pillar baffling Brahma and Vishnu as Lingodbhava, have inspired
seventh- and gighth-century carvings at Mahabalipuram and Ellora. It
should not, however, be forgorten that ir 18 the famous Varaha of the
Gupta period at Udayagiri that gave an impetus to this theme of the
boar avatar of Vishnu as it ocours at Badami and Mogalrajapuram. The
simple Govardhana scene at Mogalmjapuram has Krishoa with four
hands, in his divine aspect. uniike the representation at Mahabalipuram,
where his gingle pair of arms stresses his human aspect, but at Ellora in
the cighth century the divine aspect is reiterated. A very interesting
detail of gopis carrying a pile of pots, as it occurs at Mahabalipuram,
has 1ts source in the Mogalrajapuram caves: The horned dvarapalas, or
door guardians, in the Pallava caves are cerfainly ingpired by similar
figures, but earlicr, at Mogalrajapuram

Already in the second century A,p., there is mention of the Vakatakas
inimseriptions from Amaravati which clearly reveal that they migrated
from the Krishna Valley to establish a kingdom that grdually gathered
strength in the Deccan. The Yakatakas were the imperial successors of
the Satavahanss in the Deccan, with matrimonial connections with the
Guptas, the Bharasivas, and the Vishnukundins. Two branches of the
Vakataka family are known. The main branch was from Gaulamiputra,
and the other, the Vatsagulma branch, from Sarvasena. Rudrasena, ol




125. Siva as Gangadhara re-
ceiving the triple siream on his
focks. Panel adfacent to the
Jumaus three-faced colossal
Trimurti ar Elephanta. Vaka-
raka, fifth—sixth century A.D.

26, VFiew of the Buddhist caves
at Afanta ((Deecan). Mostly
Vakataka, fifth=sixth cenfury a.n.



the matn branch. married Prabhavati Gupia, the daughter of Chandra-
girpia 1. Harishena, the most important sovereign of the Yatsagulma
branch, was the contemporary of Narendrasena of the main line,
Pravarasena 11 of the main ling s famous for his interest in literature,
for Bana sings of his poetic skill. He was also a patron of art, However,
it 15 under the colluteral branch of the Vakatakas. which had no Gupta
influente-—especially under the powerful Harishena—that the painlings
at Ajanta were created. To see here the mnfluence of the Gupta painters,
unknown except Tor the fragments of pumtings ut Bagh, 1s fantastic, for
Vakataka sculpture and painting are only a continuation of the earher
Satavahana tradition.

An inscription in Cave 16 at Ajants records its dedication to the monks
by Varahadeva; the minster of the Vakataka King Harishena, in the
lifth century A.p. Another inscription in Cave 26 mentions 11s gift by
Bhaviraja, the minister of Asmaka. These inscriptions bewng clearly in
the hox-headed type of Vakataka script, there can be no doubl as to
who created these Ajanta caves. their sculptures and paintings. It is &
distinet Vakataky phase ol art

The later caves at Ajanta, of the fifth and sixth centuries A.D. (see figs.
1619 and 126-137), the ¢arly ones at Ellora (see fige. 122 and 123),
and those ut Aurangabad and Elephanta (see figs. 124 and 125) forma
magnificent group for the study of Vakataka art in the Deccan, which s
contemporaneous with Gupta art in the north

11 is generally the paintings at Ajanta that are better known and studied,

but sculpture here merits equal attention. On the doorjaumbs of the
shrinesin the Ajanta caves are lovely carvings of mithunas; the lanking
figures of Ganga (see g 132) and Yamuna ab the lop, as In Gupta
sculphure at Udavagicl in Bhilsa, recall the earlier tradition in which the
personified rivers were depicted at the bottom instead of at the top. In
Cave 16 the Vidyadhara celestial couples below the capitals of the pilas-
ters arrestattention (fig. 14). No one who has visited Ajanta can forger
the panel of the seated Nagaraja and Nagini with attendant chauri-bearer
in Cave 19 or the eluborate Maradharshina scene, or temptution ol the
Buddha by Mara, in Cave 26 where the charm of the Mamvadhus,
damsels of ravishing beauty, and Mara, rather fike a charming Brah-
muanical Cupid with sugarcane bow, point 1o individual thinkiog and
execution on the part ol the sculptors of Ajanta

In the early coves at Ellora there are famoos panels representing various
aspects o Siva as Ravananugraha, Gojantoka, Kalyanasundara, in-
cluding the story of Parvatis penance, Siva's dance (sec fig. 123) in
various modes—Ilalita, chatura, katisama, and others— Vishnuas Varaha,
Trivikrama, Narasimha, fighting with Hiranyakasipy, and seated gaily
with tus consorts, as Padmanabha with the lotus springing from his navel,
each one with a special elegance. A djistinctive panel shows Sivi ab-
sorbed in a game of dice with Parvati; the pearl-bedecked coiffure of the
goddess is so exquisitely carved that words cannot describe it

In one of the Aurangabad caves a bevy of musicians and dancers, all of
them women, is depicted; the complete orchestra and @ great dange



moment have beéen immortalized by a Vakataka sculptor.

In the greal panels at Elephanta there is a repetition of the motif of
Brahma on a flight of swans which recalls Bana's colorful pen picture in
his Marshacharita. The tiple stream of Ganga as tripathaga portrayed
at Elephanta (fig. 125), racing in heaven, flowing on earth, and descend-
ing to the nether world, has no parallel in the Gangadhara represen-
tutions elsewhere. The mountam king's bashful daughter, who was given
away to Siva, 15 depicted agam at Elephanta in the most notew orthy
version of the subject. The panel of Ardhanarisvara, the Herma phrodite,
with the dropped shoulder, attenuated waist, and hroad hip of the
feminine side, conlrasting with the broad shoulder and the masculing
torso on the other, as part of a well-composed group reveals the
Viakataka sculptor as a master craftsman,

127, Faeade and courtyard of
Cave |9 at Ajonta. Vakataka,
fifth=-sixth century a.n.

128, Detall of the facade of

Cave 19 at Ajanta, showing the
rick decarative carving. Vakaraka
Jifth=sixth century A.D,

To a Vakataka sculptor we owe also a significant sculpture found at
Parel (fig. 121). It is the earliest form of Siva as the god of Music, Vi-
nadhara Dakshinamurti, as he is known in later sculpture. Here he is
represented m-a rare form composed of seven figures which are the
seven musical notes personihed—Saplasvaramaya and Nadatanu, Siva
15 lord not only of dance but also of music. He is fond of the musical
chant the Samu. As Kalidusa has it, his glory is sung in seven Samans:
sapiasamopagitam tvam. In the Vedas he is the seven notes of the
Sama: vedanam samavedosmi.

The roots of Vakataka art can be seen in the many echoes of Amaravati
carvings both in paintings and in sculpture at Ajanta and at Ellora. In
the Maradharshana scene at Amaravati and in a contemporary sculp-
ture on the same theme from Ghantasala, the motif of a head on a
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stomach for a gnome, the motif of udaremuokha, as in the case of Kaba-
ndha in the Ramayana, is introduced, In an identical context this last
motif is used at Ajanta also. The udaremukha motif continued in pop-
ularity in oll Inte'sculpiure mspired by the Vakatakas, for example, in
early, Western Chalukyu, Pallava, and so forth. It even traveled far
beyond the ocean and otcurs in proper context in the Ramayana panel
at Prambanam in Java.

Both the inspiration of Amaravati in the Vakataks sl of Ajanta and its
echo in the later art of the Pallavas jt Mahabalipuram cannot but be o
striking illustration of the persistence of art traditions, The identical
twist of the right leg put forwiard in an identical pose at Ajania and at
Muhabalipuran is not just a coincidence.

By their rich color, the beautiful Vakatika paintings help us to com-
prehend the glory of earlier Amaravati sculpture, for it is only in color
that the cem-set jewelry and plamorous drapery, rich Turniture, im-

posing architecture, and natural scenery can stand out.

In the Ajanta caves there are excellent illustrations of the six branches
of painting, the shadanga: vanety of form (rupabhedal. correct
proportion (pramang), depiction of emotion (bhava), mlusion of grace
(lavanya-vojana), verisimilitude (sadrisya), and mixing colors to produce
an effect of modeling (varnika bhanga), The painter's mastery of the
complexity of human, ammal, and plant form has helped him not oniy
to Lrain his imagination 10 create designs but also to group figures and
create masterly compositions. Emotion al its best can be seen in several
important narrations of stories at Ajonta. Masterpieces such as the
princess at her foilet (fig. 134), the so-called Black Princess, or the
Mving celestidls (figs. 135 and 136). revealing the grace of human form,
clearly indicate the power of the painter In lavanyi-vojana. In the
Vessantara Jataka, the figure of Jujuks, the wicked Brahmin, repeated
in panels identical in form, clearly mdicates mastery of portrmiure. All

29, Vieramda of Cave 2.t Ajanta.
Vakaraka, fifth-sixih century a.n.,

130, The king listening o the
expasition af dharmia by the
gofden goose (Hamsa Jataka),
Mural painting in Cave 2 ar
djanta. Vakatake, fifth-sixth
cERury aD.






131, King Mahajanaka listening
te Queen Sivali (Mahajanaka
Jataka), Mural painting in Cave
I ar Ajanta. Vakataka, fifth-
ELXth centiry A.D.

132, Gramga, one-of foo such
figures flanking the entrance of
Cave IT at Afianta, with o painted
tarfthuna motlf decorating the
lintel, Vakaraka, fifth centary
AD.




133. Cloge-up of two painred
mithuna panels on the lintel of the
entrance of Cave |7 a1 Ajanio,
Fakataka, fifth century a.D,

the paintings at Ajanta plainly bespeak the painter’s skill in the mixing
of colors

The Vakataka painter was an adept in his art, with both creative in-
stinct and great literary tuste, and that accounts for severu! splendid
lyrical creations. The style of feminme hairdress i the paintings of
Ajantn, décked with pearls, its charm heightened by the interspersal of
lovely ringlets of hair, inevitably brings to mind Kalidasa's description
ol a pearl-bedecked coiffure: muktajala-grathitam alakam. Similarly,
the tender flower sprays at the ear of a damsel in one of the paintings
recalls Kalidasa's line describing how this decorafion at the ear of the
beloved maddens the lover: kisalayaprasavopi vilasinam madayita
dayitastavanarpitah

It is only in-a pieture in color that a pearl necklace with a large central
sapphire can be appreciaied : sthula madhyendranilam, At Ajanta there
are the most beautiful pearl yajnopavitas, or sacred threads, recalling
Kalidasa's muktayajnopavitand.

The speciacalar musical scene from the Mahajanaka Jaraka i Cave 1 at
Adanta (fg 131) recalls the description in the Meghaduta, as do also the
fiving Vidyadharas in Cave 17 (figs.. 135 and 136), The elaborate de-




134, Toilet of the princess, Mural
painting in Cave I7 at Ajanita,
Vakaraka, fifth century a.n.

135. The flying velestials. Mural
painting in the veranda of Cave I7
ar Ajomta. Vakataka, fifth
CEMIry A.D.

scription of the king's bath in Bana’s Kadambari has a pictorial version
in Cave |

The representation of Irandati in & swing, in a pictorinl series from the
Fidhwrapandira Jataka, not only reflects but enhances the charm of the
Naga princess whose beauty attracted Yaksha Punnaka to do all he did
to win her. Thus this painting is more effective than even the sculptural
representations a1 Bharhul or Amaravati.

It is the painters at Ajanta who excelled in presenting Jataka episodes
effectively, The Hamsa Jaraka here (fig. 130) is more vivid than at
Amaravati, reverently portraying the golden bird preaching the Law
from u golden throne to the attentive royal devolee, The Vessantara
Jataka is narrated in Ajanta painting with such effeel that it excels the
nurration everywhere else, even the depictions at Goli and Sanchi. The
Matiposaka Jawaka is touchingly depicted and differs from the lame
representation at Goli. The Valahassa Jataka painted a1 Ajanta follows
the story of the Divyavadana and is more detailed than the represen-
tation on the Kushan rail pillar. The Sibi Jataka at Ajanta is unlike the
story of Sibt at Amaravati and Nagarjunakonda, for it presents a differ-
ent version. The subjugation of Nalagiri is among the most elaborate of
the Ajanta scenes from the Buddha's life, even excelling the version at
Gali,

In Cave 16, a monastery, or vihara, beautifully painted, an inscription
mentions its dedication by Varahadeva, Harishena's minister, and de-
seribes It as adorned with windows, doors, besutiful picture gallerics
(vithis), carvings of celestial nymphs, ornamental pillars, stairs, a shrine
{vhaitys mandira), and a large reservoir: gavakshaniryuhasuvithivedika
surendrakanyapratimadyalamkritam,! manoharastambhavibhanga..
rachaitya mandiram, ma... talasannivishtam visa... namanobhiramam,
vi.. nchamby mahanidhanam nagendra vesmadibhirapyalankritam.
The contemporaries of the Vakatakas in North India were the Guplas,
who were great patrons ol art, literature, and science. It was this period
that became the golden age of literature. Gupta art, the peak of perfection
of indigenous Indian art, contmued Kushan tradition, but Rowered into
something nobler and aesthetically more appealing. Gupta sculpiures
are unsurpassed for grace und soft manipulation of contour in human
and dnimal forms

Among the numerous Buddha figures of the Gupta period, three stand







136. Clove-up of a nymph plaving
the eymibals, Detall from figure 115

137. Scene in the harem. Mural
painting in the veranda of Cave |7
al Afaarit. Vakataka, ffih centiery
AD

138 The Buddha with the vight
fand im the gesiure of reasstirance
{abhaya mudra) and the lefi
holding the-hem of hix garment;
above, umbrella and flying
cheruhs, Bronze Image. From
Paplmae | Madlya Pradesh )
Vakataka, fifth cenmury 8.0,
Natiwnal Musewm, New Dethi
Thix iy one of o fine series of
branzes, some of them inscribed,
Seaereed fn it breasure trove.

139, The Buddho with a decorated
halo. From Saernath ( Utiar
Pradesk ). Gupna, fifih century
Al fndian Mseum, Cafeuria




140, Flying Vidyadharas. From
Gwallor. Gupta, fifth céntury
A.0. National Museum, New Delhi

oul a5 masterpieces with all the grace of the period stamped on them.
This Buddha type 15 & model for all later creations of the kind. Two
standing Buddhaz, both with ¢laborate halos, in the Mathura Museum
and in the Mitional Museam in New Delhi, are exceptionally fine Gupta
carvings. The Buddha turning the Wheel of the Law, from Sumath (fig.
139), is unsurpassed for the serenity of its countenance, the ssmple robe
draping the figure, of which only the fringe remains; and the elaborately
decoraled, large circular halo, itself & gredt creation of arl, While the
nrrangement of the Tolds of the standing Buddhba's rabe still echoes the
Gandharan style, it is the seated Buddha at Sarmath that is complete-
Iy Tree of any trace of Western influence. The rounded limbs, 1he eves
suggestive ol meditation, the arched brows, the arrangement of the
curls on the eraninl protuberance, the indication of the waist cord for
the robe, suggesting its transparency, all articulate the delicacy of Gupta
workmanship.

The arrangement of the locks of hair Aowing upon the shoulders, the
long and characleristic vajnopavita, the ananti type of armlet, the
churm of the Fice, the arrangement of the hair (jatas), the artistic fexion
of the image, all suggesi the Padmapam from Sarnath to be another
distinet type ol sculpture of the period. For sheer delicacy of treatment
and charm of face, the Eknmukhalinga is unsurpassed in Gupta art. hi
is exemplified in figures from near Khoh and from Bhita. The latter
i among the treasores of the Allahabad Museum.

The great temple of Vishnu at Deogarh has three magnificent carved
pauvels around the cell, the Seshasavi, Gajendramokshada, and Nara-
naraydama, each one of which arrests anention. The serenc figure of
Vishiu, Iying on the serpent couch, conirasts with the fighting aititude
of Madhu and Kaitabha, who were received i battle by Vishau's per-
sonified weapans. The principal deities of the Brahmanical panthean—
Brahma, Haragauri on the bull, Skandi on the peacock, and Indr on
the elephant-—are composed at the top of the panel with great artistry.
The panel of Maranarayang shows his divine and humiin aspects, whose
strength from asceticism overcomes all ilings of the flesh, enabling
him sportively (o create the most beautiful celestial nymph, depicted
rising from the thigh ol Naravana, to tempt Indra; the lon and the
deer appear inamity and peace without the least taint of hitred. Several
other Gupla pangls from Deogarh illusicate the Rameapana and the
sports of the infant Keishnn, The punishment of Surpanakha by Lak-
shmuna and the redempiion of Alalva from 3 sage's corse, both of
which are now m the Natonal Muscwm in New Dellu (hgs. 141 and
142), are interesting examples of the narrative spirit of the Gupta sculp-
loTs

Earlier than the developed temple of Deogarh are the caves of Udaya-
girt an Central India, where the most magnificent panel s undoubtediy
the huge Varuha raising the eirth goddess Trom Dhe ocean, Flere also s
one of the earliest representations of Ganesa in the Gupta period, when
the lack of the crown, the urdhvalinga, fike that of his father, and the
single pair of arms make the fgure a primitive example of Ganesa
wonography, Among other important sculptures in the Udayagici caves
re Durgy Mahishamarding, Seshosayi, and Vishnu, An inscription in
#n Udayagiri cave mentions ils comstruction donng the time of Chan-
dragupta [l in the fifth century (dated a.n. #01). A never-to-be-for-
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golien, somewhat worn carving 15 the amritamanthana scene on (he
lintel of & Gupta cave here. This theme became such & great favorite
thist it was repeated in successive centuries by differeni schools in the
territories of the Pratiharas, Gahadavalas, Western Chalukyas, Ra-
shtrakutas, Kakatiyas, and others. It is no wonder that this great and
inspiring theme traveled outside the borders of India and found pew
expression in mposing amritamanthang scenes with even greater sug-
gestive power 4 Angkor Thom in Cambodia

Ciupla art spread from east to west, and the temple doorway from Dah
Parvitiya in Assam showing the motif of the personified river-goddesses
Cunga and Yamuna on the jambs conveys forcefully indeed the geo-
graphical extent of the Gupta idiom,

One of the linest Gupla monumental pillars, now preserved in the
Ciwalior Museum, was found in Central Indm. On this, the Navagrahas
and dyadasarasis, most skillfully combined and portrayed. suggest the
nge of grear astronomical studies, when Virahamibira held swiay in the

fichd, In the same museum are the famous Matrikas, noted for their
simplicity und delicacy of workmanship, From the region of Malwa in
Mandasor great Gupta masterpieces have been recovered, like the well-
known standing Siva, with trisula, fanked by attendints.

e Lucknow Musgum possesses some of the most beautiful architec-
turul Fragments and architraves ol the Gupla period, One of these, from
Gurhwa, details the activities of human beings on earth as the celestial
luminuries rise and continue their course 1o form the hours of day and
might, midday bemg emphasized as the supreme hour of the hlazing
sun, the Visvarupa or the Omnigenous form of the Supreme Being.
Among the themes depicted on other architraves and pillars is the
kalpavulli, the creeper that satisfies all desires, from the meanders of
which peep out heavenly nymphs. jewelry, apparel. and other attrac-
uons. Literary descriptions of this plunt abound in the Ramayana and
the Mokabharata, and Kalidasa's Meghaduta refers 1o it in a telling
line: ekas sute sakalam abalamandanam kalpavrikshah,

141, Surpanaki punithed by
Lakstumana, a scene feom the
Ramayana. Fram Deogarh

i Urtar Pradesh ). Gupra, fifth
century A.0. Natfonal! Museun,
New Delhi

142, Rama roleasing Ahalye from
the curse of the sage Gaurama,
seen from the Ramayana., From
This amd ether panels from Leagark. Gupra, fifth century
Deagarh are among, the earlier w1y National Museum, New
iltustrations of the epic. Dithi
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143 The amours of Vikrama
aried Urvasl, the later o o cen-
fawress, Torra-calta paned from
the Sivi temple ar Ahrehehharea,
Cripta, fiftle cpmiury A0 Nist ol

Musenwrn, New Delly




144, Siva oy Dokshingmurdl, the
Teacher par excellence. Terra-
coftia panel fron the Siva temple
ar Ahichchhatra. Gupta, fifth
century A, National Mugeion,
New: Delhi

{t i3 significans that the banyan
tree under which Sive sits in
Sosath Indian depictions of the
theme is ere shows as a sapling
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I46. Figure of a Bodhisativa or
i donor prince, Stucea, From
Mirpur Khas ( Sind). Gupia,
Jifth century a.p. Prince of Wales
Musieum of Western India,
Bombay

145. Hermit. Terra-cotta panel,
(rupta, fifth century A.0. Museum
of Archaeology, Mathura
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147, Four coins. From the Bayana
hoard ( Bharatpur district].
Gupta, fourth century AL,
National Museum, New Delli
(1) Obverse of Samudragupia’s
coin of the Asvamedha (horse
sacrifice) type, showing the
sacrificial karse in front of the
sacrificial post (yupa).

(b) Obverse of the lion-slayer
type of coin of Chandragupta 1,
showing the king shooting a lion.
(e) Obverse of the couch type-of
coin of Chandragupta 11, showing

‘the king seated at eaze on & couch

with o lotes in his hand, a portrayal
suggesting love of the fine arts.
{d) Obverse of Samudragupta’s
chhatra (umbrella) type of coin,
showing the umbrella held over

the emperor by a dwarl artendant
o xuggest the majestic personality
of the tall ruler and his un-
challenged sway over a mighty
empire,

148. Four coins. From the Bayana
hoard. Gupta, (a) and (b) fourth
century A, (¢) and (d) fifth
century a0, National Museumn,
New Delhi

(a) Obverse of the battle-ax type
of coin of Samudragupta, showing
the king holding a battle ax, a
portrayal that makes the coin’s
legend 'the battle ax of the god of
death’ ( Kritantaparasu) signifi-
cant.

(b) Obverse of the lyrist type of
coin af Samudragupta, showing
the king playing the lyre, a por-
tryal that corroborates the deserip-
tion in the Allahabad prasasti.

(c) Obverse of the elephant-rider—
lion-slayer type of coin of
Kumaragupta 1, showing ihe
emperor seated on the state
elephant that tramples the lon ay
i is slain,

{d) Ohverse of the rhinoceros
fype of cotn, showing the emperor
hunting the rhinoceras, a sugges-
tlore that the Gupta empire
extended up to Assam, the home
of the animal,

I49. Four coins. From the Bayana
hoard. Gupta, (a) and [b) fourth
century AD., (¢c) and (d) fifth
century A.D. National Museum,
New Delhi

@) Reverse of the battle-ax type
af coin ( Kritantaparasu) of
Samudragupta, shawing the
goddess af royal prosperity seated
on & lion and facing the onlooker,
her feet resting on a lotus, carrying
a noose and a cornucopia in her
hands ro suggest military strength
and tregsure (danda and kosa).
(k) Reverse of Samudragupla's
lyrist rype of coin, showing the
goddess of royal prosperity seared
on a wicker seat, facing left,
holding a cormicopia and a noose.
(e) Reverse of the horseman type
of eoin of Kumaragupta I,
showing him playing with a
Joyous, dancing peacock with tail
autspread,

(d) Reverse of the rhinoceros:
type of coin of Kumaragupta I,
showing the river-goddess Ganga
standing on her crocodile
(makara) vehicle under an um-
brella held by an attendant, a
composition suggesting the
savereignty of the emperor over
the entire region of the river's
course.

150, Mother and child. From
Samalafi [ Gujarat). Mairraka,
Sfifth century A.0. National
Museumn, New Delhi

Nove the beaming smile on the
Sface of bath figures, The sprig of
leavers is a sign of feriiliry.






151, Ganesa with a gana attend-
ant. From Samalajl. Multraka,
[ifth cenrury A0, Baroda Museum
The single pair of arms and the
matural elephant head, without i
crown, of thix deley of miceeny
indicate the eavly date of the
work mranxhi,

| 34

152, Siva bestde the ball. From
Samalaji. Maitraka. fifth century
A, Baroga Museuni

Nerle the elegant arrangement if
Siva's hair [ faras) and the sug-
westive frearment of the urdhva-
retas, o hermaphroditic feature
indicared by the difference in the
ormamaents on the ear lobes




153, Jivantasvami, that is,
Mahavira, as a prince before his
remwiciation of kis rank, Fram
Akota (Gujarat), Maitrgka, sixth
cemiury A Baroda Musewm

A number of beautiful sculptures from Bhumara, rescued by R. D,
Banerji, now adorn the Gupta gallery of the Indian Museum at Cal-
culta. The Allahabad Museum also owns exquisite carvings from the
same monuments, The Sivaganas depicted here in fantastic and weird
forms have never been surpassed ! in fact the carvings from Bhumara
constitute a veritable treasure house of iconography. The Indian Museum
also has an excellent example of sculptare from Buxar, in Bihar, show-
ing Gangs and Yamuna flanking a gateway

Probably the most original conception and presentation ol the Kiratar-
yuniva and Gangaparinaya theme by a Gupta sculplor appears on pil-
lars from Rajauna now preserved i the Indian Museum at Calcutta
In the Bharat Kala Bhavan in Banaras, there is a simple but attractive
juvenile figure of Skanda with his peacock. The Gupla sculptors ex-
celled not only in stone carving but also in fashioning large and beau-
tiful terra-cotta panels with which whole temples were decorated. Once
seen, the famous terra-cotta shrines from Bhita, Bhitargaon, Ahichch-
hatra, and Rajgir can never be forgotien, In the Maniarmath at Rajgir
were such splendid works as the Nagini with hoods over her heads and
Vishnu flanked by a personified wheel and club. Some of the large terra-
cottn panels from Ahichchhatra, now in the National Museum in New
Delhi (figs. 143 and 144), as well as the Gangs and Yamuna, slmost life
size, illustrate this phase of Gupta art. Panticularly noteworthy are the
kinnari and her lover the prince; on her back, antl the lord of learning,
Dakshinamurti, Bhitargaon in Unar Pradesh has a magnificent temple
still in situ, terra-colta panels from which are preserved in the Lucknow
Museum and in the Indian Museum at Caleutta. The Seshanarayizno
panel in terra<colta from Bhitargaon is very famous not only for its
simipligity but also for its effective treatment of the subject.

The theme of the eternal Buddha, which was such a favonite m Gupla
sculpture, is represented in a fine example, with the folds of the robe
tastefully arranged in relief, in a panel from Sahet Mahet, now in the
National Moseum in New Delhi. The Mathura Museum has a very
effective sculpiure in clay representing a hernut (g 145).

The ramifications of Gupta art, as already observed, are very great, anid
in distant Sind 2 number of stuccos were created in the Gupta style, of
which the Padmapani in the Prince of Wales Museum m Bombay i3
typical.

1t is said that the Gupta periad was a golden age. This is almost Iterally
true, as the finest coins in gold ever issued in India ave of the Gupla
period, These are especially noteworthy for the uimaost delicacy of their
treatment and the fine molding of the details of the figures on both the
obverse and the reverse of all of them, the legends also being in the most
artistic lettering of the age. The Asvamedha coin showing the horse
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standing beside the sacrificial post (fig. 147a) is & fine example of (he
rendenng ol 1his subjeet in Indian art. The lion-slayer type presents with
the utmost animation snd spirit the might of the prince who could fight
the fierce King of the beasts (fig. 147b). The couch type represents the
king as a cannaisseur of art and leaming (fig. 147c), The sculptor has
placed a lilakamala, or sportive lotus: in his hand, suggesting both his
leisure and his taste. The legend Rupakriti on this coin appropriately
styles him "prince charming." The ¢hhatra type presents a prince with an
umbrelly held by a dwarf attendant (fig. 147d) (o emphasize the per-
sonality of the prince, tall like a tree (salapramsuh), the paraso! sugees-
nve of fus supreme sovercignty and quite sigmificant. In the Kritanta-
parasu Lype, the warrior spirit of the prince holding a bartle-ax is striking
{fig. 148a). The prince, seated on 4 couch, playing the lyre, the subject of
the lyrist type, shows Samudragopta as s master musician (fig. 148b),
presenting & visual commentary on the line of the inseription on the
Allahabad pillar that describes himi as putting to shame, by his profi-
ciency in music, even the divine musicians Tumbury and Narada, The

clephant-nider-lion-slayer type, & rare coin lrom the Bayani hoard (fig.
148c), shows Kumaragupta as the most beloved prince nding the state
elephant, with the umbrella held over him to ward off the rays of the
sun from his beautiful face, almost in accordance with the account of
the stately elgphant ride of Rama, the darling of the people of Avodhya,
as related by Valmiky m the Romayana: ichhamo hi mahabahum
raghuviram mahabalam gajena mahata vimtam ramam chhatravritana-
nam. The prince as & hunter culting off the horn of the rhinoceros, on a
rare gold coin from the Bayana hoard (fig. 148d), is one of the greatest
artistic creations by & Gupta sculptor. The reverse of these coins, show-
Ing the goddess of prosperity, Sri, holding the noose and the cornucopia
(fig. 149a), signifying military strength and royal treasure (danda and
kosa); the goddess of prosperity with the peacock, Ganga on the
crecadile. or makara (fig. 145d). and so forth, is very impressive. The
king-and-gueen type of ¢oin is anather mode of representing the dam-
pati theme in royval poriraits as great connoisseurs of art and literature,
for every branch of art was patronized by the sovereigns.

134, Yakshi Ambika. From
Akata. Maftraka, sixth g
AD, Barodn Museum



I55. Tritirtha image of Parsva-
natha with an fnseription men-
tioning the dowor, arjika (re-

vered ] Khambhifi. From Akora.

Meitraka, sevently cenfury AD.
Raroda Museum
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156, Fly-whisk bearer ( chamara-
dharini ). From Akora. Matiraka,
seventh century Ab. Baroda
Museum

The Maitrakas of Valabhi, who roled in the area of Gujarat, were
feudatories of the Guptas and followed Gupta traditions: The famous
Gop lemple k£ 34 monument of this age and from their realm. Some of
the most beawmiful carvings from Gujarat come from such places as
Idar, Samalaji, Mahudi, Roda, and the like. Exquisite examples of
Maitraka art include two figuees from Samalaji, the simple bui charm-
ing two-armed Ganesa with a halo, accompanied by a gana (fig. 151),
and the Siva, with an aureole around his head and with his hair (jatas)
tastefully arranged, holding the trident, or trisula (fig. 152), The Ganesa
and the:Siva now have honored places in the Baroda Museum. OF the
same school and exceedingly graceful is' the mother and child from
Samalaji (Ag. 150), the mother beaming with the joy of matemily, a
work now preserved in the National Museum in New Delhi. The
Skandamata from Mahudi shows the mother fondling the child on the
shoulder of & girl attendant

The workmanship in metal of the Gupta period from this ared is ex-
emplified in bronzes from Akota, and excellent examples exist in the
Baroda Muscum. The Santmatha with attendants from Akota is a fine
waork now in the National Museum in New Delhi.

A Buddha formerly in the Boman Baram collection is undoubtedly the
finest expression of the Indian sculptor’s art in metal, Another fine
example of Gupta work s the Brahma from Mirpur Khas in Sind,
now preserved in the Lahore Moseum in Pakistan.

Examples of the art of painting of the Gupta périod have almost dis-
appeared except for the few remains in the Bagh caves, in the former
Gwalior State, excavated on the slope of the Yindhya hills in the vicin-
ity .of the river Bagh. Of the nine caves, nos. 2. 4, and 5 are the most
impartant, Cave 2 cantains excellent sculptures, the most important ol
which is the Buddha Aunked by Bodhisattvas, all carved in the best
tradition of Gupta plastic-art, The remams of paintings in the Bagh
caves are-on the outer wall of the continuous veranda of Caves 4 and
5. The subject illustrated is probably a Jataka or Avadana. The first
scene shows & princess in great grief consoled by her companion, the
second a group of princely figures, among them Saka, distinguished by
his crewn, the third some monks and female lay devotees and a scene
depicting the playing of several musical instruments, the Fourth o group
folk dance, Hallisalasya, the dancers in a ring keeping time with little
wooden sticks; all are most interesting. The feminine coiffure and the
colorful dress and long-sleeved shirt of one of the dancers are especially
noteworthy as giving a vivid picture of the age. A procession of ele-
phants, tuskers with roval riders, are all now almost vanished paintings
from 4 great age. These works, along with the paintings of the Vakata-
kas in the Deccan at Ajanta, proclaim the greatest period of the art of
painting in ancient India,



8. Indian Influence in Central Asia

by Mario Bussagli

Since the beginning of our era, the largely arid and desertic lands lying
between the basin of the Amu Darya and the eastern boundary of
modern Clinese Sinkiang were exposed 1o g vast cultural difusion
coming mostly from the Indian peninsula, The ancient merchant civi-
lizations which bloomed on those lands and formed an essential page
in the history of Eurasia created a great wealth of figural, stylistic, and
iconographic phenomend in which the Indian component plays an
important role. There, through old Kashgaria—whicl) is sometimes still
called Serindia: a misinterpretation of the name Serindu, evocative of
the encounter between the fabled Seres and the Indian civilization—ran
the two-branch lranscontinental route of silk and gold thar hinked
China to India and, through modern Soviel Turkistan, reached lran
and, beyond that, the great eastern ports of the Medilerranean, It was
the shortest way from the Mediterranean to the Far East, and the vol-
ume of rade along this route regulated the political and economic
e¢quilibriom of both continents in the first few centuries of our ern. For
ages the small feudal monarchies and city-stutes that Rowered in the
shadow of the larger oases suffered the anguish of nomad invasions
from the north and northeast and fell prey to the covetous sedentary
civilizations of the soith and the east, whose crescentlike borders,
strewn with formidable mountain ranges, encircled the world of
Central Asia. The economic tiches and strategic importance of these
lands sumulated all the neighboring great powers (nomadic empires as
well as settled states) Lo tey to conquer them; nat Lo destroy, however,
but to preserve their riches Bactrian Greeks, Kushans, Chinese,
Arabs, Turks, Tibetans, Alaic nomuds, and other Indo-European
peoples, all strove with different degrees of success (o gain political and
military supremacy over these areas, so that, once they were in com-
mand of international trade, they might ¢control the Eurasian economy.
Despite this unsettled condition and the Chinese rule to which they
were twice subjected (under the laier Han dynasty and under the
Tung), the western Central Asian monarchies and city-stutes mannged,
al the cosl of much blood and travail, to preserve d certain amount of
independence, thus engendering a historical phenomenon of greal
complexity. Trade, constant contacts with diverse civilizations, and the
political interest that the Central Astan regions aroused in their power-
lul peighbors caused the preeminent produgts and ideas of the more
advanced civilizations of Eurasia to converge in this ared up 1o the time
of its complete Islamization. With the advent of Islam, Central Asia was
almost completely shut off and isolated until, under Mongol rule, it
reaumed its natural role of intermediary in the contacts between East
and West. At the time of Marco Polo, however, the characteristic
nature of Central Asia had already undergone a deep change. Amang
the reasons for this was the fact that Turkish peoples of different stocks
had for & time taken the place of the eastern Indo-European popula-

tions, whose civilizations they had at first adopled but later ignored Lo
develop a varied and composite culiure of their own, which lacked the
creative impact of the onginal ones.

AL the time of the Indian fgural diffusion, the whole of Central Asiu
was populated by peoples of Indo-European stock. The languages
spoken in the arcas dominated by Kucha and Agni—two of the major
city-states of eastern Central Asia—belonged 1o the western Indo-
European group and were, curiously enough, much closer (o Latin and
Celiic than to either Sanskeil or lranian. [t must be noted, however,
that the documents and the literary and religious works found in large
numbers by archueological expeditions in Transoxiana and in the
Taklamakan Desert atiest the extensive use in this area of eastern Iranan
languages which are sometimes mther puzzling in syniax, grammar,
and lexicon. In any case, it is not easy to account for the misleading
exisience of western Indo-European languages m a world that was
precmuinently Iranian in charbdter and lying at the farthest eastern reach
of the Aryan languages. 1| is possible that, at the beginning of the first
millennium #.C., a massive but not very clear ancient migration, re-
ferred 1o as ‘Pontic.’ led groups of Thraco-Cimmerian people to popu-
late the northeastern regions of the Tuklamakan after they had been
driven out of southeastern Europe by the increasing pressure of the
Scyvthians. The Iranisn languages of Central Asin, including the newly,
discovered one of Bacinia, were very widespread. At first the lingwa
Sranea of trade was Khotanese—that is, the language of Khotan, one ol
the largest caravan cities on the southem silk route and the capital ol a
small kingdom, Later, owing to the extraordinary aptitude for com-
merce of the merchants of Sogdiana, Sogdian became the infernational
language of trade. The effects of the Sogdian culiural diffusion were
ceally astonishing, The propagation of Nestorianism and Muanichacism
was largely performed by Sogiian lay mbssionaries, whom the necessi-
ties of trade sent traveling all over the Far East. Sogdian writing, a
denvative of Aramaie, served as a model for the alphabet that the Ulgur
Turks adopted, which, appropriately modified and improved, origi-
nated Mongol writing. In the field of the figural arts, however, there is
no evidence of similar or related phenomena of unification. Yet all the
settled civilizations of Central Asia reveal, on examination, a singular
unity, despite the clear-cul division belweéen the western sireiches
(where peaple of Iranian stock, a mainly agricultural economy inte-
grated with trade, and governmental structures covering vast regions
prevaiied) and the almost desertic lands on the east. where caravan city-
states had grown around the oases. A cominon geographical siluation
and shared historical events were a1 the hottom of this unity, which does
not, however, apply to politics, language, and culture. Among the
principal unifying elements were the diffusion and establishment of
Buddhism, gs is shown in both the figural arts and theliterature—in the
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latter by the nomber of translations of Buddhist texts of yamous types
and degrees ol imporntance. Also in this field the local heritage was by no
means lifeless] this is why there exists & "Central Asian Buddhism'
distinguished from Indian Buddhism. The divergence lay in the stressed
concept of the Budidba's universal sovercignty rather than ia the doc-
trinal tenets and in the obvious tendency 1o theism, and in the mcreased
importiance of the greal Bodhisativas, who were regarded as the Weirs
o & cosmic sovereignty or, better, crown princes of a realm that
extended 10 the farthest end of the universe. To express this meta-
physical concept, the arlists of Ceniral Asia understandably resoried
to human royalty, reproducing the distinctive signs of the small
local potentales or those of the wesiern [ranian sovereigns in the
representations of the Buddhas in glory (in Buddhist terminology,
literally ‘in their glorious bodies’) and of the Bodhisattvas. Local trends
of thought. not aiways very carefully examined but unguestionably
very Interesting, are evidenced also by the preference for certain deities,
the emphasis on particular aspects of the doctrine, and the free trans-
lations. The fact alone that the cultural, pre-Buddhist background of
Central Asia was unaware of the doctrine of constant rebirth and of the
law of reward and punishment {kharma) makes the Buddhism of this
area 4 completely different matter from the triumph of the Good Law
that it was in the Indian world. This distinguishing element suffices to
explain the differing development and value of Buddhism in the regions
that concern us, while their iconography cléarly reflects the introduc-
tion, in the tolerant Buddhist orthodoxy, of local contributions and
Iraniun influcnces, which were sometimes very important for the
Buddhist exegesis and Buddhology.

Politically, oo, India took part in the historical development of Central
Asia through the powers that ruled over the northwestern regions of
the peninsuls. The Buddhist expansion in Central Asia can be ascribed
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157, Heads of iwo figures praying.
From Miran, second half of the
third century A.0. National
Museun, New Delhi

The heads represent two long-
necked maldens with elegant
hairdress. F, H. Andrews sug-
gests that they may poriray the
daughters of Prince Vessanmtara,
the protagonist of the Vessantara
Jataka (Wall Paintings from
Ancient Shrines in Central Asia,
London, 1948), Though the two
faces bear similarities 10 each
other, especially in the large eyes
and slightly hooked noses, their
expressions are different. The
one on the left seems fo be younger
and enthusiastically involved in
what she iz doing; the other, a
little vider, appears mare ausiere
and restrained.

I158. Roval figure praying. Frag-
ment of an adoration scene. From
Miram, second half of the third
century A.D. National Museum,
New Delhi

This fragmentary composition,
which shows a man sitting on a

throne and resring his bare feet on
o Steol, is unguestionably a scene
of adoration of the Budidha,
though it has not been exactly
identified. The rayal personage,
shown with hiv hands joined and
in @ Gandharan garment with
roughly rendered drapery, may
be Frince Vessaniara adaring rhe
Buddha of his time. In this evens,
hiowever, the Jatakay would be
enriched by an episode which is
nof recorded in the texts, The
composition shows a series af
schematic perspective solutions,
which are Gandharan reelab-
orations of Classical parterns for
the distribution of volumes, for
differing viewpaints, and for
vanishing lines, Akin to Gandha-
rart art alsa in the garment, the
drapery, the position of the bodies,
and even in the cut of the mouws-
taches that leave the central upper
{ip uncovered, this work can be
considered a painted version of
the sculptural compositions of
Gandhara.




mamly to the Kushans and their epigones, to whom Central Asia is also
almost totally indebted Tor the propagation of the Iranian culture. As
B. A. Litvinsky has pointed out in his Qutline History of Buddhism in
Central Asia (Dushamba, 1968), western Turkistan alio received the
Buddhist diffusion through the Kushians. whose empire, at the time of
Its greatest expansion, must have included o large section of Central
Asid. Furthermore. bearers of it were not only the Kidarits, bul possibly
also the Ephthalites—the terrible White Huns. whose attitude toward
the Buddhist commumity and the Good Law varied in time and from
place 10 place, Thus, some inexact differentiations between western
and eastern Central Asia and groundless traditional beliels concerning
the destructive and persecutory activity against the Buddhist world by
groups of people hving and acrive In Central Asia and deemed 1o have
been constitutionally opposed to Buddhism are proved wrong. On the
other hand, it is well established that the diffusion in Afghanistan of the
Good Law and of its political version, which Asoka called simply the
Law (dharma), was performed by thar greatr Mauryan emperor; while
the case of Menander, the Greek king protagonist of the Milindapanha,
is obvious proof that the skeptical yavanas (Greeks or Westerners,
generally speaking) also felt the fascination of the Buddhist preaching.
Today we are in a position o add that in Bactria as well asin Margiana,
in the first centuries of our era, there were numerous followers both of
the Vaibhasikas (s branch of the school of the Sarvastivadins) and of
the Mahzsanghikas. This means that the w6 most important currents
of Buddhist thought—the current of the Lesser Vehicle (Hinayana)and
that of the Great Vehicle (Mahayana)—were both to be found in these
areas where, with particular inflections, they coexisted more or less
peacefully, We cannol tell whit the situation of the Buddhist cur
rents was in western Turkistan, but we know that farther east-that is,
in today’s Chinese Sinkiang—the various Buddhist schools and sects
had u precise geographical distribution and were—within certain
limits—responsible for the spread and character of the iconographic
and stylistic trends in that region,

Kucha and Kashgar, on the northern stretch of the silk route, were
centers of the Lesser Vehicle, a fact that surely opened the way to
contacts with Bamiyan and to its influence. Bamiyan was a large
caravan city in Afghanistan of great religious importance for being a
stronghold of this tendency and of equally grear artistic importance as
the mecting place of Tranian and Buddhist art. On the contrary, in
Yarkand and Khotan, on the southern branch of the zame route, Ma-
hayuna Buddhism—that is, the Buddhism of the Great Vehicle—prevail-
ed, probably because of the proximity of Kashmir and the Swar Valley.
On this point the testimony of the Chinese Buddhist pilgrims is explicit
It covers a fairly long period of time and also shows that the inevitable
consequence of the predominance of this current, accentuated and
established: by elements unrelated to the specific belief—which, by the
way, liad been altered by the psychological and spiritual anitude of the
local population—was that the jconography and taste of Yarkand and
Khotan were remarkably different from those of the northern cities
The expansion of Buddhism in Central Asia was performed by mission-
artes of different nanonalities. Some were certainly Parthian and
pethaps of royal bleod—An Fa-Chin, An Hsuan, and especially An
Shih-Kao, 10 use their Chinese names. According to the official biog-
raphies, the last, an outstanding translator of Buddhist texts into
Chinese, was the eldest son of the king and queen of A-hsi (Parthia).
However, it is not impossible that he may sumply have been the son of
one of the most promiment Parthian feudal lords or the heir to & royal
family from & ¢oumtry under lranian influence, which might even have

159. Winged figure, the only
remaining detail from a festoon
in Shrine 3 at Miran, Se¢cond
half of the third century A0,
National Musewn, New Deihi
The image. derived from the
winged eroses of the Classicel
warld, is frontally and heavily
rendgred after the Parthian or
the Kushan raste. The siyling of
the hair, consisting of a lock on
the (opof the shaven skull, by
ilsa heen found at Kucha, one
of the largest caravan towns,
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160, Female figure of the Far-
thiar-Kushan type. From the
Sestoaned frieze of Shrine 5 ar
Miran. Second half of the third
century A.D. National Musewm,
New Delhi

The imuge with the large staring
eves expresses, in its own strange
figural idiom, a flowering, mahire
beauty, The hair sivle is Indian,
and itz gemeral effect, including
the erown-shaped headdress, is
sirongly reminiscent of the
Gandharan siyle,

161, Fragment with Buddhise
manks' heads. From Miran,
second half of the third century
A Narional Museurm, New Delhi
The shaven heads, the pronounced
features, the abundant use of
chiaroscure attenuated by spots
of color, the choice of colors, and
the red siripe on the nimbus of a
Buddha, now disappeared, all
helong to the personal style of the
Master of Miran.

been Margiuna. This old supposition of H. Maspéro was reconsidered
with greater precision and on the basis of newly uncovered archaeo-
logical documents by the Soviet schiolar M. E Masson i 1963, Others
were Kushang, such as Chih Lou-chin-chion, known as the Yuch-<chin
(Kushan) Bodhisattva, Chi-chien, the son or grandson of a Kushan
ambassador, Chi-wao, Chil Liang, and the monk Dharmaraksa, known
as the Bodhisativa of Tun-huang. Some of the missionaries and trans-
Intors were from Sogdiana, for example, K'ang Meng-hsiang and
K'angchu; the latter’s characteristically regional nume unmistakably
gives him away as a Sogdian. In Central Asia also members of royal
families and the upper classes contributed 10 the spreading of the
Word, sometimes even renouncing the world and becoming among the
most outstanding Buddhist translators and exegetes of all times. Many
rich but historically unknown people commissioned religious buildings
to secure renown and ¢ternal salvation.

The fact that the missionary work and the translating were largely the
undertakings of Iranians and Central Asians was not without conse-
guences. As to the enormous quantity of translations, the choice and
popularity of some texts in the long run affected Buddhist speculation
Interpolattons, changes, and the liberties translators took with the
texts facilitated the slow transformation of Buddhism from the rigid
Lesser Vehicle to the decisively soteriological Great Vehicle. The in-
numernble Central Asian art works—especially those of the eastiern area
—offer ample documentation of' the evolution of Buddhology and of
the new attitudes of commentators and exegetes. The historical Buddhas



tended to lade as the Supreme Buddhias. symbolic exteriorizations of an
immobile and immutable principle from which all things are derived,
prevalled. Accentuated theism: the newly conceived, complex doctrine
of the ‘Pure Lands' and Paradises; and the overcoming of the law of
kharma {(which regulated punishment and reward in the perpetoil series
of rebirths) by a deeply lelt acl ol faith are all perfectly leaible in the
murils of Serindia—an ares of eastern Central Asis—to whoever is able
to detect the minor details of their iconography, These were new,
profoundly compassionate. soteniological concepuons, indulging the
desire lor divine protection of human life which only comgplicated
speculation and clever dialectics could reconcile—at least up to a certain
point—with the origmal attitudes of Buddhist thinking, This tendency is
e be found wherever people were converted 10 the Good Law, but
Central Asia it shows unusual aspects, I for no other reason than Lhe
persistence of the Lesser Vehicle m some places. Even more evident js
the attitude toward the universal sovereignty of the Buddha. An issue of
the doctrine of the three bodies through which the Buddha's essence
becomes manifest, [t resulted In the prevalence of the "body of glory'
over the ‘body ol Law,' the metaphysical essence of every Buddha, and
of the "apparent body' (nirmanakaya), which is the Buddha's human
aspeci—or. rather, that whichiinvolves natural perceptions. The histor-
ivil Buddha, gs the Teacher, appeared in this last body, which, according
10 the Law he preached, was no more valuable than that of any other
human being. The only difference consisted in the intuition of the
supreme truth, which was at the same time the essence of the universe,
permeating the mind and spirit of the one-lime prince who, by virtue
of his intellizence, had now become the savior o the world. It may be
added that many of the magical elements in local interpretations of
Buddhism—purticularly those of Udayana and, even more noticeably
those of the upper Swat Valley—also flowed into Central Asia, where
they acquired different values and huances. Vajrapand, who ts probably
the personification of the magic power of the Buddha—rarely used bul
always there s a potentinl reserve of superhuman and, In & sense,
ultradivine power—is seldom to be found i Central Asia and, when it
is, il shows very different aspects lrom those of the tradibondl Indian
iconography, with & lendency 1o completely new demoniacal values.

in view of the ymportant role of the Kushans in spreading Buddhism
throughout Central Asia. it is not surprising that Gandharanart—which
reached ils peak under their rulée—should have been lor a time vory
successful in all the eastern regions of Central Asia and in most of the
western ones as well: While admitting that Gandharan art must be
ineluded in Indian art for its Buddhist content and because 1t flourished
on Indian s0il (loday politically a part of Pakistan), it must be remem-
bered that this an was virtually a propagation of the Hellenistic Roman
current n form and style. The actunl area of its diffusion bordered on
the north with the region of Airtam, near Termez (old Tarmita) on the
Dxus, However, in Tumshuk, one of the main archaeological cenlers on
the northern stretch of the caravan route, west of Kucha, there are
traces of Gandharan diffusion of such magnitude that, in taste and
iwonography. the earliest artistic phase of this site looks like a peripheral
ruther than & provintial interprotation of the art of Gandhara. On the
southern siretch of the caravan route, about two-thicds of the way
castward, the paintings of Miran (see ligs. 157-161) show obiious
similarities with 8 parucular trend of Gandharan art. They form &
painted rendition of sonie special stone sculptures with striking “rota-
ting' perspectives, The artist who created and signed them with the
name Tita (obviously a Prakreit adaptation of the Latin name Tilus)

It ks wnguestionably ore of 1he
best Central Axian crearions.

162. Figure praying. Fragmeni
of a mural painting, perhaps from
Ralawaste. Seventh century A,
National Museum, New Delhi
The image, which must originally
have been enciosed between two
Buddhay (neither of which s
extant ), thougl lesy accurate aml
fess powerfully draown (¢f. fig.
I58 ], shows remarkable simi-
larigles with the paintings of
Ajanta, feclieling the usé of color,
lramiian remimiscences i fltIE‘
golden crown amd symboly derived
Sram the Kushan royalty, sich

as the two trigngular flumes
coming ot of the shonlders,
demonsirate thar, though basi-
cally Gupta in style, it recalls
franign and Kashan art, besides
reclaborating Indian elements
The image befongs 1o Taniric
Buddhism, as iy apparent from
the eye drawn on the back of the
right hend befow the forefinger,
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fo3. The Buddha meditaring.
Probably from Balgwaste, mid-
slxth century A.0. National
Musewm, New Delhi

The Buddha, covered with sym-
bolic motify associared with
Taniric docirines, is represented
Jrantally, In this work, both the
Sfroni view and the stiffness char-
acteristic of the cult steles af
Gandhara seem 1o survive in
painting. The symbols are un-
doubredly Tantreic, ax iy evident
from the two books, surrounded
By flames and resting on two
ot eorollas, adorning the arms
of the figure and the two stylized
thunderbolis ( vafra) on the fore-
army. The sun, the moon, the rwa
Jewels, the horse, and the ornag-
mental mot{f in the middfe of the
chest [ the iwo-headed snake al-
licding ro the vital energy of the

Budidla ) comyplere the meaning of

thix composition, which is styfis-

lod. Hariri wirh children. Mural
painting from Shrine 12 at Farhad
Beg-yailaki, mid-sixth ceniury
A, Navional Museum, New Delhi
Derivation fram the rigid fronral
representations of Gandhara is
lere especially evident, for the
seulptors of northwestern Indig
were familiar with the subject and
interpreted it in a similae manner
both in composition and in com-
pardlive propartion berween the
miatn figure and the children.
However, this paiting is much
more markedly frontal and relies
Jar more on cirewlar and elliptical
fines than does Gandharan
statuary.

tically a producs of Central Asian
taste already tending toward formy
in the Chinese manner.

musi have had links with the Gandharan workshop or school that
produced the pancls with cspecially noticeable perspectlive and ‘rota-
ting' effects, Special ‘genre” details, the *paratactic’ distribution of the
images 1o suggest a crowd, and the particular aspect of the Buddha
with his enormous bun of hair (ushnisha) further prove that there
existed a ¢lose bond between these paintings and the school of Gan-
dhara or, better, with a particular tendency within this school. For this
reason the paintings of Miran, all by the same hand and anfortunately
mostly destroyed, might be regarded as the largest cycle of Gandharan
paintings to have come down Lo us, even though in terms of geography
they stand far outside the area of this school. This pccurrence is by no
means extraordinary. Apart from the mcised gems with Classical or
classicizing motifs scattered all over eastern Central Asia. the enormons
importance of the school of Gandhara throughout Central Asia is
uitesied by the Gandhara-inspired works at Turfan, at Karashahr, and
elsewhere similar ones mentioned in Chinese texts and well known also
in China: and the sculptural or pictonal reproductions of famous cult
tmages—among which are some ol the Gracco-Buddhist school. Gan-
dharan arl was so popular thut i became one of the principal elements
of unification Irom Chorasmia all the way to the western boundaries
of China

The works of Miran are of uncertain date. Most likely they belong to
the period at the end of the third ‘and the beginning of the lourth
ventury, as archacological data and paleographic inscriptions seem to
confirm. Analysis of their iconography and style also points more or less
to this dating, though there 1s no precise and decisive element to go by.
The use of a specidl chiaroscuro, which often consists of white lines
running along the black lines of the drawing to lighten the colors where



the light strikes moat, was a device familiar to mosaicists of the Helle-
nistic period, to those of the school of Damascus, and to those of Ra-
venma and Byzantium, In perspective effects—particularly notable in the
pictonal fragment representing a partly destroyed large figure to whom
a worshiper in princely, or perhaps evén Kingly, attire is paying homage
(lig. 158)—the recurrence of special technical devices is apparent.
The vanishing point, purposely introduced with geometrical elemenis
in the floor, is consistent throughout the fragment, and so is the chiaro-
scuro which presupposes the source of light (o be in the upper right
comer. The stool on which the main figure rests his feet, however, is
drawn according to a completely different perspective, realistic in terms
of the resting surface (obviously geometric), but unrealistic in that its
left leg is rendered by the decompaosition of the masses {(a mere graphic
sign, actually), so that it looks as il il were standing beside the stool’s
tap, IF not entirely impressionistic, this effect is certainly compendiary
or sketchy, for, rather than providing an illustonistic vision, it plays on
the psychology of the viewer. In any case, the stylistic data available
unmistakably link the paintings of Miran to the Classical and Byzan-
tine world, even though the large eves of the figures recall the paintings
of the Fayyum and lran—or Palmyra—which n terms of style are some-
what similar to those of the Kushans. The fundamental observation,
bowever, is that the pictorial production of Miran belongs without &
doubt to the Gandharan current and, consequently, that the figural
background of Central Asia sprang from Graeco-Buddhist inspiration,
This source was (o constitute a determinant of Iater evolution.

One of the most important consequences of the Gandharan influence,
especially of its Classical component, was the predominance of the
human figure in all the paintings of Central Asia. The representation of
the human figure was fostered by the edifying and narrative purposes of
Buddhist art, was continued for a long time, and was nol dropped even
after the most complicated symbolic images of Paradises and miracles
had taken the place of the fantastic but still human portrayals of the last
life of the Buddha. Its latest echo is to be found in the votive portraits
of the Manichacan or Buddhist Usgurs. Not even the influence of
Chinese art—which, however, during the first millennium of our era had
not yet fully turned to landscape—could diminish the effect of this first
strain which, as has already been said, was in agreement with the
general lines of Buddhist thmking.

On the other hand, this ancient semi-Classical background limited the
acceptance and expansion of the omamental value of the human
couple {mithuna) typical of India, Other values prevailed, which were
for the most part derived from the Iranian world and dictated by
mystical impulses of different kinds,

The characteristic aspects of the works of Miran are generully to be
found also in the art of Chorasmia, though in less evident form. In
short, because of the tendency to industrialization. iconographic and
stylistic motifs of various types spread over far-flung areas and into
different milieus of Central Asia, originating—within certain limits—its
artistic unity, Local interpretations of the same motifs, however,
varied greatly. For example, despite the widespread and persistent
influence of the Kushans and the resounding echo of Gandharan art, in
Chorasmia one would look in vain for any strain of that current, which
rationally and consistently developed the llusionistic effects of "rotating”
perspectives, in many respects comparable 1o anamorphosis or. betier.
trompe |"oeil.

Thus is raised the problem of the ¢reative autonomy of Ceniral Asia
both in the western ares (western Tuekistan, as it is now called by the
Soviets} and in the caravan caities of today's Chinese Sinkiang, That the

165, The figure of the Buddha
meditating and the top part of a
stupa. Decorative compaogition
{ fragment ). From Cave | at
zenlik, perfaps seventh century
A0 National Museum, New Delhi
The highly siylized Buddha is
sitting on a lotus flawer inside an
architectural structire, which is a
simplified Gandharan aedicola.
The top of the stupa with the cane-
shaped series of superimposed
umbrellas iy unquestionably
Indiom, but the silk “flags’ are a
clear indication af Chinese in-
fuence. The execution of this
sehematized work iy certainly
based on a technigae meant for
easy and quick repetitions.
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166, Two devas (divinitles)
praying. Mural painting from
Cave I at Bezeklik, eivhth or
ninth century A0, National
Museum, New Delhi

The unmistakable stylization
reveals a strong Chinese influence,
eipeeially in the faces; but the
drapery still echoey the Indian and
Gandharan styles. From the

tocal viewpoint, the jewels, the
clothes, and the headdresses are
exatic elements adapted to the
taste of the Sinified Turks,

lewh
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167. Peaple of different national-
ities lamenting the death of the
Buddla, Detall from a fragment
of a murad painting. From Cave 9
at Bezeklik, eighth century an.
National Museum, New Delhi
The figures reproduced in the
picture (among whom a Far
Easterner and a Persian are recog
mizable | are Sinified interpre-
fations of the racial characteri-
zation found in the stuccos of
Hadda and in the terra-coitas of
Ushkar. Obviously, this Sinified
interpretation iv also the result
of the influence of the Tang
Sunerary figurines (ming-ch'i).

168, The Buddha sifting ona
lotus throne, possibly on an
ocragonal base. From the gorges
af Sengim (Turfan), eighth or
ninth century A.D. National
Museum, New Delhi

In its lower pari the composition
includes two praying figures: a
markedly Sinified layman and a
person in a monk's habir, At the
top are two divinities, one of which
is recognizable as Vajrapani from
the thunderbolt he is holding in
his left hand. Despite Sinification,
stylistic and iconographic rraces,
mostly of the morthwestern Indian
schooly, are clearly detectable.




figural arts of Central Asia were autonomous 1s an unguestionable fact
partly resulting from environmental and technical circumstances. The
sculpture provides prool of this. Because of the lack of workable
stones, the seulptors resorted (o second-best lechniques and used
fabrics impregnated with stucco, chalk, clay, terra-cotia, and cven
lacquer as seulprural materials. While, however, the school of Gandhara
produced, starting from the fourth century, markedly Classical forms
in ils by now all-stucco production and mtroduced 4 sentimental—
almost pathetic—element into'its narrative compositions, the sculptors
of Central Asia went their own different way. They gradually dropped
the Classical or classicizing elements in favor of the Gupta style and ol a
component, generally referred 1o as Iranian because of its resemblance
1o Sassamian art, which is actually not only original but even; (o a large
extent, [ocall The new aperessive and expansive impulse of Iran under
the Sassanids resulled in the conguest of & great deal of western Central
Asia and, consequently, in the propagation of the Sassanian culture,
particularly evident in some manifestations. For sll this deep and
extensive diffusion. however, 1t is also possible that the influence of
Central Asia spread into Irin by a reverse phenomenon of no lesser
extent, which may have conditioned the artistic evolution of the Sassa-

nian period, especially in the minor arts. On the other hand, it is certain
that in the arcas disputed by India and Iran, where Central Asian in-
fluence reached, there originated 4 special figural trend that might be
called *[rano-Buddhist." Aside from an isolated occurrence al Dukhtar-
i=MNushiwar, where some painters of Buddhist tradition treated, perhaps
for the first time, secular subjects to honor a local prince, evidence of
this tendency to follow lraman styles is to be Tound in some works of
nearby Bamiysn, A large caravan and religious center famous to this day
for its colossal statues of the Buddha (see fig, 171), Bamiyan shows a
remarkable viriety of contemporancous styles. Undoubtedly because of
the proximity of the Sassanian realm and, generally speaking, of the
location and economic importance of the city, some of ils images are
decidedly Sassamian in style. Others, however, have the schematic
frontal view of the *anti-Classical’ images of the school of Gandhara
and recall the Byzantine creations, while small groups ol paintings and
especially of sculptures are Indiun in character. 1t cannot be ruled oul
that Bamiyan also responded to the tendencies that were to prevail in
Balalik Tepe. as lts few works in the Iranian munner scem to show,
Unfortunately, the date of Balalik Tepe, generally believed to be aboul
the fifth or sixth century of our ¢ra, is uncertain—it may be earlier or
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169. Harp player. Probably 170. Head of a Bodhisattva in an
Indra’s messenger in the episode almond-shaped nimbus bordered

of the visit of the king of gods to with plantlike, or phytomorphic,
the Buddha meditating in the matifs. Fragmint of @ mural
cavers of Indrasala. Fragment of painting. From Kara Khaja, en

a miural painting, perhaps from the site of the old 1dikut-shohrd,
Balawaste, seventh cenfury A.D. the Uigur capital, ninth century
National Musewnt, New Delhi A, National Museum, New Delhi

The tmage is o local Interpretation The Bodhisattva, with strongly
aof the Indian schemes found in the  Sinified face, but with eyes that

paintings of Ajanta, with the ad- recall the stylizations of the images
dition of iconographic elements of mare closely related to the Indian
the northern sehooly, Gupta production and 1o that of

the porthwestern schools, (5 un-
gquestionably one of the finest
pictorial decorative works of the
Turfan region,

luter. If it is earlier, the murals uncovered in the only frescoed room
of the castle there would have been reflected in a stylistic tendency in
Bamiyan. This is an extremely interesting possibility, especially since
the pictorial style of Balalik Tepe is original, though comparable in
some respects with the Sassanian figural tendencies and those of Kucha
and Tumshuk and is, furthermore, unaffected by the Indian influence.
All the other cities of western Turkistan. instead, display iconographic
and stylistic reminiscences of India.

Bamiyan constitutes & problem of fundamental importance for various
reasons. The city flowered in the fourth century at the time when, after
the accession of the Gupras, the mfluence of India was diffusing with
greater force than ever. It had the typical cosmopolitan aspect of
caravan towns, which is reflected aldo in the artistic activity. [n fact,
Bamiyan was the seat of a great school of painting in which it is said
that Mani, the founder of Manichaeism. had his training as a mimature
painter. At the same time, because of the religious importance of this
center, located on a vital crossroad of the silk route, Buddhist artists of
different origins and schools assembled there. Some must have been
priests, some itinerant artisis who offered their services to the large
communities. This objective situation alone can account for the variely
of the tendencies and the coexistence of different styles, which, in turn,
show that, after the Gandharan expansion, the Indian influence often
met and fused with Iranian and ongmally Central Asian currents,
giving rise to other tendencics and currents that can be called "Indo-
Iranian’ or—1to use the terminclogy of the French school of archacolo-
gy—'Sassano-Gupta.'

What counts 15 that the Indian component. constantly lied to Buddhist
symbolism ind iconography, always remained vital, though it varied in
time, acquiring different values in different places. The appearance of the
Gupta style—uniform in its varicty—started a period of extraordinary
equilibrium in the evolution of art in India; it is therefore only logical
that this Lime of splendor should leave most conspicuous traces on the
evolution of art in Central Asia also. In its western area, however, the
Indian reminiscences are shallow and mostly iconographic. - Though
undeniably apparent, they do not pervade the works. Among the
wooden caryatids of Pendzikent, which were carbonized in a fire at the



I7§. The colossal Buddha of
Bamiyan {approximaiely I75
Sfeet tall). Fourth or fifth century
A0, National Museam, New Delhi
This enormows, rock-carved
starue, though damaged by
Muslim artiflery, still shows sigrs
of being stylistically derived from
Buddhas of the Gardharan,
Mathuran, and archate Gupra
styles,




[72, King Naga coming out of the
weter, Fragmentary polyelrome
stioceo growp. Fromt Fondulisian,
seventh century A0 Archaco-
logical Museum, Kabi

What ix left of this image, which
presurmably represents the King of
Snakes, 15 exceptianally beauriful
anid elegant, mol only because of
the elongated !'f'gm‘!.' el ity
anaromical aecwraey bul also
beequze of rle simaona arfitiude

of the body and the esnrmatic

expression of the face. The work
af Fondukisian, consisiing of
Central Astan and paost-Gupia
Indian efements, iz hard fo
evaluate, for it kas completely
fost it polychromy, especially in
the faces. The way we know (8, it
sty the modern Western Euro-
perar tasie amd is, thererefore.

easlly appreciated,



castle and are thercfore still extant, there 15 mdeed at least one clearly
reminiscent of post-Gupta Indian sculpture and, furthermore, adorned
with clothes and jewelry of Indian 1aste and make. Also among the
murals of Pendzikent there are types and figures that can be traced back
to the traditional Indian iconography, We do not know whether they
include Buddhist subjects, but it is possible that some af the compo-
sitions in the later style are particular jconographic renditions of the
Buddha's Jataka. In any case, in a group showing two players one of
the figures is manifestly a descendant of the typical Gandharan ascetic
and the other is a' king with wings of flame at the shoulders. This
symbol of legitimate royalty was used by the Kushans; it was a sign of
one of the Buddha's most famous miracles and, in Gandharan are, was
always the symbol of Dipamkara, one of the Buddhas of the pasi asso-
ciated with light and flame, The Gupta influence was responsible for
the pursuit of pictorial relief in the first phase of the Kucha production,
and the Kuchean palette reechoes the favonite chromatic consonances
of the pamters of the caves of Ajanta of the same period. In sculpture
the reminiscences of the art of Gandhara do notl vanish bul fade
somewhat as an effect of the Gupla infivence, especially in the images of
Buddhas and Bodhsaitvas. In other cases, when the figures represeni
typical, ethnic, or class characters, the Gandharan echo, though modi-
fied, Is more evident. Perhaps this persistence is partly the consequence
of using the same materials and lechnigues—a necessity that conditioned
the sculptural production of the whole of Central Asia, including
Chorasmia under the "Great Shahs.” The Indian diffusion, however,
anly occasionally influenced style. Rather, it Is the wealth of composi-
tional solutions and iconographic materials topether with the strictly
logical, sometimes even magical, symbols that testifies to the magnitude
of the Indian infiuence. which persisted also in the post-Gupta period,
s is evident in the region of Khoian where there is an abundance of
figures associated with the Tantric mystical current (see figs, 176 and
177). The Khotan figural production was patterned on the styles of the
Pala and Sena dynasties transmitted through the large Buddhist uni-
versities, for example, that of Nalanda In the heritage of Khotan,
however, again there loams the Gracco-Buddhist influence, particularly
noticenble in architecture, Suggestions of the Gupta style show espe-
cially mn the stucco figures. in their oval faces, and n the ireatment of the
drapery.  Yotkan, which dlsa belongs in the region of Khotan, seems,
instead, to have been more ¢exposed Lo the influence from the norih,
namely, from Sogdimnu and Chorasmia. The colossal Buddhas of
Havak may have been inspired by the figural structures of Bamiyan; all
mn all, however, in nons of Lthe art centers of Khotan is there to be
found & real prevalence of purely Indian elements:! Iranian, local or
imported Central Asian, Chinese-derived, and originally Chinese ele-
ments, all stemmed the Indian influence, which continued 1o prevail,
instead, where proportions were not wvolved i symbolism and wo-
nography.

Farther east the probiem of the Indian component is more complicated.
Though its history is mot dissimilar from thar of Kocha, the Turfan area
shows a completely different set of artistic phenomena (see figs. 168 and
174-176), Three circumstances were responsible for the difference. First
of all, the Chinese influence was stronger there than elsewhere because
Turfan was the main cultural center of the Sinified Uigur Toarks. Then
there were its proximity 1o the territory of Cluna proper and, last, the
prolopged survival of Buddhism and of the active ligural prodoction
associated with it Even here, however. there are considerable treces of
the Indian component, so that René Grousset detected in some minor
figures of Sengim-agiz “the most felicitous synthesis of Indian supple-

173, Figure of a scated Bodhi-
sartva Maitreya, Polvchromed
stwcco mixed with earth. From
Fondukistan, seventh century
A0, Archacologival Musenm,
Kabul

The elegans, blithe figurine with

Ity thick heair and serene face iva
marvelious example of the expres-

sive uﬁrﬂu '“.-"- the Fondukistan
school, which was capable of

reelaborating the teachings af the

most varied currents through

clever siylization, Note the ease

arned moverment in fhis position of
rest, wiich in Bucdidhist iconog-
raphy ls called labitasana. The
Fondukistan sehool excelled in
the rendering of mavement,




174. Head of a Buddha. Frag-
mient of o mural paintieg from
the region of Turfan, efghth
centiry An, Narlona! Museum,
New Delli

Executed in the rechnigue of the
double line, ( shows the sirong
Siniftcation thal swited the tuste
of the Uigwrs. However, the
proportions of the fuce and the
thin mowsiaches are typically
Indian {also of the Pala schools)
and characterisiic of morthwestern
work.

175. Head of a deva or Bodhi-
sativa. Fragment of a mural
painting from the region of Turfan,
eighth century a.0. National
Mesewm, New Delhi

The single-line drawing makes

thiv image especially Chingse-
looking, Note the folds of the

neck and the fiylike motif under
the fower lip.

="




176. Head of a Bodhisativa,
Fragment af a painting, From
the region of Turfan, emghth or
perhaps ninth century A1,
National Museum, New Delhi
The heavy lower part of the face
and the slanted eyves reveal a
pronaunced Chinese influence.
The unuswal attinude and the
Samelike wrna between the browy
are proaf that the image belongs
fo a mystical frend, Tantrism.
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177, Terrifying divinity. Frag-
ment of a four-armed dakini.
Fromr Bezeklik, eighth or perhaps
minth centyry a.0- Natfonal
Muisewm, New Delli

A Teaeeie divinity with floval
Jaerrts ant her face amd theee hoads
{one iy damaged and is hardly
visible abave the headdress of the
main head). The two well-pre-
served right hands hold, respec-
rively, the skull aml the knife
{khadea) for blood sacrifices.
Tt rematining left hand rests on

the Rip; the lost lef) hand held a

cord for strangling the viciims.
This fragmen: belongs 1o a frieze
in which floral and fluttering
searflike motifs filled the space
between the figures. It Is con-
nected with a Salvire-influenced
Tantric current derived from the
eult of Kall,

ness, Hellenistic elegance, and Chinese gracefulness.” Some imapes of
the Turfan area sre decidedly Indian, especially those of Buddhasy or
Bodhisattvas (see figs. 168 and 174), Though rare and, in a sense, iso-
lnted, they indicate an jconographic tradition that could not be fully
asserted but left its imprint on figures in which the exotic-and religious
character of Indian images reflects the world and ambience in which the
Buddha's word was preached. It must also be noted that the Sinified
Turfan images of Buddhas and Bodhisattvas—though rendered m a
markedly Chinese manner—also reflect a faint Indian component that
reached there, as a backlash, through Chinese art (see figs. 168 and
174-176). For Chinese iconography appropriated the Indian creations,
adapted, modified, and transformed them, but often reveals to a trained
eye the images that are of Graeco-Buddlust origin and those that are
mspired by the school of Mathura or by Gupta work, -

In conclusion, Indian art left 4 conspicuous trace in the whole of Central
Asig—deeper and more continuous in the eastern ares {especiully 1n
Kucha), less extensive but not negligible tn (ts western part from Sogdi-
ana 1o Chorasmia. Furthermore, the artistic background of Central
Asia was mainly Graeco-Buddhist and had been originated by the
acceptance and expansion of Buddhism even in those lands that lacked
the appropriate social and economic structures to appreciate the full
purport of the onginal innovatory spirit, but had, nevertheless, adopted
it for its metaphysical implications arising from the encounter with
other religious currents.

Despite the backlash from China, which affected the more Sinified
regions of Central Asia. India exercised its influence on the whole
Buddhist world. Even in China, Korea, and Japan the Indian influence
from Central Asia is recognizable In iconography, iconology, and
composition, as well as in lesser figural conventions concerning land-
scape and minor details.

We are not in a position 1o know the extent and nature of the Indian
component in the production of the great Khotan painters active in
China between the end of the Sui dynasty and the beginning of the
Tang epoch. One of the two Wei-ch'ih painters, Po-chih-na, known as
Wei-cl'ih the elder, was famous for his imaginative Buddhist paintings,
whereas the other, I-seng, was a specialist in murals, flower paintings,
exolic images, and also Buddhist figures. It is well established. however.
that Khotan painting influenced the school of Tibet in its formative
stage and perhaps also that of Kashmir, But its contribution in Tibet,
despite the Indian component in the art of Khotan, was by no means
the main source of Indian influence, for the Khotanese school had a
definite character of its own. In this instance there is o question of
multiple contributions but of a definite Central Asian influence. Central
Asinalso inspired the warks of Fondukistan in Afghanistan (see figs.
172 and 173) and, in many respects, even lslamic art.



9. Indian Influence in Southeast Asia

by Mario Bussagli

The expansion of Indian civilization over the lands of so-called Farther
Indiz—including the whole of southeastern Asia from Burma to Vietnam
and from Malaya toinsular India—is an important cultural phenomenon
from many aspects, notably for having raised peoples ethnically and
culturally very different from one another to a high level of civilization,
In the field of the figurative arts the consequences of this phenomenon
are deep and vast. In the process of becoming adapted to the taste of
foreign populations living in very different arcas, the Indian influence
gave rise to entirely new artistic currents, schools, stylistic trends, and
experiences rich i implications and potential developments: Thos were
originated greal warks of art capable of standing comparison in both
quality and expressiveness with' the best creations of the Indian
genius. The encounter of this rich and mature figural civilization
with the fresh imagmation of fast-ascending peoples understandably
produced a vast range of iconographic and stylistic phenomena. In some
cases, changes, adaptations, and a different approach caused a minor
architecturnl detail to become s major structural feature; in other
instances, & decorative motif of India’s imaginative sculptors became a
recurrent and differentiating element. Later, the encounter of the Indian
and the Chinese approaches to aesthetics originated another set of
complex figural phenomena, different from those which occurred in
Central Asia bat no less rich and important.

The geographicil area of Farther India is, as has already been said, vast
and consequently inhabited by a variety of populations which for his-
torical or environmental reasons reacted in diverse ways to the diffusion
of Indian culture, however deeply felt. The element in common lies in
the fact that everywhere this-cultural influence prevailed absolutely. In
Iact, some specialists maintain that the masterpieces of the Indian ar-
tistic genius are 1o be found in this ‘Magna India’—to use a designation
favored by scholars and obviously copied from *Magna Graecia," which,
il for no other merit, s commendable for the emphasis it lays on the
extent and depth of the Indian contribution. Because of a different social
and historical evolution from that of Magna Graecia, however, the
Indian acculturation of southeastern Asia was not limited to a mere
parallel developmeni of forms and styles. Once rooted, it activated
innovatory currents, which, without denying their origin. ran their own
courses with styles and attitudes of taste quite unlike those of the large
peninsula. Yet the spread of Indian culture in those lands was the result
neither of a definite policy nor, by any means, of armed conguest. It
was, Instead, a rare instance in human history of pacific colomzation
springing from sporadic immigration. Trade no doubt acted as an im-
portant spur to this migratory movement and India’s superiority m the
fields of medicine and religious speculation made the settlers welcome to
the local populations. Indeed, this random penetration and the subse-
quent fusion between the immigrants and the natives, which gave rise to

the so-called Indianized States of southeastern Asia, generally produced
effects more useful 10 the indigenous populations than to the bearers of
the Indian colture. The systematic exploitation of the immense and
until then unused local riches made passible by Indin knowledge and
technigues became essential to the economic equilibrium of the Eastern
world. As for the religious aspect of the Indian diffusion, in time com-
mon spiritual values established a basis for continued exchange between
India proper and Farther India. Mutual understanding was immensely
facilitated and, since Indian art was preeminently religious—being the
reflection of a world in which opposition between the secular and the
spiritual was nonexistent—the: religious diffusion encouraged the dif-
Fusion of the Indian figural arts;

It should be noted at this point that the area of southeastern Asis influ-
enceil by Indian culture can be divided o twio sections. The section
consisting of ‘Insulinde’ (modern Indonesia) and the southern Malay
Peninsula was open only to the cultural influence that came by sea. The
rest of the area lny open to influences thal, instead, came overland via
Assam, & region that both geographically snd cullurally belongs 1o the
Indian subcontinent. The diffusion that came: over the better-known
and more frequented sea routes, however, was equally powerful. After
asserting itself in the porl towns and their immediate sureoundings, il
penetrated inland by & slow process of expansion connected with his-
torical events in the “Indigmized States.” The background onto which
Indian culture was grafted was not a void. Throughoul southeastern
Asia, including insular India, there had developed for a long time
different cultures emanating from: the direction of China. The local
bronze cultures reflect those of Ordos and northwestern China, in tarn
no doubt related to the BEurasian comtimental evolution, which thus
descended south all the way o the heart of the Indonesian archipelago,
Other aspects suggest conlacts or relationships—or perhups mere evolu-
tional analogies—with the insular regions of the Far East. The charac-
teristic bronze bells of Cambodia, Tonkin, the local cultural area of
Dong-so'n, and ever of Malaya may easily be related o the Japanese
doraku, despite the different decoration. In any case, it is an unguestion-
able fact that, even though its evolution appears to have lagged behind
that of the originating areas, the cultural background of the zone that
concerns us Jepended, before the success of Indian culture, on a series
of influences coming from China and Ordos.

As Tor Indian religious expansion, apart from the occasion on which the
Emperor Asoka sent two Buddhist priests to the ‘land of gold® (Suvar-
nabhumi; perhaps the Burmese region of Men), the first known state to
turn Hindu was that which Chinese sources call Funan, Centered on the
lower course of the Mekong in the third century of our era, Funan was
already on diplomatic terms with China and remained until the middle
of the sixth century the protagonist of Indochinese history. Another



state, Lin-yi, consisting perhaps of barbarian groups of Cham stock,
suddenly came into existence in A.D. 192 as an effect of a rebellion
against—or, better, by an act of independence from—the Chinese empire
of the Han dynasty. Lin-yi sprang from the courage of a local imperial
official who, having grown tired of serving a foreign dymasty, rebelled
and proclaimed himself an independent sovereign. In the Indonesian
Archipelago, Kalinga (Chinese, Ho-ling), an Indianized state, was
named afler the Indian region of the same name, perhaps as a conse-
quence of the migratory movement from East India. The process of 1n-
dianizstion shows, however, in the mass conversions, rather than in the
forming of these states. The desultory Chinese expansion produced lim-
fted effects in the field of culture, whereas the Indian religious penetra-
tion was contintous and lasting, While Sinified groups in Vietnam tend-
ed to break away from China in their pursuit of independence, on the
ruins of Funan there developed the first Klimer kingdom, with a marked
tendency toward Indianization, It was the time when the Mon and the
Pyu (the latter of Tibetan-Burmese stock) embraced the Buddhist Law.
The Mon became followers of the Theravadm sect; the Pyu accepted

Tantnc Buddhism. In Indonesia governmental structures based on the
Indian concept of regality, on adherénce to the Dharmasasira (the trea-
tises of religious and social law), and on the use of Sanskrit as the litur-
gical as well as the official language triumphed. The spread of Sanskrit, g
sophisticated language rich in vocabulary and particularly suitable for
expressing philosophical and abstract concepts, brought about a quick
transformation in the abilities of the people of Farther India to think
and express themselves verbally, a change somewhat similar to that
which was to take place in the field of the figural arts. In fact, the two
processes of evolution—or, if you prefer, of transformation—ran parallel
courses, At least in terms of the expressive ability of the Southeast Asian
people in religious Gguration and religious literature.

Unfortunately, we are not in a posttion to follow the artistic evolution
of Farther India from carlier than the end of the sixth century ol our
era. At that time durable materials instead of perishable wood came
into use, thus enahling us now to observe the evolution of architecture
and of the ornamentation applied to structures, and revealing an inter-
esting decorative taste, as well 4s the general lings along which omamen-




178, Apsaray with her maidser.
vanl. Fragment of & mural paini-
ing. From Sigiriya ( Ceylon},
end of the fifth century A.D.
(479-07 ), Natiomal Museum,
Colombo

In the mural painting from Sigiriya
the effects of the Ajania siyle can
be felt, but reslaborated in the
Ceylonese mumner. The palette is
different; moreover, the images
are detached from each other ard
‘immersed” in a space which has
nothing to do with the psyeho-
fogicad perspective and the
confinental Tndia. For this reason
the two figures reproduced here
are portrayed n profile and three-
quarter face; respectively. The
Jeatures of the faces also are
different from those af the main

thickly peopled compositions of

Tnddicrt tradition.

179, The Bodhisatrva Avalokire
svara. Stone sculprure standing oul
Sfrom a frame in the form of ¢
niche, placed a3 an ornament o
the left side of the statrway of
Lankatilaka, one of the buildings
of the Jetavana Maonaslery,
Polormaruva { Ceylon ). Twelfth
CERnury A.D.

In spite af the delicacy of the
modeling and the suppleness of
the poze, of continental arigin,
thiz clearly Ceylonese image 15 a
classical proguet of a culfure
which {s peripheral hut nof
provincial fn a disparaging serise,




15861, The king Parakramahahu 1
Cologsal statue earved in rock ai
FPotgul Vehera, near Polonmaruvd
Twelfth century A.D

Thet intage shaws an attémpl al
the porrraval of individuality, and
can ceriainly be sald to represent

the ‘regal’ aspect of the sovereign,

since he ix holding in Kkis hands
the voke which iz the xymbal of 181, The Parinirvang ( the death

regal power. The grave mafesiy af the Buddha ). Detail of the so-

of the image confirmy the belief calfed Gal Vilara near Polonna-

that it was sculpled to exall the ruva. The work was commissioned

saverelprl nof a5 g mian-but oy o by King Parakrameahalin in the

being invested with more thin twelfth century A.D

hrran dignity The calossal figwre [ving on its
right side is 1vpically Cevlonese
i the trégement of the foce and
the muscle mazses of the body,
The drapery, which is highly
stvlized and does not correspond
to the realfstic elements, recalls
the solutions adopred ar Bamiyvan
and in the Gupta school,




2. Loro Jangrang, Prambanam

15

Eighth century A.D.,

(Java)
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183, The horse-headed Vishnu

( Kalkyavatara ), From Cam-
bodfa, Tenth centiry A,

Musée Guimet, Paris

Thix ix probably one of the besi
Interpretations of this aspect of
the god, which iy widely knows
bur not always porrrayed in such

a wely ix fo emphasize its symbolic
value withow playing on iLs
monsirosify.

1584, Apyaray. Bronze. Khmer,
rwelfth century AD. Muyée
Gudmer, Parix

This heavenly nymph is represented
in a dance position, pertrayed ina
dymamic bur rigid manner. The
Jave is almost monstrous (2% (i1
were covered by a muask ), 10
indicare that the nymph belongs
fo a superhuman world, The
diadem in the form of a erown
connects fier with sacred and
ragal values. All rraces of Indian
rradition, exceprin the pestures
dand dance movements, have been
attenwaied almost to the point of
disnppearance.







%

{185, Oneaf the faver of the
Tewers with hirvam faces in the
Buyvem ol Anghkor Thom [ Cem
bolia ), Twelfth cémiury &.D
Enirmoin fared sieel ax thése,
repeaied tn the four cardinal
directions. appeared on ' the 1owers
which overlook the approeches to
the ity aoed ond thoae of the feinpied
af the Bayen arad of Banreay
Chmar. They prabably represent
diving royally in. lis atpect of
Bodliisarivie Lokesvara, hat i,
of the miost COMmRIsSiora e e (15 4
imagined by Budahisr thoughr,
The  sighffv thal the royal pro-
feetion exiemded (1 aullorilty gnd
{15 farseeing beneficence over fhe
whaole af the kKingdom, The Nhmer
coneeprion of rovaliv is clearly of

Teidiam derividiton,

156, Cne of the colossal srarues
widrieh lark the Aveniee of Victory
ai Anekar Thiwn Firs) half of the
twlfth camtury .
[Tiese statues are- imporianr from
thie feonographifcal ard historical
podnty of view an account of the
éffort maile (n themt bo Gbain an
PSSR OF IMasFivenesy anid
power wiihoul departing from
reality, that by, without excessive
stilization, Fheee cun be Ao
@ouhe thar these fieures, which
Firfrrexent "r.l:ill,"li". .f"t.-'.l'”‘”_l [
nresy) vl v the dlimoniie Foree -.i_.ll.
e protectors of the tarihk aud the

WAITery,



182, Anarmy onw the march
Lierpil of a panel ar Angkor
Thom. Datahle benwveen the
wiicldle of the twelfth and Mhe
beginning of the thirteenth
cenfury a0

The style ix that of the Bayon,
and the bas-rellef, which shows no
sigi of the flattening typical of
Angkor Far, s closer in form io
the narrative scenes of ancient
Inilla. The crowded fmages, the
rhythm of the dance, the excited
bt elegant movementy of the

figures, make this a work of
consideralie artistie value.

tal sculpture developed: From the previous epoch; however, there
remain archaeological traces lestifymg Lo the existence and vastness of
the contacts with Indid and even with the Roman West, What matters
o s, in any case, is the knowledze that in the second century of our era
bronze cult statoes were already being exported from India 10 south-
eastern Asia, This is proved by the Buddha of Dong-duong. which belongs
to the Indian school of Amaravati, as well as by 4 gréat many other
bronze statues, same of which were found even beyond the borders of
the more intensely Indianized areas. The place where the Buddha wus
lound belonged to the kmgdom ‘ol Lin-yvi and was called Amaravati
owing (o & loponymic transposition which cin probably be gccounted
for by the brisk trade existing between this area and the Indian artistic
and religious center of the same name, Starting in the sixth century,
when Gapta arl was still blooming in Indig the figural evolution of



Farther India can be followed with a certain amount of precision in all
its various phases. This is a period of which it can be sail thal the Gupta
current had a real colonial expansion (with the understanding that the
word ‘colonial’ his no derogatory implication, but merely hints at the
limited allowances made 1o the local taste). At the same time, it must be
noted that, while the egastward Indinn figural diffusion came (rom the
whole of the east coast of India, the chiel sources were the south-cen-
tral and southern regioms. This preponderance probably had different
causes. including the facilities and locations of certain southern ports;
however, in view of the fact that the Gupla sivle did not develop uni-
formly throughout India, it is not impossible that it was also the resull
of preference, if not downright chaice, for the figural production of the
south-central regions. In any event, the siyhstic differentiation of the
various schools of Farther India unquestionably came later.

188, Elephant. Detall of the deco-
ration of the Terrace of the
Efephants ar Angkor Thom,
Thirteenth cenfury s,

The terrace, which lies o the east
of the royal palace of Angkor
Thom, ix adorned with bas-relicfs
representing scenes from the
warking life of elephanis. Indian
interest im the life of aninals is
refecied, with the same religious
hasis, in Khmer art.
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189, Female figure of stone; head
and arms lost. Datable at the end
af the rwelfth cenfury A.n.

Musee Guirnet, Paris

This statue, in xpite of ity poor
slale of préservation, (8 remarks
ably expressive and powerfual,
thanks 1o the contrast belween

the rigicdity af the drapery and the
senisuenliey of the wade torse, which

1%, Head of a Prajnaparantita
Srom the Bayon, [ phase,
twelfifi=thirteenth centiory A0
Musée Guimet, Paris

The almost completely eloved
ever, the stight smile, and the
treatment af the hair YHERCS @
probable dare ar the beginning af
the thirteenth century, The image
of the Bedhisativa on the cranial

abeys in part the Indian laws of protuberance, or wshnisha, shonld
femalfe beaury, though revised be nored,
aecarding to Khmgr mentality and

faxie,

One of the muinsprings of the Indian fipural expansion was the island of
Ceylon. which belonged to the cultural world of Buddhism and shows
an independent evolution thal, however, resembles very closely that of
the peninsuly. Characteristic monuments and ariginal forms are not
lacking (see higs. 176-181), but their origin can often be traced back 10
the continent. Converted to Buddhism singe the middle of the third cen-
tury p.€,, Ceylon developed jis Buddhist art more or less fram the be-
ginning of our era. Its stupas, called dagobas by the Singhalese, differ
from the Indian examples in both their meantic size and their charac-
terisuc bell shape. The almosi hemispherical dome resting on three
downward-sloping circular drums like superimposed rings and with a
pointed top suggests the bell shape that was 1o be fully developed in the
stupies of the upper terraces of Borobudur, the large Juavanese Buddhast
complex.. This 1ype of bell-shaped structure, however, 18 not limited {o
Indonesia. In Thal (Siamese) ort it was preserved until the time of that
art'sincipient decadence, Other mcidental! detanls, such as large staircases
nd les of elephants half-emergmg from the base walls of stupas or
from the top drums of the larger examples. also became favorite features
with the world of Farther India (see fig, 188). The Ceylonese production
of sculptural bronzes has left no notable traces, especially since it con-
farmed 1o a taste which showed hardly any difference from that of India
itsell. At the time of maximum activity, the predominant figural trend
m Ceylon very closely resembled the Pala currents,

As to the entire territorial expanse of Farther Indin, it can be stated
that, apart fram the Ceylonese components, The Indian influence always
became manifest and survived not only in the canception and structure
ol the Buddhist stupa but alse in the sanctuary Wowers, which underwent
imdependent evolution and transformations, For examiple, urged by a
sense of order and symmetry which they needed fo express supernatural
values, the Khmer architects tended to transform and emphasize the
prasai (the local name of the tower) into a prominent architectural feature
to satisfy the requirements of relipious syncretism. During the last
Khmer phase—thal is, under the reign of the Khmer King Jayavarman
VIL(HI81-1218)—because of new symbolic values, Lthe prasat acquired o
mos! unusual shape, and huge human faces with roval crowns mode
their appearance in the superstruciures of the towers, Facing the cardi-
nal points, these faces, enlivened by enigmatic smikes, represented the
king as the Bodhisattva Lokesvara, the symbaol of umversal compassion

Consequently, they éxpressed the protective power of the sovereign anid
his benevolence, extending in ull directions, toward the kingdom over
which he ruled. Variants of this architectural struciure (practically
turned into & gigantic piece of sculpture fragmented into panels 0 §s to
afford a frontal view of the face on all sides) are 1o be Tound in the
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temple of the Bayon (sce sig. 185) and on the gates of Angkor Thom.
This sculptural value given Lo an archilectural structure is fundamental-
ly u consequence of the lack of interior space in the towers, as is appar-
ent also from similar bulldings in Indiu,

Other elements of obviowsly Indian dervation are the widely used
corbeled vaulis. the choice of subjects, postures, and gestures of the
images (derived from the traditional Indian symbolism connected with
the attitudes of the dance and the yoga technique), and the attributes of
the divinities, which are imderstandably those of the traditional Indian
iconography. Along with the gredt gods, there dlso passed into the

fed

warld of Farther India the immense host of supernatural and semidivine
beings ani the *vehicles” und paraphernalia of the gods and the celestinl
or demonical mythical beings, the gandharvas and the Apsarases, the gu-
nas and the Asuras, m more or less the same forms that had been created
by the imagination of Indian artists. The lact that the Indian fgiiral
diffusion came largely a5 8 consequence of the religious expansion ac-
counts, as was previously noted, for the re¢urrence throughout south-
eastern Asla of the same symbolic and iconographic motifs as were
ongimally connected with identical religious subjects and beings in India
Yet, Jespite the rigid fconographic and lconometric rules sét forth in

the Indian techmcal texts, the siylistic interpretation soon became trans-
formed

The credit for the blossoming of art jn Jave goes (o the realm of Srivija-
vit, 4 kingdom whose principal centér was located near Palambang on
Sumatra, bul which exercised hegemony as far our as centeal Java and
even the continent. The Srivijaya phase was one of preparation (sec fig
2000; the subsequent phase of the Sailendras {a Budidhist dynasty ruling
from the center of the island) wis 4 time of achievement, so much 3o
that the carly period of the Indonesian arnistic evoluton, extending from
the seventh century 1o the middle of the ninth century of ur era (or per-

198, The beginning of the strugele
between Iwo Asuras fdemonic
bengs | Detail frem a fronion in
the furmi of aw aeralerion from
Banteay Srey. Datable between
the tereh awed ihe fourteenth
contiry A, Musée Guimnet, Paris
Thexe Asuray werps brothers wio
werrerized the worlil and wham
even the gods conld mot contguer,
bt who Killed each other for love
af the nymiph Tilottama, created
by the gods themselves 1o sow
diseord betvween the demons. The
fegend (v obvieusly Indian: the
representation, hoth in sivie and
tn costume, is pypically Khmer,

haps even Lo the begmining of the tenth century) is known as Indo-
Javinese or Central Javanese. Forms barrowed from India predomi-
aate, but are treated with especial sweetness and harmony, The templés
bear great similarities to the minor ones of Mahabalhpuram, Thestypas,
however, were already bell-shaped, and balustraded staircases were
important elenients at this time. In the human Gpure, though attenuated,
the triple bend was preserved in all its suppleness, The canon of feminine
beauty was the first t0 change (for obwious reasons), and the breasts
and hips losi their heaviness as the figures became slenderer and more
vouthfil. All in sll, greéater restraint and a better sénse of hialance

192, Danving Apsarases. Detall
Sroma frivze with rine such
figures. which was part of a
Sronton of the temple of te
Bayor, End af the twelfth century
A Muasde Gaimier, Paris

The ehythm of the dance iz ex-
prressed in g contained and subile
dynamism, decived from: fndian
readition, but wsed according to
Kivmer vixion.



193. The Budidha sitting on the
eofly of a Naga, which proteciz
frimt with its seven-headed hood.
The work belongs perhaps to a
transitional srvle. Darable between
the elevernth and the twellth
contfury oD, Musée Guimet, Paris

194, The Buddha stamding ona
double lorus, Stone. From the
Maonastery of the Greal Relle o
LapBuri { Thaitand). Dvaravati
style, seventh—-eighth century A.D.
Neavional Museum, Ayudhya

MMe hands, now missing, were
probally held in the gesture of
certainty, or in the characteristic
gesture which in Thailand indicates
the decision of the Buddha io be
harn again for the last time
{descent from the leaven of the
Tushita gody )



prevailed, In Java, the so-called kalamakara arch, & motif to be found
dlso in Indian art, became a predominant element. The face of the
monster looks out from the center of the arch, at the base of which—
sometimes at the foot of the jambs—two fantastic sea monsters (makara)
emit Mrom the mouth or support on the back the decorated cornices that
frame the opeming. A typical instance of the passage to the fore (in
aesthetic vision) of an originally secondary element.

Seulptural composition is very different from that of India becauss of a
different sense of space. A classic example is provided by the sculptural
decoration of Borobudur, a mountain stupa of really colossal size (it was
built s0 us to cover & hill), where the narrative images are not only clear
and well composed but bear notable suggestions of landscape and in some
cases show intentional rhythms meant to emphasize the vehemence and
violence of the movements in a manner absolutely alien to Indian art.
It must be remembered that the complex of Borobudur includies at least
thirteen hundred panels (each a complete subject) and & great many
stutues by different hands and of different schoals (or, better, work-
shops). Consequently, this 1endency to lightness, clarity, and' hetter-
balanced rhythm was evidently a requirement of the local taste. Never-
theless, despite a better sense of valume and roundness in the bodies and
faces, the Buddha statues of the upper lerraces are very close to the
Indian taste of the Gupta period,

Al Prambanam, in the instances where Hindu subjects from the same
period prevail, the sculptures, mostly inspired by the Ramayana and the
legend of Krishna, cover the inner surface of the balustrades delimiting
the terraces, The compositions, thicker and less serenc than the Buddhist
ones, render the Mantasies of India in & manner suited to the Javanese
taste, Also at Prambanam are to:be found atlempts at rendering the
landscape and sometimes the masses of fighting warriors, especially if the
subjects are drawn from the Ramayana, and ap nterest in the animal
world (also shared, however, by India). Il Borobudur is the greatest
monument of Mahayana Buddhism in Java, Loro Jongrang near Pram-
banam is its Hindu counterpart (see fig. 182). At Loro Jongrang, six
templés—aof which the larger three are dedicated to Brahma, Siva, and
Vishnu, respectively—stand within a square enclosed with gates at the
four poinis of the compass and are further encircled by a triple row of
shrines (156 in all), distributed 50 as to emphasize the square cross plan
of the access ways to the central enclosure. The whole stands on a huge
man-made platform. Here, aside from the apparent Khmer mfluence
evidenced in the temple of Siva, dating from the end of the ninth or the
beginning of the tenth century, the manifest teaching of India takes on
a different aspect. It might seem as il the sculptors and, to a certain
extent, the archutects serving the Hindu religious currents enjoved
greater freedom than those serving the Buddhist current, The truth of
the matter is, instead, that Buddhist thought, centered on man and
therefore really universal, was true 1o itsell even when it was translated
into figural terms. and equalized 1aste more than other subjects could.
Other Buddhist temples in the same place (sometimes consisting of
hundreds of individual but close-lying buildings, as is the case with
Candi Sewu) confirm this view. They do not appear very different from
the Indian works even though their daung 15 as late as the end of the
Indo-Javanese period.

The following phase, known as the Eastern Javanese, marks the end of
the Sailendra period. In the tenth century a local sovereign, Airlangga,
succeeded in unifying the whole island under his rule for a short time;
however, for reasons that remain unclear, the central part of the island
was gradually abandoned in favor of its eastern region. The Indian in-
fluence is evidenced in the square or Greek-cross plan of the temples,



195, Head of the Buddha. Sand-
stane. Datable about the eighith
cenfiery A0, Natlenal Museum,
Brengkok

Thiz 15 one of te works which
best express the exsence of the
Thai siyle called Dvaravall, The
fris and pupll nclved 10 pive
steergth to the paze, and (he hair
ciirled In @ clockwise direction as
it Marhura, should be noted



196, Hewd of a divinity. Smeee,
Highly stylized in the Dvaravari
siyle in its decorative aspect.
Darable betivedn the seventh arid

the tenth century A0, Narionol
Musewm, Nak'on Pathom

The remaiming characieristic
edrring, in the form of a triple
divk, confirms the atiribution 1o
the xrwle el feonography af
Drvaravati,

197. The Buddha. Stone. From
Vieng Sra (Thailand ), Datable
berween the erghth amd the tenth
ceniury ay., probably abiout pthe
elghth century. Natlona! Museum,
Bangkok

The image hox a characreristic
cylindricol headdvosy { mukuta |
ariel four arms, (we of which are
braken effal the elbow. In the
two remaiming hands are the ar-
tributes chardgerervisiic of the god
(eluly and chefl ). The work iy
elthes Dvaravanl or possibly pre-
Angkorean i style. s shightly
xtiff in comparison with Indian
protogypes, and the anatomical
sty is more complete and de-
tatled thom it would have been in
fndfiae.
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198, Vistone, Stone. Fron Si T ep,
province of Bejapurna [ Thatland).

Dyaravatl seyle. National
Museum, Banghak

The standing figure is repre-
senred accarding ta-the canon of
triple flexion (the charactéristic
Inlian tribhunga), which demon-
strates how tenacionus the per-
sistence of Indien influence was
The region where the Dvaravati
style flourished was dominaied
by the Khimer from the seventh

to the renth century A0 and

the image of Vishnu presented
here, to judge from the contrase
between the heavy oval of the face
aied the lively agility of the body,
should be dared between the
eighth and the renth century.

{99, Male head in térra-cotia,
probably 1o be identified as a
Bodhisativa en account of the
steange and rich headdress, 1
onie af the most expressive and
beaurifil works of all the rerra-
cottas discovered at Ku Bua.
Dyvaravard style, ninth-tenth
century A.D. National Museam,
Bangkok



200, The Avalokiresvara Bodhi-
sareva with four arms, unfor-
tunarely broken off. Bronze,
Fram Java, perhaps Borobudur.
Srivifave siyle, ninth-tenth
CENLUry A.D,

The rich fewels evoke the arr of
South India and of Java, On the
very elaborate headdress is the
Buddha Amitabha, of wham the
Badhisativa is an emanation,
The rreatmeni of the eyes recalls
she Imifian schools of the norih,
As can be seen here, Indian in-
Juence persists for an-extremely
long fime,

which were mostly Hinduw, although phenomena of syneretism between
Buddhism and Saivism occurred. as 15 apparent, for instance. 1n the
temple of Candi Jawi. Sculpture became more and more decorative and
in some cases shows cultural—actually, religious—values, 100, The reliel
continues to be remurkable, but the movement lacks its earlier impulse,
becoming intensely resirained, as if the gestures were suddenly inter-
rupted. A dilferentiating charactenstic is the use of sacred pools as
temples. To conclude, the phase of Eastern Java, ¢haracterized also by
the upward thrust of the markedly vertical lines of the architectural
structures, which ended, however, in truncaied tops, shows a noticeable
continuity with the previous period. The Indian influence lost its impact
as the artists continued to pursue independent forms and solutions un-
til, in the epochs known as Singhasari and Mojopahit (corresponding to
the thirteenth and fourteenth centuries), entirely new architectural and
decorative forms began to appear; these changed along the evolution-
ary line indicated by the verticalizing tendency, The complex eleviations
of the buildings of this epoch recall in this form a gigantic lamp, and in
some monuments the resemblance s made more striking by seemingly
supporting bur actually appiied "paws.” conscrously designed to suggest
the spiritual illuminating function of the temple by the evident resem-
blance to the usual lamps (for example, Candi Kidal).

Thus Indonesian art had become independent but still bore traces of the
Indian mspiratton which emerged noticeably when this art, as it spread
for political or commergial reasons, came across other figural trends
also charged with Indian reminiscences.

Among the art styles of Farther India, the one thit is best known and
most appreciated by the Western world 15 the art of Khmer, praised in
the travel books of famous writers and considered a really impressive
figural phenomenon. Developing approximately between the end of the
sixth amd the middle of the thirtcenth century on the territory of present-
day Cambodin, ns evolution was fragmentary. The different periods are
indicatéd by the names of the different Khmer capitals. Extremely rich
in monwments, it s famous above all for the sacred and roval city of
Angkor. The building of the liarge lemple of Angkor Yat marks the
upogee of the Khmer igural civilization, correspondmg to the reign of
Suryavarman Il the first half of the twelfth century (see fig. 186). The
invasion by the Cham, the fall of the Khmer, and the pillages that fol-




lowed: the invasion and conguest spelied a penod of decadence, which
wis later overcome wider the rule of Sayvavarmuan VI, when the dam-
nged and pillaged city of Angkor was rebuilt and embellished as Angkor
Thom (see figs, 185, 187, 1R8, 190, and 192)

Khmer sculpiure. from the seventh cenwury onward, developed an
arigntil trend, departing from/ the sense of volume, the attenuated con-
tours, and the tvpical bent poses of Inding art, 'The ideals it pursued,
dictnted by o very different taste from (he one thal hud provided inspi-
ration, are partly connected with the religiops guality attributed to the
Khmer sovereigns. The sovercign's temple was & magic center identifi-
gble with Mount Meru, which wis the axis of the universe, 1L repro-
duced that mountmin’s strocture by man~made cevices. such as the
step pyramid sapporting the sanctuary, In archifecture, order and logic
were predominant, producing effects ol symmetry and grandeur that the

wealth of ornaments could not stifle. Concern with order shows, first of

all, in the plan of the buildings, their grouping and the conventric dis-
tribution of the squure galleries. In fact, the standard patterm consists of
the tower [ prasat ), the step pyramid constituting the base of the temple,
and the galleries which are corridors open on one side and sometimes in

20, Fragmetary torgo of g
divimity, In the attlinde of tripl
Hexion of the body (tribhanga)
Sruceo, Dvaravart seyle [lare

phase?], renth eentiry A0, (7]

Nationa! Museum, Bangkok

The anatoney is clearly of Indian
derivatlon, but the proportians
are considerably modified in ac-
cordance with lncal Thal tipsre,
while the costiome recalls more
strattgly thin many other works
that of lndian protorypes



202, The Buddha standing,
wearing roval vestminty, Bronze
Fraom LopBuri, twelfth=thirfeenth
centiry A0, Natioral Musetm,
Bangkok

Both hands are decorated with

the fotus, and are posed in the
abhaya mudra, the gesiure of
profection. Such symmeiry woil
lgve been ahnost hereiical for

Irreticy

203, The Buddha meditating,
prafocied by the Naga Muicifinda.
Sardeteme sraiue. Srvle of Lop-
Burf, with strong influences from
Angkar. Thirteenth cenfury &.D
National Museum, Aviifiva

The Buddha, attired in his roval
vektments (necklaove, divdem, and
rnevkafon, o sort of fara), 03

presenied fere dna ol

situarion, profeeted by the K ing of

Srnaber, whe iy sheltering him

_.l'r."n'.' o Irarl .'_r VINE -'..ll'.'f Fioane




205, Verive stupa in hronze,
suscained by atlanres and Hlons.
Style of LopBuri, thirteenth-
fourteenth century a0, National
Museum, Bangkok

The Buddhas adarning ihe drum
are seated in the yogi poxition
with their right hands held in the
gesttre called the bhumisparsa
mudra, which calls upon the
Earth 1o be a wilness to the
realization of Enlightenment.

2. Head of the Budidha, Sryle
of LopBuri. Thirceenth century
A, National Museum,, Bangkok

181}



tiers. 1t must be remembered that Angkor Vat, the masterpiece of Khmser
architecture, was also a funerary monument. Possibly that is why it was
built to face the west Its function, however, does not make it any less
magmficent or less carefully planned. In fact, its makers even exploited
the light effects that woulld énhance the pronounced reliel’ of the sculp-
tures. Low relief is limited to the orpamental panels meant Lo emphasize
the amplitude and imposing massiveness of the monumental walls, as
was notalways the case in India

Closely bound to architecture, Khmer sculpture modified the Indian
standards of feminine beauty (see fig. 189} the greater rigidity of the
bodies is emphasized by restrained gestures, angular, stiff, and alwaysy
ornamental. Khmer artists complied with the Indun rule demanding
that the clothes and jewels adormmyg the divinities and characters in
sncred scenes reflect the current local fashion (see fig. 184), bul the faces
of Khmer images, cleverly stylized, radically transformed the original
Indian suggestions (o express that detached and infinitely compassion-
ate benevolence which, speaking of the Buddha, Pierre Loti defined as
"le spurire de la Grande Paix obtenue par le Grand Renoncement el la
Grande Pitié"” (the smile of the Great Peace obtained by the Great
Remmeiation and the Great Compassion),

The Champa current. which developed between the eighth and the seven-
teenth centuries in southeastern Vietnam, reflects the Khmer and Java-
nese currents and Murther modifies their Indian component, Champa ant
repeats the sanctuary tower featore while neglecting galléries and tem-
ples. In the twelfth century (with the Binh-dinh style) the Khmer prasat
became an extremely elegant structure as is apparent from the “Jade
tower' (on the outskirts of modern Quinlion), reminiscent of Angkor
Vat, and even more obviously from the so-called Ivory towers of the
end of the twelfih cemury. The Cham rower, called kalan, despite ils
wealth of ormamentation, consisting ol moldings, fillets, and so on. is a
sober structure of vertical lines. Lancet arches, which sometimes occur
in pairs one on top of the other, reveal their distant origin from the
Indian kudu only on accurate anlysis. Siill, in Champa orpamentation
there survived somes really Indian elements along with others borrowed
from Java and Khmer,

Thai art, instead, has its roots in the Gupta style. It originated in the
kingdom of Dvaravat, from which it derived its carliest nume (see figs.
196-198 and 201). The Gupia models copied i the region of the lower
Mckong differ from the Indian prototypes only in the ethnic characteris-
tics of the Buddha's face (see fig. 195). The temporary conquest of this
region by the Khmer introduced a Khmer influence. In any case, the
preference of the powerful western neighbors of Dvaravati fostered the
development, on the lower course of the Mekong and the surrounding
areas, of & mode known as the style of LopBuri (see figs. 194 and 202-
2035), which 15 no more than a provincial variant of Khmer art, even
though it shows originality in some minor trails. The advance of Thai
populations from Yunnan down the Menam seems to have brought
about a deep chunge and actually originated Thai art proper. lis pecu-
liar quality, also seen jn large aties such as Chieng-sen and Sukhodsyva
(see figs. 206-209), which bloomed from the middie of the thirteenth to
the fifteenth century, is a result of the prolonged contacts with Buddhist
Burma (and through it with northeastern India) and, by sea, with
Buddhist Ceylon. From both places came models and suggestions that
were spon modified to suit the Thai laste. In Chieng-sen therg was a
strong Pala influence, while in Sukhodaya that of Ceylon prevailed (see
fig. 209). This is why the Buddha images of Sukhodaya are clad in
Ceylonese clothes and their legs are bent in the Ceylonese version of the
yoga pose {crossed legs and exposed feet). The Buddha images of Chieng-
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206, Stylized hand of a Buddha

i gilt bronze. Style of Sukhodaya,

Fourteenth ceniury a.D. National
Museun, Banpkok
The dareed i heldd i the gesture af

07, The Buddha walking. Gifr
bronze. Var Benchamahop® it

( Monastery of the Fifth King-
dam), Bangkok, Datable in the
Jourteenth century a.p.

profection, ard has carved on the From the protuberance on the

palm ithe symbol of the fotas, cranfum, or wehnisha, jssues a

which I alzo the Wheel of the tungue of flame. The image is

Law, highly stylized and decorarive,
and belongs to the Sukhodayy
aiple.

208. The Budidha welcoming,
Fative tabler made of lead.
Style af Sukhodaya, fourteenth
eentury A, Nattonal Museun,
Bangkok

Lnder an archway, which has
vases of flowers standing before
it and twe umbrellas above, the
Buddha advances holding his lef
fuaerd in the posture of argumen-
tarion (vitarka)

sen have the skull protuberance of the Pala school Buddhias: in those of
Sukhodaya the protuberance is turned into a pointed motif, which soon
became a stylized flame (see fig. 207). The original Indian iconography
had become a thing of the past, and vet evidence of it was still there.
even though Thaui art is & greatart 1o its own right,

The extent and manner of the Indian figural expansion in southeastern
Asts—or Farther Indin—can be retraced and evaluated with a fair
amount of precision because of the religious conservatism and resist-
ance to change that characterize outlying, provincial (the term is vsed
in the sense that we have been trying to define) areas, Unlike that of
China, which amounted to colonization in the real sense of the word, the
mfluence of India asseried itself Tor its superiority and the particular
spell it cast on the peoples of Farther India. Accepted by rree choice
and ranging so far and wide that it iimited the Chinese figural diffusion
1o very small areas, the Indian mluence brought about 4 consistent and
gradoal evolution which was different in the various regions and partly
conditioned by the political and social structures within the immense
area it alfected, It might be said that the peoples of Farther India, recog-
nizing the superiority of Indian culture. strove 1o make it their own, al-
tering il according to their creative genius, Unlike what happened in
Central Asia, where Indian art met with other equally vigorous currents
and fused with them, from Burma to Indonesia the art of India was un-
disputed in its rule and proved both its vitality and its charm even as it
became transformed, Everywhere in this area it activated new currenis,

¢ach 1o become m time an iirt in ils own right and an important page
in the history of world ari.
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210, Vishnu. Gilt bronze. Fif-
teenth century A (). Prince of
Wales Museum of Western India,
Bombay
In the two right hands are the
chief attributes of the god, while
the twa left hands are held in
characteristic and distinctive
pases (mudra ). Strong analogiex
with Tibetan ivonography and
lconpmetry are evident,

209, The Parinirvana, Bronze.

Thaf, sehaol of Sukbodoyg, datable

irs the fourteenth century A,

Neattonal Mocewm, Banghok

The portrayal of the death of the

Buditha, first developed by the

CGandharan school, Is here given

strengtlh and gt the xame e

refined. Images of this sort, which

are rather rare, bear witness to

the process of stylisiic trans-

Sfarmution uadkrgone by an

Indian fconographic motif thay

pessek from ity origina dramatic

Sform to an elegant ond almosi

affected interpreiation.
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211, The poddess of carth evaked
ax i witness by the Buddla to
confound his apponent, Mara.
Bronze. Style of Bangkok, first
half of the nineteenth century A.D.
National Museum, Bangkok

The goddess is wringing her hair,
which 15 soaked by the libations
made in his previows lives by the
Beeditha himself. In this way she
eanases a flood which puts Mara
and fiis army to flight.




| His

212 Tard, @ Buddhist divinity,
Gilt bronze, Nepalese, seventeenih
century AD. Prince of Wales
Afiiteum of Western India,
Bombay

The siyle is characteristic of the
peripheral works which passed
Jrom Nepal to Tibet,

213, Avalokitexvara. Image in
gilt bronze, sef in a large fragment
of veined mrguoise, Nepalese,
gighteenth ceninry A.D. Pringy

of Wales Museum of Wesiern
Ingdia, Bambay

214, Tura, xeated on g Jorus, with
it bl worked all aratind Hee
figure, Bronze, Eighteenth centiry
Ay Prinee of Wialex Museum of
Western Indin, Bombay

Excellent example of pravincial
arl rur:;‘rrgmﬁ_[’ rransiarmalion,



10. The Art of Medieval Hindu India

by Calembus Sivaramamurii

After the Guptas, for a brief period soversignty passed to the Var-
dhanas, of whom Harshavardhana, a remarkable emperor-and himself
a poet and patron of letters. was also a patron of art. This was in the
seventh century A.p. Under this emperor, the prosperous kingdom of
the Maukharis, ruled by Grahavarman, the prince who married
Harshavardhana's charming sister, was also umited to the Vardhanas on
the:-death of Grahavarman: at the treacherous hand of n common
cnemy,

A few examples of the exquisite sculptures of this period exist. An
outstanding one is the beautifol female bust from Gwalior now in the
National Museum In New Drelhi (fig. 215). The pearl-bedecked coiffure
[muktajalagrathitam alakam) and the transparent dress with its neat
embroidery make it one of the finest ereations of the Indian sculptor's
chizel.

In the eighth, ninth, and 1enth centuries. the Gurjara Pratiharas camie
to power, They had a vast empire extending over the Ganga-Jamuna
Doab, Gujarat, and Rujasthan. The greatest of the Gurjara Pratihara
monarchs was Mihira Bhoja, who ruled in the tenth century. Ther em-
pire was so great and therr power so overwhelming that they could not
but come into conflict with the great power in the east, Pala, and in the
Deccan, Rashtrakuta. It is therefore in this period that sculptural
similarities oceurred in geographically separted areas in Central India,
bringing together the siyles of the regions of Bundelkhand, Kanauj,
Osia, Abaneri, Bikaner, ete. Some exquisite examples of Guarjara
Pratihara work have bezn found at Kanauj. The alréady popular theme
of Viskwrupa Yishow, noted in the Mathura sculpture of the Kushan
aml Gupta penods (pp. 104, 130), 15 represented in 3 magnificent
example i which the prncipdl Avatira forms of Vishnw, fish, tor-
toise, boar, amd lom, ire shown as four Faeess the rest are distributed
over the ¢rown Brahma, the eleven Rudras and the twelve Soryas,
Indra, Sarasvatl on the swan, Karitikeya on the peacock, and a bost off
other deities, meluding the cight Bhairuvas, make up & lurge encircling
buckground for the figure. 1t is a telling visual version of a passage in
the Bhagavadgita’ pasyadityan vasun rudran asvinao marutas tatha
bahunyadrishiarupani pasyascharyani bharata.

In another exmmple (fig 222), the marriage of Siva und Parvati, the
crouping of the deitics above, closely following the earlier Gupti
iradition, shows YVarona, Yama, Indra, Yayu, Ganesa, and other gods
on their respective mounts.

A charming sculplure of 2 mother and child, the voung mother pro-
vided with a halo suggestive ol divinity, 10 (his case, Parvatl, with
the baby Skandu, is another exquisite example of the sume school from
Udaipur in Rajasthan, dating about the eighth or minth century, A
Kubera, also from Udaipur, is yet another early work. Tn the Gwalior
Museum there is a sculpture representing a divine nymph, or Surasun-

dari; the body, in lovely flexion, is modeled with exduisite grace and
draped very tastefully in a garment with an artistic border and scattered
pattérns—undoubtedly a supremely charming creation of Teminine
beauty by a Gurjara Pratihara sculptor about the tenth century A b.

An idea of the sculptural metalwork of this school can be had from two
fine examples recently acquired by the National Muscum in New Delhi,
both of the tenth century and representing Vishnu, one with an jn-
scription mentioning Mahipaladeva (fig. 223) and the other with a more
cluboraté background showing in characteristic Pratthara fashion the
ten avatars setallaround it. a feature often noted i lithic sculpture.

Contemporary Kashmir sculpture was under the patronuge of the
Karkota dynasty, of whom Lalitaditya Muktapida is famous s u great
patronofartand literature and as the creator of monuments at Lalitapura
and Panhasapura, with the tempie a1 Martand as a wribute to his art-
mindedness. Later under the Utpala dynasty, under the distinguished
Avantivarman who bailt the Avantisvami temple at Avantipura,

medievial Kashmir established great traditions in art. Here was a

meeting place for Greek, Gupta, and Sassaman styles. There is a linge
here of influence not only from Gandhara bul from the Centril Asian
arca slso. The crown of Surya from: the eighth<century temple al
Martand strangely survives in Kangra pamtings. The armangement of
the hair recalls the Gupra style at Masrur. on the hills near Chamba,
where in the rock-cot temples there are some lovely carvings; 4 note-
worthy one shows Varuna on the makary, or srocodile

In the Avantisvami temple at Avantipara, one can pever forget the
important. panel showing the king. accompanied by the queen and
attendants, approaching the shrine as an humble devotee. 1t is certainly
the portrait of Avantivarman, who, like Rajendri Chola later in the
eleventh century at Gangaikondacholapuram, immortalized himself
supplicating the deny whom he has honored in a temple bulit by him.
The panel of Manmatha flanked by Ratl and Pritl with the parrols, so
clotely associated with Cupid, typifies medieval Kashmir sculpture.
Here, again, the ancient tradition in India of the versatility of the Indian
carver is perceptibly secn in magmficent ivory carvings recovered from
this area and now preserved in the Prince of Wiiles Museum of Western
India in Bombay. One of them shows the Maradharshana (fig 229), a
vivid portrayal of the Buddha overcoming the imporiunities of Mara,
the Satan of Buddhism. The great care and perfection of detail with
which the uncouth forms of the weird hosts of Mary are renidered
make the wark the most outstanding in carved ivory yet recovered in
India. Equally important is the Avalokitesvura Bodhisattva with attend-
ants (fig. 230); the delicacy of the work is beyond praise. These pieces
totse, by, nnd lon, iy shown g Dol fiee<: the st are distributed
the eighth century.

A very early example of metalwork from Kashmir near the Gandhara
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2%, Femining bust. From Gwalior
{ Madhya Pradesh). Vardhana,
seventh century A0, National
Museum, New Defli

Nate the dreamy eyes, the ele-
gantly dressed braid decorated
with pearls. flowers, and render
sprigs, the cirfs nestling on the
Sarehead, and the diaphanaus
badice.

216, Varuna, lard of the waters,
With his consory Varunani on hiis
Hont, o monster, oF muakeard,

Girrfara Pravihara, eghth century

Ao Prinee of Wales Museumval
Western India, Bombay

Note the eleganr treatment of the
Srewres, the clouds in the back-
ground. and 1he pasa.or noose,
suggestive of Varuna,
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uren, 4 Yishnou with personified weapons on either side, the wheel and
the club in male and female forms respectively (of which only one is
intact), i in the Staatliche Museen, Berlin, This work presents a
well-modeled lorso based on Greek or Roman traditions and is at once
suggestive of Gandharan art, though it s rather Inte for Gandhara.
Clearly of later date, it has inspired still iater creations of the early
medieval school in Kashmir. This points to continuation of metalwork
from the early centuries in Kashmir; fine examples like Vaikuntha
Vishnu (se2 fig. 217), with additional heads of the lion and boar, are of
frequent occarrence.

The Mahishamurdmi tmage with an inscription stating that it was
fashioned by Gugga, and the ssated Narasimha, Kaumari, and other
similar bronzes, somewhat elongated in form and with pleasing coun-
tenances, from Barmaur and Chhatarhi in Chamba illustrate eighth-
century Kashmir crafltsmanship.

In eastorn India, the powerful Pala dynasty built up an empire founded
by Gopala and continued by Dharmapala and Devapala, his successors.
The Paly kings, being great patrons of learning and art. encouraged
universities al Nalanda, Vikramsila, and Uddandapura. They were
devout warshipers of the Buddha. This accounts for the variety of
sculptural theme, Bralimanical and Buddhist, of the Pals period, The
sculplors were equally at home working in stone and m ¢lay. The terra-
cotta tradition, to which magnificent examples of the early period
fromy Paharpur and Mahasthan bear testimony, continues in the very
Inte temples like those a1 Birbhum. The dream of Trisala representing s
Jain théme and a medallion showing the mithuna motif are expressions

in the medivm of terra-cotta from Mahasthan: These works can be
compared very favorably with such fine examples as Seshanarayana
fighting Madbu and Kaitabha from Bhitargaon,

A trace of Gupta sculpture can still be seen in famous examples of
Paharpur work like Radha and Krishra or Krishna and Balarama
fighting Chanura snd Mushtika. The earliest dated Pala sculplure of the
time of Dharmapala, a linlel representing Surya. Siva, and Vishnu, in
the Indian Museum in Calcutta, is of poor assthetic gouality. An out-
standing large sculpture of the Pala school. now in the Rajshahi
Museum, 5 the famous Ganga, or the heavenly stream personified,
with especially noteworthy perfection of decorative and snatomical
detail. There are two modes of Pala work that can be distimghished,
one from Bihar and the other from Bengal, for the large empire of ihe
Palas extended to the areas of both Magadba and Banga. The figures
in the former are a little heavy and thickset. In the eastern region,
however, the treatment is lighler and the figures are more vivacious.
OF the early sculptures from Bihar, the large image of Vishnu on
Garuda, still recalling Gupta features, is a noteworthy example [rom
the Broadley Collection preserved in the Indian Museum in Calcutis,
To the same phase belong the Vishnu with consorts and the Tirthankara
Parsvanatha recovered by ). €. French and preserved in the Indian
Museum. A sculptural work of this early phase from Nalanda that
urrests attention by its grace and dignity i3 the Kumarabhuia Avaloki-
tesvara in the National Museum in New Delhi (fig. 231).

The Bengal sculptors’ delicacy of treatment is seen m such magnifi-
cent creations of the Pala school as the Nartesvara dancing on a bull,

217, Head of Vishnu ax Vaikentlag
with a lon face amd - boar farvi

o either side. Gurfora Pratihara,
crEhef cenrsiry A0 Prinee of
Wales Museum of Western Inifia,
Bombay



218, Malesvarf with attendants
From Chamba. Gurfara Pratihara,
eighth cenmiry an. Navional
Museum, New Dollii

A typical example of the delicacy
of workmanship in the Chemba
ared in the earfy medieval period,

210, Mother and child. Maitraka,
shxeh eenfury A Udaiper
Viesewnt | Rafosthen )

Delivately modeled and viry
natural in Ieeatment. The halo
suggests that the subject s a
Skandeamata (mother of the pod

of war).

191






220, Yaksha Sarvamibhuti.
Guriara Pratihara, eiphth century
A Udaipue Musewm

The fulseme face and corpulent
hody and the excellent modeling
af the eleplant, hix rount, are ta
be noted,

221, The ten-armed Nataraja
dareing n the falita made with
ganax holding musical instramenis,
Gurjara Pratihara, ninth century
A, Gwalior Muséum, Uffain

{ Madhya Pradesh)

222, The marrtage of Siva and
Parvadi. Gurjara Pratihara,

eighth eontury A0, National
Museum, New Delhi

An effective sewlptural represen-
tatton of this theme. The trearmiens
of the elowds with celestialy above
iy veminiscent of earlier traditfons
of the Gupias and Vakatakas
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from Sankarbandha, in the Dacca Museum, It is the Pala counterpart
of the famous Chola images representing Siva dancing. The Ardhana-
risvurs, the hermaphrodite Torm of Siva, in the Dacca Museum is
another important sculpture. A very early Pala carving, with the siill
harp-shaped vina in the hands of Sarasvatli, itsell suggestive of the
carly date of the image, Is from Lakshmankatl, This work and the
Martesvara, are the most importunt examples of sculpture of the Pala
school.

The Pala metalworker has created some of the most charming bronzes
of India. These date from the eighth to the twelith céntury. Although
the Rangpur bronzes of Vishnu with consorts in the Indian Museum
in Caleatta and the Rajshahi Museum are later than some other early
ones in the Rajshahi Museum, like the Sarvani from Deulvadi, which

has an inscription mentioning its dedication by & princess, they are very
fine examples of their kind. The Sarvani is of the seventh century, is
pre-Pala, and shows the continuity of the craft of metal casting in
eastern India. Exquisite early examples of Pala metalwork from East
Bengal are the Sitatapatra from Tipperah preserved in the Dacea
Museum and the Hrishikesa from Sagardighi in the Bangiya Sahitya
Parishad Museum in Calcutta,

From MNalanda come a host of lovely bronzes of both Buddhist and
Brabmanical inspiration. Sankarshana, Sarasvati with the harp-shaped
ving, and the group of Matrikis and Vishnu with personified weapons
are not v any way less important than the Jambhala, Tara, Arapacha-
na, and other Buddhist icons from this source. The lion and elephant
maotil casl in & very large size, as a support for a seat (fig. 233), and a

224, A row of muzicians, dan-
sewses, and warciors. Detail from
a long frieze from the fopafa
prandapa, or pillared hall, of o
temiple at Sikar ( Rajasthan )
Guriara Pratifiara, tenth century

223, Vishnu, lanked by Sri and
Sarasvarl, Bronze. Provenance
wnknown, Gurjara Prartikara, tenth
century a.0. National Museum,
New Delhi

This bronze figure is extremely
{mportant not anly for its simple
ad effective warkmanship, bue
also because it is inscribied in the
reien of the Gurjara Pratihara
ricler Mahipaladeva,

A National Museum, New Dellhi

The frieze is an exquisite ¢x amiple
of the delicacy and clarn of

early medieval sculpture from
Rajastfum.

223, Close-up af the wall of a
termple ar Jagar [ Rajasthan].
Chandella, tenth century a0,
The delicate figure carving in-
eliedes alusakanyas (celestial
mymphs ), mithunas, amd other
deities canventionally portrayed
a8 b jeenography






226, Alasakanya, & celestial
nymph, on the wall of the Ambika
temple in Jagal. Chandella, venth
EERTurY AD,

227, Teli-ka-Mundir, Gwalior.
Gurfara Prarihara, minth century
AL

This is the only temple of the
north, apart from Vaital Deul in
Orissa, that superficially resembles
the towers of temiple gates, or
gopuras, of South India with their
sala-shaped roafs.

fing votive stupa are Important examples of the early Nalanda school.
A large number of bronzes from Kurkihar, some very large in size, now
preserved in the Patna Museum, including such examples as the
Buddha's descent from heaven by the jeweled ladder flanked by Indra
and Brahma, his turning of the Wheel of the Law, his overcoming
Mara, and figures of Tara, Parnasavari, Jambhala, and other deities
show the dexterity of the hand of the Pala sculptor in metal.

The painter of the Pala period was in no way behind his other compan-
tons in art, the sculptar and the smith. [ustrations in early Buddhist
manuscripts such as the Prafnaparamita depicting such scenes as the
birth of the Buddha, his overcoming Nalagiri, his Parinirvana, the
Bodhisattva, and Tara are masterpieces of Indian painting of the
eleventh and twellth centuries, The illustrations in the manuseripts of
the Asiatic Society and in the collections of 5. K. Sarasvati and O, C.
Gangali are of exceptional interest,

The Senas, who succeeded The Palas, continued the tradition of their
predecessors. Lakshmanasena, the famous monarch of this dynasty and
also the last, was the patron of Jayadeva, Dhoyi, and other poets.
Some of the most imporiant sculptural creations of the Sena school are
warthy of especial note, v particular the inscribed Sadasiva in the
Indian Museum in Culcutta, singe the motif was, for the first Lime,
introduced into Bengal by the Senas, a southern family, Another is an
exquisite Gungu image now in the National Mussum in New Delln
(fig. 234). Interesting works of this school include a mother and child, a
theme which became a great favorite; there are several examples, one
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228. Devi as Bhuvanesvari,

Guriara Pratihara, renth century

a0, Gwalior Museum [ Madhya

Pradesh)
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229. The temptation of the
Buddha. Karkota; seventh century
A, Prince of Wales Museum

of Western Indie, Bombay

This (s.a rare example of delfcare
ivery work thai recalls ithe nuances
of the late Gupia style in the early
pedioval period, Ineluding a
trace of Gandhiaran inflcence, it
1x typical of the best examples of
the Kashmir style in the seventh
and eighth cenluries.

230. The Bodhisairva Avaloki-
tesvara with flanking attendants.
Karkora, sevenih century AD,
Prince of Wales Museum of
Western India, Bombay

Note the delivate treatment of
the locks of hwir, proaments,
and drapery, and the elegance of
the hody flexion. A fine example
of ivory work from Kashmir.

231, Avalokitesvara. From
Nalanda ( Bihar). Pala, ninth
century A, Narional Museum,
New Delhi

One of the finest early carvings
of the Pala school from that great
cenrer of ari.
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232, Mother awd child, From
Biengal, Sena, twelfth cenrury
A0, Inellon Museum, Caleutta

| VA2521200. 2

The theme of thiv work appears ro
he anewborn chifd who i desiined
1oy be purstanding in life,
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234, (Ganga. From Bengal, Seéna,
twelfth CERTry A.lL. Natlonal
Museum, New Delhi

The jar in Ganga's hand and the
tree behind her xuggest the river
e the celextial sphere where she

fows amid wish-fulfilling Trees.

233, Lion atigcking an elephani
el overpowering 1. One of the
metal fimtaly of a seat. From
Nalanda, Palu, ninth century

AD. National Museum, New Dellii




of which, in the Indian Museum in Calcutta (fig. 232), is a typical
carving of this period.

To the south of the empire of the Palas was that of the Eastern Gangas,
who ruled originally from Dantapura near Mukhalingam. One of their
very carly temples is the Parasuramesvara of the seventh century at
Bhubanesvar. The temple’s carved screen showing a group of musicians
and dancers is famous; in it still there are traces of Gupla charm. Also
al Bhubanesvar is the temple of Muktesvara, a miniature shrine of
great beauty. It is almost a sculptor's dream realized. The pierced
windows of this shrine are intricately worked with narrations of [ables,
The impatient bride, Vasakasajjika, awaiting her lord, peeping through
the door and inquiring of her parrot when he will arrive, is indeed a
lovely presentation of & poetic theme. The central shrine (deul) with its
porch (jagamohana), the arched gateway (makara torana), and the
peat little bathing pool make this charming temple one of the most
important in Eastern Ganga arl,

The Rajarani temple at Bhubanesvar, of slightly later date, is a magnifi-
cent work (see figs. 235-237). Here the Dikpalas, presented in their
respective directions, are well conceived and neatly executed, There are
several wonderful poetic themes here, like 2 damsel slipping her jingling
anklet on her foot (fig. 237), and another sounding the cymbals o

L

235. The Rojarani temple, Bhuba-
nesvar | Orissa ). Eastern Ganga,
fenth century A.p.

This temple I the only one of iix
kind it the region of Orissa to
have a cluster of dimimefive
towers; or sikhuras, in tiers com-
poving the main tawer, Both the
Jagamehana, or poreh, and the
denl, or central shrine, are richly
decarared.
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236, Detail of the deul of the
Rajarani temple, Blubanesvar.
Eastern Ganga, renth century an.

237, Damsel slipping a jingling
ankler on her foot. Detail of the
deal of the Rafarani temple in
Bhubanesvar. Easrern Ganga,
tenih century A

'1;.

-

T T ey *

S v, b

S SR RE

.

FeNMsas innEES

¥,

"."1 . ]‘!i

—

Tes

5




dance her pet peacock, recalling & deseription in Kalldasa's Meghaduta,
talais sinjavalayasubhagaih kantaya nartito me yam adhyaste divasa-
vigame nilakanthas suhrid vah,

The Lingaraja, a stupendous monument ai Bhubanesvar, abounds in
masterpieces of sculptural decoration. One of these, the Nayika await-
ing her lover with her finger on her chin, a pose suggesting impatience
and wonder, is 4 sculpture never to be forgotten,

Indeed, the most imposing monument ever raised by the Eastern
Gangas is the Sun temple at Konarak. It 1s the creation of Narasimba, a
descendant of the Chola princess Rajasundari, who was married into
the house of the Eastérn Gangas, This accounts for the mtroduction of
& Chola motif, the horse and wheel, to convert the huge Sun temple into
a lithic solar car, drawn by seven horses. Only the porch, or Jagamoha-
na, = left (g, 238), which itsell inspires awe in the visitor, The rich and
elaborate decoration of this temple and its wealth of design and theme
are unparalleled, Some of the carvings here are as much miniatures as
many are monumental. The rough-hewn pink-colored larger carvings
vie in beauty with the delicately worked details of the minuitures,
which surpass the jeweler’s arl. Scenes from Narasimha's life with
portraits of him abounded in this temple, and some of them are now
preserved in the National Museum in New Delhi. The king is portrayed
in various attitudes, as a poet appreciating contemporary poetry in an
assembly of poets, as a devolee worshiping at the shrines built by his
ancestors, as & warrior displaying feats of archery, and as a happy

238. The colassal jagamotuna of
the Konarak temple in Konatrak

{ Orissa). Eastern Ganga, thir-
teenth century A.D.

The wheels suggest that the whole
edifice of stone ixa maving chariof
af the Sun-god,

prince enjoying life seated on a swing in his harem (fig. 240), ull narra-
tions from his life, reflecting his versatility.

An earlier and especially charming phase of Orissan sculpture is seen at
Mayurbhanj and Jajpur, and also at Lalitagini. There are exquasite
carvings from Mayvurbhan), in particular of Nagas, Naginis, and Siva in
his various forms, where delicacy of treatment and detail of ornamen-
tution surpass every other local school in Orissa. The Khiching Museum
has some excellent examples of this school; of these a mother and child
tukes precedence over Lhe rest.

The Gurjara Pratiharas were succeeded by the Gahadavalas, Gahadava-
la sculpture has much in common with comtemporary seulpture from
the regions of the Chandellas, the Paramaras, and the Chedis. A very
important sculpture of the Gahadavala school is an inscribed Vishnu,
recently uncarthed near Kutab Minar and now preserved in the
National Museum in New Delhi (fig. 256). A lovely female head from
Rajorgarh in Bikaner, with a coiffure bedecked with flowers, is a
masierpiece carved with utmost elegance (fig. 242),

Of the rulers in Central India in the regon of Bundelkhand in the tenth
to twelfth centuries, it is the Chandellas or the Chandratreyas, with
their capital at Khajuraho or Kharjuravahu, who will be remembered
forever for the mnumerable magmficent temples rased by them i ther
capital and elsewhere. These temples are Brahmamcal. Jain, and Bud-
dhist.

The best known, the Kandariva Mahadeva temple (see fig. 243) on a

x5
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230 Surya, the god of e,

Slanked by attendants suwch a

Danda and Pingala-and his con-
sorts, Chhava and Suvarchasi.
From Konarak. Eastern Civea,
thirteenth century x.0n. Narfona
Muzseum, New Delhi

The hlooming loiuses symbolize
e rising sun.

2400, Narasimha enjoying a ride
ftr @ swing tn the harem. From
Komarak. Eastern Ganga, ihir-
feenth cenmtury A.D. National

Muteum, New Délli

The gay prince, the soverdign who
bl the Sun temple ar Konarak,
was pious, learned, and heroie, ps
ather similir portrail penels
indicate.



241, Varunani, a nivise in fer
hand, seated on a maraka. From
Konarak, Eastern Ganga, (hir-
teenth centiry A0, National
Misenwm, New Delhi

An exquisite carving of a goddess
e rr,rrrg-.u-mun'nrr LE WPy raré,

242, Ferminmine head showing a
tasrefilly decked coiffure. From

Ruforgarh ( Bikaner ), Gahada-
valit, twelfth cenlury A.p. National
Mueum, New Delhi

Naote the vingleis of hair, the
itrings of pearls ar decorgtion,
ciotcl the flowers tiecked in the braid



243, The Kandariva Mahadeva
remple, the mast elegant and
famouy of the group of temples
al Khajuraho ( Madhya Pradesh )
Chandella, c. a.n. 1000

244, The Chitragupra temple ai
Khajuraho. Chandelfa, ¢. AD.
1604



high plinth, has richly embellished walls all around. with niches and
sereens, pillars wilh bracket figures, and pavilions and courtyvards,
darding the eyes of the visitor by the wealth of sculpture and design.
Here, the history of the monarchs of the line, the royal processions, the
rich wealth of iconography, the Surasundans, or divine nymphs, in
diverse amorous attitudes, the figures of musicians and dancers, (he
lovelom damsel sporting with & bird, adjusting & braid before a mirror
(fig. 247), applying collyrium to her eve. or pulling out a thom from
her tender foot, are all brilliant creations of literary-mmded artists.

It is indeed interésting to find thal tome of the sculptors from Mahoba,
the Chandella capital, are known by name for their great sculptural
triumphs, St Satana s mentioned as a great chitrakam, whose son
Chitanaka, who carved the Bodhisattva Tound at Mahoba. describes
himsell as born into a family of painters well versed in the fine arts:
chitrakara sri satanas tat putras sakalasilpavidyakusalas chitanakas
tesyevam. Even Sri Satana's daughter-in-law, who out of modesty
refrained from giving her name here. carved a sculpture of Tara, as the
inscription states; chitrakara sri satanas tasva vadhukasya ivam,

At Khajuraho itself, the lovely sculpture of a girl playing a flule is by
the sculptor Sei Kana, whose name is inscribed.

A Chandella sculptor was so imbued with literary 1aste that he could
chisel nall marks appropristely on the charming figure of a damsel
writing a love letter (fig. 249), recalling the description of Magha. The
application of a tilaka, an ornamental mark, to the forchead, the
mother and child (fig. 248), and the loviog mithunas {fig. 251) are
themes excellently handled by Khajurdho sculptors. Especially. charm-
ing is the delineation of the Buddha by a Chandells sculptor (fig. 252),
with his robes so different from yet 50 near the indigenous Gupta type,

245, The Jagadamba temple at
Khafwraho. Chandella, ¢, a0,
1000

but: with the lolds depicted in a special way unlike anything that js
known in early sculpture where the Western influence is easily percep-
tible.

The seated king and gueen in the museum at Khajuraho (fig. 254) is an
exquisile example of the portrait sculpture of donors: it can take rank
with any of the finesi portrait curvings of any school and of any date. 1t
is inleresting to compare with this pair another similar representation of
a monarch seated with his gueen, Hoysala Vishnuvardhana with his
gueen Santala, on one of the lithic screens an the temple at Belur,

The Paramaras, who ruled from Malwa, were responsible for some of
the finest temples in their realm; particularly noteworthy is the Udaye-
svara temple at Udaipur buili by Udavaditya in the middle of the
eleventh century. But Bhoja 15 the most outstanding of the monarchs of
this Jine, Hle was versatile, He was at once an engineer, a poet, a phi-
losopher, a literateur, and a patron of Jesrning and art, He estublished
a great university in his capital, Dharg, where he enshrined a likeness
of the goddess of learmng, Sarasvan, with an mscription mentioning
its installation. A Line of the inscription; srimadbhojanarendrachan-
dranagari vagdevi pratima vidhoya..., confirms how truly Bhoja, asa
patron of learning, has remained a darling of poets in the memory of a
grateful people. This magnificent sculpture, the most famous of its
school, 18 now in the British Museum. The dancmg figure of Nataraja on
the Udayesvara temple itsell is an equally interesting piece

Just as the Paramaras ruled to the west of the Chandellas, the Chedis
ruled to the east in the arca of the former Rewa state in Bundelkhand,
Karna, who was a contemporary of Bhoja of Malwa. was a great king
of this dynasty, It is very interesting that a common source of inspira-
tion, the Gurjara Pratiharas, has brought together the following
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26 The Lakshmuana temple,
Khgpuraho, Devatl showing the
exeellent figures. Chondell,

. AL, F000

24T, Damgel adiusting a braid
before a mirror. From the region
of Khajurahe, Chandella, tenth
cettiery A fneliant Muséum,
Caleurta

248 Maother amd ehifd. From the
region of Khaperaho, Chandefia,
tenth century xD. fndran Museum,
Cafcutia

Note the natural treatment of the

SJondling of the child.
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249. Damsel writing a letter to
her beloved. From the region of
Khafuraho, Chandella, renth
century a0y, Indian Musaum,
Caleuita

An expressive seulpture, The nail
marks on the body naively recalt
thie lower's frenzy and are almosi
the alphabet of love,

250, Damsel playing with a ball,
Chanddella, tenth centiry A1,
Kkaperaho Museam

The ball springs up as if to chal-
Ienge the figure’s youthful breasty.




251. The lovers. Chandella, tenth
century a0, Khajuraho Museum
Note the beaming faces, the cfose
embrace, and the spirit of union.
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253. Tirthankara Mahavira with
attendants.and the other eariier
Tirthankarasin the background.
Chandella, tenth cenlury AD,
Khapraho Museum

Nate the pleasing treatnient of a
theme thar affords litrle scope for
the sewlpior's play an sianer,
drapery, ared praemental detail,
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252. The Buddha yeared with one
P in the bhumisparsa mudra,

or the earth-touching gexture
Chandella; tenth century a.n.
Khapuraho Museum

A rare and eharming carving with
diaphanois drapery arvanged dell-
catily,

214
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254, Royal dower and his quéen.
with u votive affering, Chandella,
tenth conniry Aty Khupuraho
Missewm

A charae tertxdie pacteait of

irts vime,
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235, Avalokitesvara. From Sirpur
( Madhya Pradesh ). Chedi, ninth
century A.D. Natiomal Musewm,
New Defhi

An exguisite bronze of the early
medieval period from Central
Indig. Aninscription in Nagari on
the pedestal gives the name of the
seulptor as Dronaditya,

256, Vishnw with hiz avatars ar-
ringed as decorative detalls on
the background of the nimbus, ar
prabhavali. From Mehrauli.
Gahadavala, twelfth century KD,
National Museum, New Delhl
The inscription on the pedestal
mentions the seulpture’s dedication
by an-afffuent merchant in the
vicinity of the present Kutab,
then known as Vishnogiri, where
a temple of Vishnu exizted: s
remaing can stifl be seen.

257, Pillared hall, or mandapa,
af the Sun temple, Modhera
{Gurarat ). Chalukya, rwelfth
contiry ALD.

Note the richly carved stone
pillars with - wedlth of fcone-
grapiic derail,



schools: Chedi. Gahadavala, Chandella, and Paramara. Ganga and
Yamuna, fashioned on the doorway of the temple at Chandrahi,
represent the carly phase of Chedi sculpture. At Schagpur in the
Viratesvara temple, the theme of Surasundaris is cleverly handled by
the sculptor. Similar bracket figures also abound on the pillar capitals
of the mandapa. The Famous temple of the sixty-four Yogmnis at
Bheraghat has examples of the teath or eleventh century, The Chedi
carvings here, with the names imscribed, give us a wealth of iconograph-
i detail and present as 1t were a visual textbook of forms of deity,
There are rare names like Gumbtali, Bhishani, Darpahari, Uttala,
Rikshamala, Phanendri, etc. The magnificent torana, or carved pate-
way, of the medieval period of the temple of Siva at Gurgi is rivaled
only by the Chalukya torana at Dabhoi.

There are beautiful metal images Irom Sirpur (see fig. 255). some of
them inscribed, representing Buddhas and Bodhisativas, easily dated by
the palacography of their inscriptions which clearly corroborates the
style of workmanship of the period; they come close to the Chedi
carvings {rom Sutna and point to the seulpture of this area. A bronze
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the Nauonal Museum in New Delhi mentions the name of the sculptor
Dronaditva.

In Gujarat, the descendants of Mularaja were reigning when Mahamud
of Ghazni sacked Somanath. Bhima, a nephew of Durlabha, was the
ruling sovereign of the time. Jayasimha, also known as Siddharaja,
added s portion of Rajasthan to his kingdom. Bemng an art lover, he
constructed several temples, His son Kumarapala was a stuunch Jain
Later, Lavana Prasads, of # branch line, became a powerful king, and
his son Virndhavals had as his minister Vastopala, whose brother
Tejahpaia was the richest merchant of Dholka.

The Sun temple at Modhera (see fig. 257) and the Vimals temple at
Mount Abu are very importunt early structures in this area; the
Somanath, Navalakha, and Tejahpals temples at Shatranjaya and
Mount Abu are twelfth-century work, as are also the richly carved
toranas from Gujarat. Those from Dabhol, Modhera, and Vadnagar
should be especially mentioned, The amritamanthana scene on the

Dabhoi toranais the fincst representation of a theme often repeated in
sculpture through the centuries, although the mithana motif, the Sura-
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sundiris, and innumersble carvings of subjects both real and imaginary
are also genuinely pleasing There are groups of nusicians and, in

different courses, friczes of elephants, horses, and troops (gajaratha,

asvarathis, nararatha), in the temple of Modhera,

The liberality of the art-minded wife of Tejahpala, who helped Sobha-
nndeva and other wrchitects on the Satrumjaya hill, and the similar
spirit of her husband in trying W reward the skilled architects, have
bomne fruit as it were in the miraculous works of art created by them

and in the portraits of the donors carved by the grateful recipients of

thh unstinted encouragement.

there are no musals te illustrate the painting of this period,
there are Mustrated munuscripts from western India (see fig. 261),
palm-leal’ ones from the eleventh and twelfth centunies, and rich and

‘colorful paper muouscripts with gold and silver lettering from the next

two or three centuries on, with profise painted decoration to illustrate
such lexts &y the Kalpasiira, Kumarapelocharita, Kelakacharyakatha,
witich are Jain, and others such as the Vasamtavilasa and Balagopalastuti,
The simplicity of calor and stylized formy. the peculiar bulge of the cyes
(one of them appearing outside the contour of the face), and other
charucteristics make (hese paintings distinetive. Some of these features,
noted in the latest series of paintings at Bllors, point to & continuity of
traditton in Guyarat and Rajssthan,

# ol o=
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The:later Rajasthani schools of art are a continuation of the eurlier
style Particilarly interesting are the large murals from Udaipur that
demonstrale how completely the artist was at home in painting both
walls und miniatures. The Rajasthani painter continued a conservative
fashion in painting for quite & long time (see fig: 380), unaffecied by
Mogul influence. which, however, inevitably came 1o be felt at a later
stage, 45 in the Bundl school. The Rajpul painting (seé¢ fig. 393), unlike
the Mogul (see fig. 381), which was aristocratic and Individualistic and
strong in portraiture, was in tune with the simple life of the folk,
sublime in theme, universal in appeal. religious and mystical, with u
love of nature in all its manifestations, unimate and inanimate, bird and
beast, man and woman, streams and brooks, hills and valleys, trees ind
crecpers. The Pahari schoals of the hilly region show the least trace of
foreign influence and the sirongest throb of life (see fig. 394). Hindu
rellgious fervor and love of nature are abundantly present. While a
strong folk element js obvious in the virile Kulu (see fig. 389) and
Basohli schools, the Kangra and Guler schools (see, respectively, figs.
264 and 386-388, 390) exhibit the most graceful contours of form and
suitable Bandling of color. The themes are the sporis of Knshna, the
story of Rama, the Raga-raginis, Nayika-Nayakas, months and
seasons personified, among several others,

In the Deccan, on the decline of the great power af the Vakatakas, the

= —Pﬂrmﬁw- !g'

258, Ceiling &f & Juin tesnple,
Mount Abu ( Rajasthan),

Chalick yea, eleventh centiry Aty
An elaborate pattern of concenrric
vireles composed of dancers and
psicians forma the decaration,



259. Danting figures. Detail of a
carved piltar, Ditwara, Mouni
Abu. Chalukya, thirteenth century
A,

260. Cirewlar halo and the richly
carved metal back frame for a
seared Tirthankara, sow missing.
Frowm the region of Dilwarea.
Chalukye, efeventh century Kip.
National Museum, New Delli
Nate the dedicacy of the ndirk-
rranship and the fine groupinge of
fying celestinls, elephanis, the
friple wmbrells, and srnaprental
patferny.

v



261. The dance of the Apsurases.
Nlustrated page from a Jain
manuseript of the Kalpasutra,
From western India, fifteenth
century A0, National Museum,
New Delhi
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230 62, Mogul painting 263. Mewar or Malwa painting



Western Chalukyas of Badami rose to prominence. Mangalesa, the
brother of Kirtivarman, was & powerful king and a great connoisseur of
art. To beautify his capital, he excavated in the rock magnificent cave
temples, of which Cave 3 (see figs. 269 and 271), the Vaishnava cave as
it is called, is as spucious as it is well embellished and as aesthetically
elegant, for it bespeaks the religious fervor of the sovereign, who has an
inscription describing in detail the carving and dedication of this rock-
cut temple,

The earliest examples of this phase of art are from Mahakutesvara,
Aihole, Badami, and Pattadakal. The pillar mscription from Mahaku-
tesvara, of the sixth century A.p., shows how close the Western
Chalukyas are to the Guplas and the Vakatakas, It is no wonder that
the earliest examples of Western Chalukyan sculpture closely resemble
the earlier Vakatakan,

The apsidal temple of Durga at Aihole is very carly in date. Some of the
linest panels representing deities, such 4s the Mahishasuramardini,
Marasimha, Siva, Vishnu, Varaha, embellish the apse which encloses
the central shrine. The pillars of the front mandapa have some very
fine carvings (fig. 266). The ceiling origmally had a number of lovely
Vidyadhara panels, two of which are now in the National Museum in

New Delhi (see fig. 265), This theme of flying celestials (Vidyadhara) is
a great favonie from the early centuries of the Christian era, but the
perfected figures occur mostly in Gupta-Vakataka and Chalukya-
Pallava carvings.

The Ladkhan temple, also at Aihole, has a very early symbolic repre-
sentation of river-goddesses flanking the entrance. The purnakumbha,
or vessel filled with water, is repeated on either side, and among the
mithuna motifs bere, one is of a kinnara and & kinnari, the latter with an
equine head, recalling the asvamukhi so often mentioned in literature,
Such moteworthy sculpiures as Secshasayi, Haragaur, and Bralma
(fig. 268) now preserved in the Prince of Wales Musecum of Western
India: in Bombay ¢losely résemble the panels in the Kunti temple at
Aihole. The adoration of Brahma by Rishis, the swan looking up to
him, the krishnajina worn by the deity as uttariya and yajoopavita, the
aitribuies closely related to sacrifice that he holds, the pleasing bearing
of the Bgure itself, even the attitude of the swan looking at his
master, all bespeak the dexterity of the early Western Chalukyan
sculptor,

Equally important is the lovely Haragaun panel, where the charm of
Parvati, who looks longingly toward her spouse, is praiseworthy. A



264. Kangra painting
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most effective Vidyadhara couple is also from Aihole; there is move-
ment in the disposition of the limbs of the loving pair, flying amid
clouds, with fluttering garments, suggesting speed of movement.

The Vaishnava cave at Badaml is probahly the most important of the
cave group. Here there are imposing panels representing Vishnu seated
on a snake (fig. 269), Varaha, Trivikrama, and Narasimha, each one of
which arrests attention. There are equally beautiful groups of figures
against the capitals of the pillars which are as significant as they are
uesthetically attractive (see fig 271). The ceiling of this cave is exccuted
with no less dexterity. It is interesting that the inscription, dated Ao,
578, desenbes the cave temple as “exceeding the height of iwo men and
of wonderful workmanship, extensive in its major and minor parts,

265, Fiyving Vidvadharas. or
celestialy, From Ailwle { Deecan),
Western Chalukye, sixth century
an. Navtenal Musenm, New Delfv
The xwift but saft movement of
the loving eelesrial vouple (4
incdicated by the lines of their
body contours, their fluttering
garmuents, and the ¢lods.

ceiling, and sides; all extremely beagiiful 10 behold”; layanamahavish-
nugriham ati dvaimanushyakam atyadbhutakarmavirachitam bhumi-
bhagopabhagopariparvantatisavadarsanoystamam. (See ). Egeeling ed.,
‘An Inscription from Badami,' Indian Antiguary, 111, 1874, pp. 305-6;
4, Burgess, ‘Rock Cut Temples at Badami,” ibid,, VI, 1877, pp. 363-64;
for correction of the reading and translation, see C. Sivaramamurt,
“Indian Epigraphy and South Indian Scripts,” Bullesin of the Madras
Government Museum, N.S. 1Y, No_ 4, 1948.)

Pattadukal |s another place in the vicinity where the fecundity of early
Chalukyn art can be seen: Here the inspiration of Pallava art from
Kanchi has greatly enriched and ennobled Chalukya art. An inscription
in the Virupaksha temple at Pattadakal proclaims the proficiency of the
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266, Pillared hall of an apsidal
temple wi Athole. Early Western
Chalukya, sixth cenfury A,

267, Umamahesvara. From Ai-
hole. Western Chalukya, sixth
century A, Prince of Wales
Musewm of Western India,
Bombay

This Is a simple but effective
portrayal af the family af Siva
with Uma, Ganesa, Skanda, the
prancing ganas, and adoring
FarES,




architect Sarvasiddhi who erected i Sarvasiddhi, who was from the
south, was exceptionally qualified to fashion innumerable types of
monuments, The connulsseurship of the great victor Vikramaditym
accounts for his bringmg sculptors from 1he south 1o build and em-
bellish ‘the Virupaksha temple at Pattadskal, and an nscription af
Kanchn In the Pallava lemple of Rajasimhesvars mentions Vikramadit-
ya's uppreciation of the works of art created there. Fortunately he had
a5 his helpmate an equally arf-minded consori. Trailokyamahadevi,
who helped hum 1o his undertakimgs in the arts.

A danseuse and a lovely lamp chain with 4 prince on an elephant
attended by 4 chauri-bearer are decorations in metalwork in the best
tradition of early Western Chalukyun art and show the trends in this
crafl; they come from pear Jogiswara in the vicmity of Bombay and the

mnth-century Babubali, and are both in the Prince of Wales Muséum,
Bombay,

The discovery of painiings in the heavily vaulted roof of the front
mandapa of the Vinshnava cave by Stella Kramrsch has given to the
world what little ther i of pamting of the early Western Chalikvan
school (see fig. 270), These paintings are among the earliest from
Bralmanicul lemples. One of the panels represents Indra seated in his
paluce, witnessing dance and music—the dunce of Urvasi—in the pres-
ence of the dinee master Bharata himself. The next panel in this con-
text depicis the royil personage Kirtivarman, the departed brother of
Mangalesa, There Mangalesa, the beloved brothér, with great love and
respect has depicted his royal elder brother as a great ruler on earth
who had reached heaven and become a partner in celestial glory with

268, Brahma. From Alhole.
Western Chalukya, stxth century
A, Prince of Wales Museum

of Western India, Bombay
Brahuma. the lord of creation,

iz shown receiving the worship
offered by the celestinl and
terrestricel sages above the clouds
and on the grownd below. The
reverential look of even the swan,
Brahma's moune-and the source
of sacred seripture, s interestingly
portrayed.

269, View of a colunnade will
fhe seated Vishnu on Sesha ap
the farther end. Vaishnava cave
(No. 31, Badami ( Deccan
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270, Western Chalukye painting
SJrom Badami

271. Celesrial loving couple, or
dampati. Decoration on a pillar
bracker, Vaithrava cave (No. 3),
Badami

Indra. Among the extant Fragments of painting are pairs of flying
Vidyadharas. Even the colors depicting the damsel fair of form and her
consort, greenish Blue in complexion, recall a description in a poem by
Kalidasa; indivarasyamatanur noiposad tvam rochanagaurasarirayash-
tih ( Raghuvamsa V1, 63). These few fragments are of greal consequence
10 the study of the early medieval phase of painting in the Deccan

In the south, with Kanchi as his capital, the preat art-minded king
Muahendravarman ruled as & contemporary of the Western Chalukyas,
Because of his art-mindedness he was called Vichitrachitty and Chitra-
karapuli. He was versatile and always curious to create new forms of
art and architesture: For the first time in his kingdom, he expermented
with excavatmg temples in the living rock. His lamous inscriplion from
the cave al Mandagapattu reveals his own wonder at his creation of
stich monuments, which were neither of brick, nor of wood, nor of
metul, nor of mortar, but something rowally different from these: etad
amshiakam adruman alohgm asudham vichitrachittena) nirmapitam
nripena brahmesvaravishnulakshitayatanam. (On the inscription, see
T. A. Gopinatha Rao in Epigraphica Indica, XVII, 1923, pp. 14-17.)
The triple cell for Brabma, Vishnu, and Siva is an inspiration that
Mahendravarman drew directly from the home of his maternal grand-
father, Vikramahendra of the Vishnukundin Family. The triple cell
was seen curlier at Mogalmajapuram. The dvarapals, or door guardian,
in Mahendravarman’s cave, with his hair arranged in a large mass on
either side of the face and resting on the shoulders, with heavy drapery,
and with hands on the waist, or raised in wonder, or in a threatening
attitude, which are special characteristics of the period, recalls similar
figures, in particular those with the yajnopavita, or sacred thread,
running over the right arm. in earlier Western Chalukya and Vishnu-
kundin carvings. Mahendravarman’s cave in Tiruchirapalli has a
magnificent panel representing Gangadhara, one of the finest creations
of early Pallava sculptors. The princely figure in the Mahendravarman
cave at Tirukalukundram is an especially noteworthy carving.
Norasimhavarman, Mahendravarman’s son and successor, was respon-
sible for several monuments at Muhabalipuram. The heavy pillars of the
Mahendravarman period were replaced in the time of Narasimhavar-
man by slenderer ones. someétimes resting on a seated lian. The group
of cowherds and milkmaids in the Govardhana scene is indeed amazing
(figs. 272 and 274), but more smnring is the creation, on & great boulder,
of the gigantic group depicting Arjuna's penance (figs. 273 and 275),



272, Govardhang, @ mouniain
raised by Krishna. Govardhana
cave, Mahabalipuram ( Seuth
Indiae ). Paflava, sevenih-eeniury
AD.

The second mosy impressive
massive composition at Mahaba-
lipuram, represemiing a seulptor’s
dream of an ideal group of
cowherds, milkmaids, and catile
for whom Krishna created a roek

shefrer.
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A crevice in the rock has been utilized 1o represent the river Ganga, on
the’ banks of which Arjuna won, by austerities, the valued Pasupata
weapon of Siva, which is the theme of this great artistic creation,

Of the two Yaraha caves, one is particularly important for the famous
porirain panels representing Mahendravarman and Smhavishou, bath
with their names inscribed. Narasimhavarman, with great affection,
provided the finest panels for his father und grandfather and for himself
anly & companitively unmmponant lone portrait figure on the Dhar-
maraje ratha. No one who hus seen the Mahishamardini cave can
forget either the Mahishamardini panel (fig. 276) or the Seshasayi in
front of L

Among the various extant monolithic temples at Mahabalipuram, which
inglude the large and imposing Dharmaraja ratha, with a wealth of
iconographic detail in the panels; the long barrel-roofed Bhima ratha,
as it 1y known; the simple leal<roofed, hut-shaped, decorative Darau-
padi rathi; and the apsidal Nakulasahadeva raths, the Arjuna ratha is
probably the most clegant and most astefully decorared with carving
Here, on'one side, is a very lovely carving of Siva as Vrishabhantika
(lig. 278}, resting his hand on the bull and attended by a royal couple an
either side, the Pallava kings dedicating themselves in that fashion
eternally to the service of the deity whom they glorified.

Al Mahabatipuram: ltsell] there are examples of the later, structural
varicty of lemple, the shrine near the lighthouss and the Shore temple
{see fiz. 281) being the most important here. In these constructed (as
opposed to rock-cat) temples, where the main shone s Jarge and
Imposing, the entrance tower i very small: it is a tny gopura, as we
know from the Kailassnptha temple at Kanchipuram. Here, for the
first time, there are mandapas ndded 1o the pillared hall of the temple

275, The Sun, Vidyadharas,
Kirncras, or fawur nnisictans, and
mithunas, or erotic couples, efce,
Clase-up of Arjuna’s penance
(see fig. 273),

273. Arjuna’s penance. Mahabali-
puram. Pallava, seventh century
A,

The maost impressive massive
compostiionm ait Matabalipuram,
Thar the river Ganga flows through
the celestial, terrexiriol, and
nether regions (s indicated by the
celestials abave (including the

sun and moon ), the sages and
hermir boys negr @ weemple, and
the vlephants of the gudriers,
respectively, of these three regions.

274, Milking the cow. Datqil
Srom figure 272, Govardhany
cave, Mahabalipuram. Palfava,
seventh century a.D.







276, Mahishamardini ona lion

with hix retinie attacking the

buffirlo demon, Mahaballpuram.
Yallawe, sevenih centiry A.D.

One of the most famous soulplares

of its period. The cave iy named

after the theine represented.
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278. Siva as Vrishabhanrika.
Derail of a carving on the Arjuna
ratha at Mahabalipuram. Pallava,
seventth century A0,

The subject is exquisitely carved,
The royal couple on either side
and the princely attendaris with
[y whizks are most elegantly
portrayed.

and a perambulatory passage in the open courtyard with cloistered cells
all wround. [n therr workmanship the later Pallava carvings exhibat
greater detail, lighter handling of anatomy, and mure developed artistic
finish. The temples al Kanchipuram such as the Kailusanutha, Val-
kamthaperumal, Avravatesvarg, and Muktesvara are splendid works.
In all these temples, the central shrine has a carving of Somaskanda
(sce fig. 282) prominently placed behind the Sivalinga, which ks specinlly
fluted. Virabhadra, of the Matrika group in Pallavy art, is sometimes
represented as Yogadakshinamurti, as in the famous group in the
Government Museum m Madras. The Vaikunthaperumal wmple s
particularly rich in historical carvings depicting in successivie panals all
around the mner walls of the temple the origin and growth of Pallava
sovereignty,

Kavenpakkam, i the North Arcot disirict, has some especially note-
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281, The Shore temple at Maha-
balipuram. Pallava, eighth century
D,

A typical temple structure of the
late Pallava period.

279_ Somaskands, or Sive with
Uma and the baby Skawnda, From
Mahabalipuram, Pallava, eighth
century A.p. National Museum,

New Dol

The unity of the Trinity in eatly
sculpture ix here Indicated by the
presence of Brahma and Vishnn
in the background. This, the most
populdar theme in Pallava eet, is
always found depicred In the
ceniral shrine,

280, Dakshinamurtl, or Siva as
the Supreme Teacher of the unl-
verse, From South India. Pallava,
ninth cenfury A D. Natjonal
Museumn, New Delhi

The smile on the face and the kend
in the chin mudra, the gesiure of
explication of the Law, proclaim
heis mute eloguence,




worthy Pallava sculptures; their Rashtrakuta elegance, fused mito
Pallava art, recalls the matrimonial relationship between the Rashira-
Kutas and the Pallavas, which sccounts for even the name Dantivar-
man. The Pallava king of this name was so called after his royal Ra-
shtrakuta grandfather on the mother's side.

The Somaskanda in the National Museum in New Delhi (fig. 279) Is one
of the most elegant works of the Pallava period; equally important is
the Bhikshatana and Alidhanring Siva, @ small but elegamt panel, in
the same museum. A late Pallava representation of Dakshinamurti in
the National Museum (fg. 280) is imporani as showing how the
Pallava sculptor continued until the end to create wonderful works of
great aesthetic value,

In consonance with the size of the Pallava shrines, their metallic images,
used for festival processions, were cast as miniatures. They were,
however, fashioned with the utmost elegance, with all the details worked
out in the wax itself, so that, when reproduced in metal, they required

the least amount of finishing. The Vishapaharana from Kilapuddanur,
Natesa from Kuram in the urdhvajanu pose, Tripurantaka with a single
pair of arms in the Sarabhai Collection, the: mininture Somaskanda
from Tiruvalangadu, more Pallava-looking than the transitional work
between Pallava and Chola that it is, some Vishnu ministures; and a
few more are among the numerically smaller group of Pallavy imnges in
metal. Two or three rare terra-cottas which can be assigned to the
Pallava age were discovered by Jouveau-Dubreuil in Pondicherry and
are now in the Madras Museum.

Again it is Jouveau-Dubreuil who discovered the early paintings in the
temples at Kanchipuram and Panamalai in South India. In the Kailu-
sanatha temple at Kanchi, there are several fragments of paintings in
the clomster cells, bui the most beautiful of all. and also comparatively
better preserved, is the Somaskanda (fig. 282), which well illustrales
the paintet’s art of Rajasimha's time toward the end of the seventh
century. The painting clearly shows the artistry in the flow of the lines




282, Somaskanda, a painiing
depicting Siva with Uma and
Skanda seated. In one of the series
“of clolster cells around the main
shrine of the Kailasanatha at
Kanchipuram (South India).
Pallava, seventh century oD,

283, Parvati standing. Pallava
painiing at Panamalai

M

composing the figures of the seated Siva and Parvati with the baby
Skanda in between, with a dwarf gana follower of Siva on one side and
4 charming female attendant of Parvatl beside her on the other. It is the
lovely theme of fond parents and 4 frolicsome child, of ideal mates and
the object of their love, of the pleasing affection which, though lavished
on offspring, increases a thousandfold: vibhakatam apyekuasutens tat
layoh parasparasyopan paryachryuta,

The painting in the Siva temple at Panamalai shows the outline figure
of Urdhvatandava Siva and a comparatively better preserved Uma
standing close by witnessing the dance of her consort (fig. 283), 1t is
probably the most elegant fenunine figure in painting of the Pallava
period.

Almost looking like Pallava temples are similar Pandyan ones further
south in peninsular India. We have to understand these temples in the
context ol the Pandyan king Nindrasir Nedumaran, who was converted
by the baby saint Tirgnanasambadha and inspired by a great and
sudden zeal for creating Saiva shrines. At Tirumalaipuram, there is an
excellent example of an early Pandyan cave. Here there is a dancing
figure of MNataraja cut into the rock, a Ganesa, Brahma, and Vishnu,
and dvarapalas closcly resembling Pallava ones. Spmular caves are
found at Kunnakudi, Sendamaran, Tirupparankundram, Chokkam-
patti, and other places. The panel representing Natesa's dance at Tirup-
parankundram is one of the most beautiful from South India: The
archestra, the dwarf ganas, Parvati and Nandi watching Siva dance are
all executed with great skill. The staff Nandidhvaja held by Siva when
dancing in the chatura pose cannot but recall a similar staff showing the
bull emblem in the hand of Nataraja at Pattadakal.

It is, however, the rock-cut freestanding temple at Kalugumalai, closely



284, Recumbent billy and Siva
as Dakshingmursi playing the
drum. South face, top of the
vimana, or femple, af the rock-cul
shrine of Sive at Kalugumalal

{ South India}. Early Pandya,
elghth cenfury A.D.

This work iz exquisitely carved
and elosely resembles the Kailasa
af Eflgra {(see figs. 289-291}.

285, Umamahesvara. Close-up
of the vimeana of the rock-cut
temple at Kelugwmalal [fip. 286 )
Eqrly Pandva, eighith eenrery 4.0
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286. Front view.of the rock-cur
temple ot Kalugumalpd, thawing
a row of froficking panas on the
fower ther and Stva and Parvar!
ax Umurmahesvara on top. Early
Pandya, eighth century A.p.




287, Standing princess in a niche.
Nagesvarasvami temple, Kumba-
Konam ( South India). Chola,
ninth century AD.

Note the graceful decoration of
the halr and the slim, dainty
Seminine form, which are typical
of very early Chola wark,

288, Princess standing. Nogesva-
rasvami temple, Kumbakonam,
Eariv Chola, ninth century K.D.
Note the beawtiful flexion and the
graceful contour of the feminine
Jorm, typical af early Chola
workmanship,

reséembling the Kailusa temple at Ellora, that should be considercd @
gem of Pandyun ari (see figs 284-286), 1t 18 called the Vattuvankovil.
Vastuvan was a sculptor- This s as much as 1o say that it s the only
temple worthy of having Tor 8 archilect the one great Vattuvs or
sculptor. The gunas, or dwarl followers of Siva, are here arrunged in a
large frieze rich in artistry of pose and in animation, their faces wreathed
in smiles, beaming with enthusiasm, playing musical instrumentis or
dancing for joy, sharing secrets in whispers or supporting the tiers of the
temple, or vimana (see fig, 286), Here themes for the embellishment of
the monument are expressed in various jconographic groups, Siva,
Limasahitamurti (fig. 285) Dakshinamurti, Vishnu, Bralbma, Skanda,
Chandra, Suryd, and others, There are also nymphs against shallow
niches betweeen the tiers in attitudes of wiletry and coquetry.

On oan adjacent hillock, there are innumerable panels illustrating the
Jain pantheon of about the same penod.

The early phase of Pandyan painting is preseeved in the lovely dancing
figures of nymphs in the cave al Sitlannavasal, where in addition the
pourirait of & Pandyan king and queen appears on a pillar. These
paintings also were discovered by Jouveau-Dubreml. who likewise
found paintings at Tirumalpipuram. The paintings at Sittainnavasal
have an especial charm in that the lotus pool on the ceiling is happily
shown with Rowers, fishes, ducks, a buffalo, and an clephant. The
lotus gatherers here are extremely handsome, and the panel of the
royal couple shows the Pandyan painter ot his best in portraiture,
Beyond the Pandys area, in the Chers territory, at Kaviyur near
Tiruvallira, an early cave has teresting dvarwpala figures on the
facade. Similur carved figures ar the entrance of the Vilmjam cave near
Trivandrum are extremely handsome and typical of cighth-century




work, dlosely approaching the Pallava sdiom in far off Tondarmanda-
lam, They are unusual forms of Siva, one-as Kiratamurty, brandishing
his bow and arrow, with his lelt foot on & dwarl, exactly like the
Famous, though rare, form of Kmratamurti in metal of early Chola date
fram the Rajurajesvara temple at Tanjore; and the other, Natarajs
dancing with his legs crossed in padasvasuka, an attitude of the lalita
mode, watched by hi consort, @ theme aleeady familiar from the
Palleva painting at Panamalal (detail. fg. 283). Some Chalukya
elements are evident in sculpture from this ares, which mainly follows
the Pallava style in this early phase. The bells arranged on the yajnopa-
vita, or sacred thread, and on the central tassel of the undergarment,
and @ certain richness of decoration, cannol but sugpest & Chalukya
influence,

There are excellent panels of dancers and musicians from Trivikramane
gilam where on the balustriades of the temple the Kudakuttu dance
soenes are extremely handsome and suggest the revelry in music @nd
love of dance of South India: Nityavinoda

The caves at Namakkal with the famous panels of Lakshminarasimha,
Varahn, Vaikunthanatha, and Ranganatha should be dated in the
gighth cenfury A.D. and cannot but recall similar Pallava carvings, in
particular the Seshasayvi at Mahabalipuram. This is the phase of Kongu
art in which the Cheras held sway, and the Ay rilers had friendly
relations with the Pallavas.

Early Chera metal soulpiure, which closely follows the lithic mode, 15
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best studied in such examples of distinet style as the two Vishnus in the
Trnvandrum Museum,

The Chera painters” art of this period is represented in the fragments of
painting that still apdorn the Tirunandikkara cave, but the clearest of the
extant subjects i5 & single beautiful face of a celestial,

With the weakening power of the early Western Chalukyas jn the
eighth century, the Rashtrakutas remained for some time the foremost
powerin the Deccan, Dantivarman’s uncle, Krishna |, bullt the Kallasa
temple at Ellora (see figs. 289-291). It is worth noting of this temple
that it follows southern traditions, for it closely resembles the YVirupa-
ksha temple a1 Pattadakal, which is itsell inspired by the traditions of
Kanchi, The beauty of the Kailasa temple is described in an imaginary
conversation of celestials, who pause for a while, during their sojourn in
the ¢louds, to reflect on the nobility of this rock-cut monument and to
wonder if anyone could create a temple so exquisite. The celestials'
imaginary talk is 4 ruse for praising the monument in the context ol a
later Rashtrakuta copperplate grant It is, however, a el that the
stupendous monolithic mopument was cut out of & hill from the top
downward 10 the base by the architect, who, with the entire plan in his
mind, carefully accomplished this almost impossible task, creating an
architectural wonder,

(For the Baroda grant of Karka Suvamavarsha, see J. K. Fleet, ed.,
‘Some Sanskritand Old Canarese Inseriptions,’ frdian Antiguary, X1,
IBB3, pp. 156035, especially p. 163.)




259, Entrance facade of the Kaiin-
sanatha temple ar Ellora { Deccan ).
Raxhrakita, esghth century A.D.
The treatment of the Dikpalas
here @s charming and unlike any-
where elve.

2. Court of the Kailosarnatha
temple ar Ellora, showing the
Nandi mandapa, or pillared hall,
and the monolithic columm, Ra-
shrrakcuta, eighth ceniury A

“a@h

291, Lavers. Kailasanarha temple
af Elfora, Eighth century a.n.
Typical of the delicacy of Ra-
shirakuta work,
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292, Rashitrakuia painting af
Elora

3. Gomatesvara, From the
Deccan. Rashirakuta, ninth
century A.n. Prince of Wales
Musewm of Western India,
Hombay

The finest metalwork figure,
tipical of the period.

JUd. Ingeribed Upiimahesvarda,
From Hemavatl { Anidfira Pra-
ifesh ). Nolamba, ninth century
AT Government Museim,
Madrax

A exquisite sewlpture tygical of
the simple and effective sryle of
the Nolambas. The inseriprion
helow, e early Cangrese scripl,
sientions the name of the royal
donor, a princess named Pasa-
fabhe,



In the Kaoilasa temple are some of the best-known and most admired
panels of medieval sculpture; for example, Lakshmi amid lotus Aowers;
Ravana shaking Kailasa (cf. fig, 28) and worshiping Siva with ngarland
of his own heads;: Rati and Manmaiha; the mple siream of Ganga,
Yamuna, and Sarasvati; Siva as the greatest warrior, Tripurantaka;
and so forth, Among the scenes from the Ramayana and the Mahabha-
rata, the attack on Ravann by Jatayus is significant.

The Rashirakuta sculptors continued the Chalukya motifs of ¢loud
patterns, folinge backgrounds, design and canopy, elaborately decorated
crowns and elongated halos, features continued by the later Western
Chalukyas

A subschool in the Chalukya style is the Western Ganga. The monarchs
of this family—some of them were of the Juin faith—ruled from Talakad
on the banks of the river Kaveri. The most importani sculpiure of the
Western Ganga schoal is undoubtedly the colossal image of Gomate-
svara at Sravanabegola. Rachamalle Satyavakya, the Western Ganga
king, created it at the instance of his general Chamundarayu, 1t is dated
in the vear A, 983, and in spite of its colossal size the details of the
workmanship show the sculptor’s great mastery over his arl.

Another subschool of about the same dute is the Nolamba. Ruling the
kingdom of Nolambavadi from their capital, Hemavati, the dynasty of
kings known as the Nolambas, who were mostly leuditories ol the
Western Chalukyas, Rashtrakutas, and Cholas successively, created
some of the most lovely temples in the Chalukya style, with special
characteristics that single them out as a distinet subschool. 1t is a great
Lribute to the artistic skill of the Nolamba scolptors that a whole series
of exquisitely carved pillars was brought from Hemadvati 1o near the
Choals capital by Rajendra Chola, a congueror of this area, as a war




trophy, primarily in o spirit of connoisseurship. They now adorn a
mandapa &l Tiruvayyar in the Tanjore district. Some Nolamba pieces
hive also been affixed in the Rajarajesvara temple st Tanjore. A
particalarly charming pierced window is noteworthy for its fine carv-
ings. The Government Museum in Madras has o fipe eollection of
Nolaniba sculptures, of which the inscribed Umamahesvara (fig, 294), a
MNataruja dancing with his body twisted in the Prishthisvastika fashion,
and a ceiling slab depicting three panels of Dikpalas (see fig. 295),
Agni, Yama, and Nirruti, with their consorts, on their respective
mounts, show the delicacy of workmanship and high polish of Nolamba
sculpture

The Chalukyas, who came back to power as the succesding dynasty that
ruled from Kalvani, could also boast of a great connoisseur of art and
literature in Vikramaditya V1, a king who was as great a4 warrior as a
connoisseur. Some of the most beautiful later Chalukya temples, like
those from Kukkanur and Haveri; are of this period. The Kuruvatti
temple 18 particularly noteworthy for its exquisite bracket figures,
carved screens, polished pillars, and tiers of friczes showing rows of
hirds, amimals, dwarfs, and fgures of musicians and dancers. A great
sculptor of this period, Sovarasi; has given a boastful, though justified,

205, Yama with his wife, Yami,
riding a buffaly and accomparied
by his artendants, From an ex-
quisite cefling slab showing

other Dikpalas in their respective
vehicles. From Hemavail.,
Nolamba, ninth centtury A0,
Governmeni Musewn, Madras
The high palizh, the simple finish,
and the gracefid Chaluk ya in-
fluence fn the Nolamba stvle is
clearly evident in this work.

assertion of his skill in design and carving. Vikramaditya, who was the
patron of the famous poet Bilhana, was conscious of his duty toward
sculplors and architects also.

The Yadavas, who ruled in the North Deccan, were equally zealous
patrons ol learning and art, Under them rose several temples in a
special style named Hemadpanti, like those at Lonar, Mahkar, Sat-
gaon, and other places. The siyle, though characterized by heaviness of
structure and @ mummum of sculptural adornment, 18 only another
expression of the mun stream, namely, Western Chalukya,

Kubja Vishnuvardhana, the warlike younger brother of Pulakesin, was
mude the viceroy by his warlike elder brother after his victory in the
Vengi area in Andhra. He was responsible for a dynasty of kings that
ruled longer than even the main line itsell, first from Vengi and later
from Rajamahendravaram. Kubja Vishouvardhana was responsible for
some of the most imposing massive monolithic sculptures (see figs.
300 and 301). Some remains of the art of this period are still in Vijaya-
vada (Bezwada). Twao great sculptures (figs. 298 and 299), one of them
inscribed, mentioning the name of Gundava, the principal sculptor in
the court of the royal Chalukya patron, are now in the Government
Museum i Madras, This pair of giganuc dvarapalas, one adorned



206. Beauty reflected in a mirror.
Front the Deccan. Western
Chaluk ya, twelfth céntury AD,
National Museum, New Delhi
Pleasing decorative seulpture
eharacteristic of Western Cha-
fukya work of the time.
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207, The muditarmed Siva dancing
to-a miusical accompaniment, as
Devl, Ganesa, and Skunda wateh.
Detail from a tincel. From Hampi
{ Mysore ). Late Western Cla-
fukya, mwellth century AD
Netiona! Museun, New Delhi
The delicately earved musical
gand figures entwined I @ mean-
dering ereeper desien enhence

the general effect af the sensitive
carving typical of fine lare
Chatuk ya work,

28. Maouolithie dvarapala, or
door guardion. From Bezwada
{now Vijayavada, Andhra Pra-
desh ). Early Eastern Chalikya,
reventh century AJD. Governmen!
Museum, Madray

The figure s carved simply but
with digniry, with a fong and
characteristic sacred heiad, or
Yajnopavita, a keavy clib, typical
arnamentation and dress, and
with a hand raised in wonder and
legs crogied

299, Monolithic dvarapala. From
Bezwada, Early Eastern Cha-
fukya, seventh cemtury AD.
Government Museum, Madras
One of a pair (see fig, 2958),

O the back Is-an inscription
mentioning the name of the
scitlptor, Gundaya, the court
seulptor of Kubja Vivhnuvardhana,



with u yamopavita of lotuses and lilies, and the other with one decorated
with bells suspended from it at intervals, comes very close to similar
pigantic carvings in the caves of Badiami.

MNarendramrigaraja Vijayaditya 11, a great warrior, was the victor in
108 battles fought during twelve years in the ninth century. He ¢reated
as many temples as victories in thanksgiving to Siva: In the Jamidoddi
at Vijayvavada, some of the carvings, including the beautiful pillar
capitals and panels of musicians [see figs. 300 and 301) and dancers,
represent this phase of art. The story of Arjuna winning the Pasupata
weapon, carved in panels recalling the Kiratarjuniya on a pillar that is a
fine example of ninth-century workmanship, with an inseription com-
memorating the deily, is a fitling tribute to the warrior king who caused
it to be made.

Gunaga Vijayaditya HI hes left important temples at Biccavolu, near
Rajomahendravaram, which illustrate in great detail the siyle and
workmanship of the Eastern Chalukya sculptors of lns day. For the
first time, the motil of Ganga and Yamuna on the doorway of one
temple is introduced as 8 memento of the triumph of the Eastern Cha-
lukyas over the Rashtrakutas on at least one occasion. The Rashtraku-
tas themselves took pride m this motil as something they had appro-
priated from the Pratiharas of the north, and we know that the motil
occurs from the Gupla period onwards on doorways in northern
temples. Now il was the turn of the Esstern Chalukyas to bring the
motif down to their own realm.

In the Golingesvara lemple at Biccavolu and in the Rajaraja, there are
rich sculptures, representing Nataraja, Ganga, Skanda, Ganess, and
other deities.

The Bhimesvara temple at Samalkot. named after Chalukya Bhumu,
and gnother by him at Draksharama, are famous shrines,

The Eastern Chalukys metal crafsman was not a bit behind the stone
carver. The Chimakurti group from the Venugopala at Belur, the most
beautiful of its kind, now in the Governmenl Museum in Madras, isa
clear example of the elegance of metalwork in the Eastern Chalukya

I, Musical growp with Rishi
Mandakarni in the Panchapsara
Lake. Jamidodidi, Bezwada { now
Fijavavada)

Sewlprure of great beanty and
grace, typical of early Eastern
Chalulcyra work.

M. Frieze showing dancers and
mustcians, Sanudoddi, Berwada,
Typival Easrern Chalick va seufp-
ture

The grace of the dancers and the
flexion of their bodies is matched
anly by the vigarowr maviement af
the musicians firming the or-
chesira
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302, General view of the Briha-
disvara temple, Tanjore { South
Indra). Early Chola, A.p. 1000
Note the imposing vimana, which
i the mightiest remple con-
straction in the south. Built abour
a0, 1000 by. Rajaraja.

J0d. Gopura, or lower, enfrance
of the Brihadisvara temple, Tan-
Jore. Early Chola, a1, 1000
Note the comparatively dwarfish
appearance of Hhis imposing

gapura, which gradually developed

iuro the gigantic enirance of the
late Chola and Viayanagara
periods.

303, Detail of the Brikadisvara
temple, Tanfore. Early Chala, A.D.
1000

Note the Imposing and powerful
Sfigure of the dvarapala, whick
seems to suggest the aggressive
power of the Cholas,



205, Somaskanda. From Tiruva-
langadu. Well-known early Chola
bronze. Tepth cenfury oD
Narional Museum, New Delhi

territory. A point to be noted in connection with Eastern Chalukya
sculpture 15 that in 1t Chedr, Chola, Western Chalukya, Eastern Ganga,
and Pala art mer. The traditions and motils of these styles are here
intertwined. Thos, Vishnu, in Eastern Chulukya sculplure, carries Lhe
gada and sankha in the southern fashion, though Surva has top boots 48
in Pala or Eastern Ganga sculpture

The Chalas were undoubtedly the greatest bulders of monuments and
have contributed largely 10 the vast wedlth of metallic images in which
India is so rich. The small kingdom founded by Vijayalaya grew under
Aditys and Parantaka and attained monumental proportions under
Rajaraja and Rajendra. lis growth was more than spectacular. Soms-
biaanmadevi, queen of Gandaraditya and great-aunt of Rajaraja, was
the most gencrous donor of temples and shrines all over the Chola
empire. She buill and richly endowed a number of thens.

The early Pallava traditions were continued. There is always a lingering

LG



JM. Natarafa dancing in the
chatura pose. From Tiruvarangi-
fem  Sowth Mndia ). Chola, renrh
cotury AD, Natfornal Museum,
New Delki

Aesthetically and rconographically
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grace in the carvings of the Pallava-Chola transition period, of which
the most noteworthy are temples like the Nagesvarasvami at Kumba-
konam (see figs. 287 and 288), and the Kuranganatha at Srinivasanallur,
Sometimes Rashirakuta influence in Chola monuments i due to the
people’s contacts with a conquering power in warfare or in any tem-
porary occupation, even if only for short periods, This is casily observed
at Kaveripakkam.

Undoubtedly, the most honored place among the Chola monuments
should be given to the Rajarajesvara temple at Tanjore, which is a
veritable treasuce house of early Chola art, buill in heroic proportions
about a.p. 1000, It has a most stately vimana thut rears its head high
above everything that surrounds it, including the gopuras that are still
dwarfish. Here, there is a stress on the warlike and heroic aspects: of
Siva, lor example, as Tripurantaka, Kalantaka, and Kirata,

In & new capital that he founded ai Gangaikondacholapuram, Rajen-
dra, the great warrior son of Rajaraja, not only ereated an irrigation
tank twelve miles long. filled with Ganges water, which lie got as a
tribuie from the kings he overcame in the north, but also raised an
edifice For Siva, worthy of his conquest, closely following the pattern
set by his father at Tanjore, In one of the outstanding panels at Gangai-
kondacholapuram, representing Chandeanugrahamurti, the: devout
emperor as Chandesa has dlmost seated himsell humbly at the feet of
the divine pair and claimed the flower wreath wound round the head of
the devotee as his own 25 laurels of victory and the blessings of Siva.
This 1s one of the great masterpieces of early Chola art.

The temple a1 Darasuram is the most evocative In Chola art. 1t suggests
Nitvavinoda, eternal music and dance. The abundance of the sculpture
illustrating this theme and the lives of Saiva saints carved in several
pancls make it one of the richest of the smaller Chola temples of the
medieval period both in artistry and in iconography. Here, for the first
time, as also simultaneously at Chidambaram, the wheel and horse
motifs are introduced, to convert a mandapa into a ratha. This so
-appealed to connoisseurs of art that the motf traveled to Egstern
Ganga territory in Orissa, and the ratha temple at Konarak is only an

J07. Nataraja, in metal, From
Truvalangam | South India ).
Early Chola, a0, JOD0), Govern-
ment Musetm, Madras

Safd by Rodin to be the mosi
perfect representation af rhyth-
mic moavement (n the world,

S8, Nataraga without a halo, or
prabla. From Punganirn { Souil
India), Early Chola, elevent))
certtury A0, Gaversment Miusaony,
Madray

Considered to he ane of the best
withowt the flaming aech {xee fig,
F7); very simple, effective, and
t‘n't.‘:;:u”

i

iy




elaboraton of this earlier Chola motf. The marnage of Princess
Rajasundari ol the Chola houge into that of the Gangas made the easy
diffusion of these motils possible

In the late Chola goporas of Chidamburam, the skill of the sculptor,
combined with his knowledge of literature, dance, music; and other
uris; |8 clearly exhibited in a series of panels describing dince modes
visually (see fig. 318). The text below each in Chola Grantha leiters
provides a lithic version of Bharuta's treatise on dance. When we recall
that the inscription from the Tiruvottiyur temple mentons the appreci-
ation of a performance by o danseuse by the royal witness, Rajendra
Chola, it i clear that all the fine arts were equally patronized, and there
with & great feelmg for art and architecture,

The two outstanding sculptures of Surasundans from the Kampahare-
svara temple at Tribbuvanam, which are gems of lite Chola art, show
thit the high quality of aesthetic achievement by Chola craftsmen
persisted until the end.

The metal craftsmen of the Chola age were undoubtedly the greatesiin
India. The famous MNataraja from Tirovarangulam (Ag. 306) is as
important &3 the Pallava image of Vishapaharana in metal. The Soma-
skanda from Tiruvalangadu (fig. 305) is a beautiful little bronze of the
transitionnl period from Pallava to Chola, with a peculiar trait un-
known ' other examples, that of Siva carrying the trident, or trisula, in
ene of his hands, I the Siva as Tripurantaka with a siogle pair of arms
and the Nautarajs from Kuram are outstanding examples of Pallava
work, the Rama, Sita; Lakshmana, and Hamuman groups from Vadak-
kupanayur and Paruttivur. the marrage of Siva from Tiruvelirkkudi,
now in the Tanjore Art Gallery (fig. 309), Ardhanarisvara from Tiru-
venkadu in the Government Museum in Madras (figs. 313 and 314),

(L

309, Kalyanasundora, an ¢x-
quisite group iffustrating the
marriage of Siva and Parvatt, the
fatter being given away In marriage
by Vishnu and Lakslimi. From
Tiruvelirkkudt ( Sowth India)
Early Chola, 0. 1000, Tanjare
Art Gatlery

210, Vreishabhovahanamuortd with
Devi, From Tiruvenkadu { South
Inidia). Early Chola, s.0. 1011,
Tanjore Arr Gallery

This ix one of the most effective
Chola bronzes vel discovered.
For sheer grace and beauty af
Jorm, there ts rarely anather (o
maieh ir. The locks arrariged in
the jatabhara fashion are not
eusily distinguished from the snake
that is wound up 1 them, bur
their frearment ix very skillful,

. Derall from figure 310






312, Sukhasang Siva seared ai
eave. Fram Kilayur in Tirukkavifu
{ South India), Government

Mrusvrirt, Meaifres
Fypical of the most elegant images
of the fale Chofa phase, the iwel[ih

CERIIERY ALD,

_?JI"' "rdl.llh.l'-'.'L.’."J'-'-'H:"..i. '.'Ih: .|r.'l =
maphrodite form of Siva, From
Tirmvenkadw. Thola, eleventh
cenfury AD. Goveroment Musetom,
M addray

This i rare dmeee. The metal
seulptor oy with great faste
fashioned the masculing aid
feminine Nalves of the hody In
true proportions. The droop in

the fefr shoufder, the siim waist,
el the broad hip contrast with
the broad showlder and mascwling

torse te the right

J14. Clase-up of the profile of
Ardhanarisvara (fig. 313)
Nore the delicare iregiment
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315, Natarafa ( close-up view).
From Velankanni [South fndia).
Charla, eleventh cénliry A.0,
Government Museum, Madras
One of the famous bronzes (n this
rich-collecrion,




gre exquisite examples that have to be ranked among the greatest
Chaola ereations of art in'metal.

Among paintings of the Chola period, there are none more important
than those of A.D. 1000, the earlier layer, in the dark pradakshina
passage round the main cell of the Rajarajesvara remple at Tanjore,
Here, scenies from the lives of samnts, like Sundara, are beautifully and
impressively narrated, A Tripurantaka fighting the Asuras is, alone,
the largest single subject portrayed anywhere in India. Siva, sested in
the alidha position on his strange earth chariot, is the very personifi-
caton of heroism. The giants of the three brazen cities, Tripurasuras,
fighting the impossible battle, with their consorts clinging to them in
despair, teary-eyed, clearly convey the artist’s intention to commingle
the moods of heroism (vira), pity (karuna), fear (raudra), and anger
(bhavanaka), Rajaraja. the greatest warrior of his time. could not have
chosen a better ideal than the great Warrior Lord Tripuraniaka whom

316, Ganesa with hix trank curled
up it the fashion called Pramava

{ the mystic symbol Om ), From
Sonth Mndia. Chola, eleventh
cenfury A0, Natfonal Muveum,
New Delhi

he often emulated and pever tired of depicting both in sculpture and in
painting,

The representations of Rajaraja with his dancing master Karuvurar and
as p devotee of the favorite deity Nataraja from Chidambaram show
the ability of the Chola sculptor in portraiture.

With the décay of Choly and Chalukya power, the Hoysala rulers
from Dorasumudra in the Mysore area, on the one hand, and the
Kakatiyas who ruled from Warangal in eastern Andhrma territory, on
the other, asserted themselves. Bittiga, the Jain Hoysala king. was
converted to Vaishnavism by Ramanuja i the twelfth century, With
the zeul of a converi, he studded his kingdom with monuments thai he
built; those of Belur and Hulebid (see fig. 322) are very famous, There
are others, like the temples at Doddagaddavalll, Arsikere, Nuggihalli,
and Somanathpur (sec fig. 323); all of these monuments portray the

highly decorative style of the Hoysalas. The high plinth of the Iast has




F17. Nararasa. From Kankodutia- One of the important large bronzes
wizrtitcen [ South fndie ). Chola, in the callection, The arrangemieni

eleventh ceniw ¥ AL Croverninent af the Jatas, of kafr, 4 natewariiy

Muveum, Madras




318. Dance panely Hlustrating
the karanay, according to the rext
of Bharata's Natyasastra in-
scribed beside each on the eastern
gopura at Chidambaram ( South
India}, Late Chola, twelfth—
thirteenth century A.D,

an elaborate carving of rows of lotuses, swans, makaras, elephant riders,
and the like: The pillar-bracket figures are exquisite (see figs. 324 and
325), The intricate workmanship of the pierced windows and lattice
screens s striking (see fig. 322), The dancing figures of Ganesu and
Sarasvati at Halebid, like those of the Venugopalis at Belur, are magmi-
icent. At Belur an elaborate makara torana and monolithic dvarapalas
present an imposing sight, Here we have the portrait of King Vishnu-
vardhana in his court with his learned queen, Santila, beside him.
Though a Jain, the queen was of a catholic outlook and actively
supported her husband in building shrines for deities of the Brahman-
ical and other farths.

Though no murals of the Hoysalas have yet been found, excellent
illustrations in color on palm-leaf manuscripts of this period uare
fortunately preserved in Mudbidn (see fig. 328); they give an insight
into the painter’s art, which closely follows the sculptural style. A rare
manuscript of the Dhavala, a commentary on the Jain text Sharkhan-

dagama, is extremely valuable for an understanding of Hoysala pamiting
of the twelfth century An

Kakativa sculpture. which is also in the Chalukya siyle bui more
ornamental than Hoysala, has exquisite examples in the temples at
Palampet, Hanamkonda, Pillalamarri, and other places. The richly
carved monumental lintél from Warangal (fig. 326), nowin the National
Museum ar ™New Delhi, 15 one of the outsianding cregtions of the
Kakativa sculptors. The dancmg fgures of the Hindu Tromily are
extremely interesting, as all three are known from literature and the
text of Bharata as lords of dance, The Hyderabad Museum has several
carved panels from the ceiling of & mandapa ar Warangal; they are
typical of the best that the Kakstiva sculplors could ereate. A delicately
carved Mahishamardini Durga rom Tripurantakam in the Government
Museum in Madras illustrates Kakatiye art by a very fine example,
The Siva temple on the hillock at Trpurantakam in the Kurnool district
in Andhra Pradesh has a (ine series of paintings of the Kakativa school,
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319, Manikkavachakar, the sains
wha wrote the kymn Tiruvacha-
kam, with the baok in hiz hand,
From South India; Chola stvle.
National Museum, New Delhi
The image has & short imscripfion
frn Tamil letters of the twelfth
centiry that corroborates the
sivie of the Ngure.

320, Seated Parvarl. From Sauth
Indice. Thirteenth century A0
Natlanal Musewm, New Delhi
Typical of the late Chola sryle.



321. Celesrial dancer. Chala
painting in the Brihadisvara

temple, Tanjore

322, Sala fighting the tiger, and
other subjeects. Clase-up of the
Haysalesvara temple, Halebid

( Mysore ), showing carved screens
typical of Hoysala art of the
Iwelflth century A.D.

323. View of the Somanathpur
temple, Somanathpur [ Mysore).
Tvielfth cemtiory A0

This temple is one of the gems in
the miniature work of the Hoy-
salas,

2l



324, Feminine dance. Delicarely
carved bracket figure. Belur
{Myyore). Hoysala, rwelfth
cenrury A.o.

The bracket Is placed beiween
the eaves and the pillar, a place-
ment typical of Hoysala work

325, Pawse after a dance. Belur.
Hoysala, twelfth century A0

An exquizite sculpture, typical of
the Hoysala treatment of or-
namentation, dress, canopy of
Jfoliage, ere.



327. Bharata carrying the palukas
of Rama on his head. From Tiru-
chirapalli ( South India). Vifaya-
nagara, fifteemth cenfury A.D
National Museum, New Delhi
This rare metal sculpture flus-
irates an equally rare theme,
Blarata ax the ideal brother
renerning home without Rama
bur with anly kis sandals, 1o rule
the empire in their name. Bharata
dressed as a gentle hermit like
his elder brother, living so in the
Soress, is full of pathas, and the
sculpture is a masierpiece.

326. Siva, Brahma, and Vishnu
dancing, all three as masters of
this grear arr thar they revealed
to the world, Lintel with an ex-
quisite decorative patiern as a
background for the three principal
figures. From Warangal, Kaka-
tiya, twelfth cenfury AD,
National Museum, New Delhi

328, Jain manuscript painting.
In Mudbidri. Hoysala, twelfth
CENTNFY AD,
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¥ei 10 be studied. The amritamanthana scene, which contnued 1o be a
favorite theme over the centuries, has been painted in 4 very lively way

by the Kakatiya painter in the temple at Pillalamarri.

In the Sosailam temple in the Kurnool district in Andhra Pradesh,
there are several carvings which pive us anidea of the gesthetic taste in
seulpture under the Reddis, who ruled in thos area for o while in the
fourteenth century.

Similarly, work in sculpture was given a great stimulus under the
powerful king Jatavarman Sundare Pandys. Both In Srirangam and
Madurai courts were added, und several powerful sculpiures stand out
as the precursors of a great tradition, to culminate at a later date in the
monolithic carving of the Nayiks,

In the fourteenth century, the great spiritunl leader Vidyaranya laid
the foundations of an empire under Hanhara and Bukka The Vijaya-
nagara dynasiy continued unabated and gained great promnence:in
South India and the Decean, ncluding within its vast tecritory practi-
cally all the ares south of the Godavari.

Hampi, the capital of the Vijayanagara emperors, afier continued
devastation for six months by the combined forces of the five sultanates
of the Deccan, still has so much lofl that one 1s baffled in mmagining how
it looked in its heyday, 1t is no wonder that Portuguese travelers like
Domingo Paes have lefl glowing accounts of the empire of Knshnade-
varnyn and his achieverments. This monarch was himsell a poel, a
patron of letters, and a greater patron of art. I is believed that Krishna-
devaraya was responsible lor almost Wl the rayala gopuras that abound
in South India, Some of the finest carvings of the late Vijayanagarm
period are on the gopura of the Ramasvami temple at Tadputri, The
Hazara Ramasvami temple at Hamp (Vijayanagar) and the Krishna

329, Pillared hkall, with prancing
harses as decaration on the cal-
umns; at Srirangam | Sourh
India ). Sixteenth cenfury A.D.

A favorite device exquisitely
Sashioned in the Vijavonagara
period.



3. Rukinini. A very well-fush-
foned Vijayaunagara plece, of the
Jourteenth century A0,

Nare the handsome braid

331, Portrait of Tirumala Nayak
and his queen. Lowermaost plece
af @ meral caver for a huge door-
way o N femple sanctum, From
the neighborhoud of Maduraei
(South India). Sevenfeenth
century A, National Musetim,
New Delfi

When the lamp pans were filfed
with oll and Iit in the evening, the
doorway presented a colorfil
sigh.
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332, Tiromala Nayak and his
queen. fvory. Nayak, sevenreenth
centiry A0, Temple Museum,
Srivangam

Ivory carving flovrished In India
over the centuries, and the ari-
minded ruler of Madurai in-
couraged the ivory carver, Several
examples of this royval patronage
are preserved in the masewm of
the remple ar Srirangam.

333, Tirumala Nayak and his
gueen. Seventeenth century AD,
Temple Museum, Srirangam
Several porirails of this king are
kmawn ar Madarai and Srira-
Fant.

temple af Penukonda depict the Ramavana and the Bhagavara Purana in
4 long series of panels.

Lepakshi has a magnificent Natya mundapa, bul probably the most
noteworthy is the Kalynns mandapa in the Jalakanthésvara temple at
Vellore with exquisite carvings on the pillars. The aimost lifelike
monkeys running after doves on the mandapa roofl of the Varadaraja
temple at Kanchipuram are especially noteworthy. The temple of
Venkatesvara is another important Vijgyansgara monument in Tiru-
pati. The Vijayanagara emperors associated themselves with the temple
by making renovations and additions to 1t It Is here that Lhere are
exquisite examples of metalwork representing portraiture. The almost
life-size group of Krishnadevaraja and his queens, Tirumalamba and
Chinnadevi, is a magnificent work in metal

The pretty litile Lotus Mahall al Hampi and the beautiful palace of the
emperors at Chandragir, like the well-planned and neatly executed fort
at Yellore, ure excellent examples of seculur buildings of high acsthetic
quality.

The last flicker of the work of the Vijayanagara sculptors is to be seen




334. A Vifayanagara prinee.
From South India. Sixteenth~
seventeenth century 8.0, National
Mureum, New Delhi

This s a fine example in {vory of
the portrait sculpiture in different
mediums of the Vijayanagara
period.
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. 335, The story of the Emperor
Muchukunda, a very devour man,
Painting on the ceiling of a pillared
hall of the Nagaraja temple,
Tiruvarur (South India). Nayak,
seventeenth century A.D.

3306, The storv.of Blikshatana and
Modiinl. Palneing on the celling

of the pillared half of the shrine

af Sivakomasundari in the: Nata-
raja temple. Chidambaram

(.1 i g 1 {!;
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in the Pudu mandapa, the large gopura, and the courts of the Minakshi
temple at Madurai (see fig. 331) for which Tirumala Nayvak was re-
sponsible. During the reign of this great Xing the ivory carvers excelled
in their craft and produoced some of the most ourstanding examples,
including not only portraits of the soversign with his queens (see figs.
332 and 333), bul contemporary European visitors to India and groups
will balanced in compaosition representing episodes from the epics.

In the sixteenth century the Vijayanagara painter at Lepakshi made
not only the largest picture ever drawn, that of Virabhadra, willy
Viranna and Virupanna, the two chieftain brothers responsible for the
temple, a¢ devotees near the deity’s feet, but also several panels repre-
senling various aspects of Siva, all of which are extremely interesting in
iconography and sometimes very descriptive because of their departures
from the accepted norms.

A eentury earlier, the entire ceiling of the imposing pillared hall, or
mandapa, m the temple of Virupaksha in Hampi was covered with
many spectacularly rendered paintings. Among them was the most
impressive procession of the period, that of Vidyaranya, the preceptor
of the emperor, borne in a palunquin and preceded and followed by
troops mounted on elephants, camels, and horses. A distinctive ren-
dering of Siva as Tripurantaka and as Madanantaka and the archery
compelition for the hand of Draupadi, which Arjuna won, are other
notable subjects. There are also paintings in the temples at Somapalayam
and Tadpatri; a large series from the latter wwait detailed study;
Simularly, paintings exist also in other temples at Tiruvalanjuli, Tiro-
varur (see fg. 335), Chidambaram (see fig. 336), Tiruparattikunram,
and other sites of the somewhat later Nayuka period.

In Malabar, the Vijayanagara phase had a different form, for the
Chalukya and Hoysala influence was very strong there. At Ettumanur,
Satankalangara, Payur, and Padmanabhapuram and at Suchindram the
temples and their sculptural work—and also paintings wherever they
exist, as at Tiruvanjikulam, Triprayar, Padmanabhapuram, Mattan-
cheri (see figs. 338-341), Trichur—have a peculiar commingling of
Hoysala and Chola traditions. Here were created rich, embellished, and
colorful groups of figures, most interesting and charmingly decorative,
their general appearance closely resembling the dress and mode of
Kathakali dancers, whose activity found expression in the Kutiam-
balam, or dance halls, of the temples of this region,

317, The corenation of Yudhis-
hira. Cuddapah { Andhra Pradesh ).
Nayak, seventeenth cemmury A0,

k{0
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338, Krishna lifring Moumt Go-
vardhana. Painting in the Mat-
tancheri Palace, Cochin ( Kerala).
Late Chera, elghteenth centiry
AD,

Note the typical Kerala style and
workmanship recalling the
Kathakall costume and life
surviving still on the west coast,

330, Krishna as Gopala amid
milk mericy, oF gopis, Paintieg iy
e Martanclierl Palace, Cadhin,
Late Chera, eighteenth century
AD.
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340. Celestial devarees with
erdwns, ornameniation, and dress
recafling Kuathakali costume.
Paiiting in the Martancheri
Palace, Cochin. Lare Chera,
elghteenth century A.D.
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4. Lakshmion a lotus amid
other celestials and devorees.
Painting in the Maitancherl
Palace, Cochin. Late Chera,
eighteenth century A,



11. Muslim Art in India, and

the Indo-Islamic School

by Mario Bussagli

India clashed with the world of Islam for the first time in the muiddle of
the eleventh century. The Muslim congquest of a larpe part of the
peninsula and the subsequent penctration of these foreign peoples, the
bearers of an intolerant religious ideology, overturned India’s fizural
evolution and civilization in general. Traditional Indian traming was
nol altogether erased bul being forced into contact ‘with an alien
mentality, it gradually changed, so slowly, however, that the Indians
were hardly aware of it. This was a period of transition and adaptation,
at the end of which the Muslim art of India was to bloom into a
luxuriant life of its own, worthy of the name ‘Indo-Islamic art’ As
H. Goetz noted, the Muslims were a minority who dominated vast
regions: it was therefore inevitable that their artistic expressions should
reecho the world with which they were in constant touch even to the
extent of ransforming Hindo technigques, forms, and decoration into
local styles. On the other hand, the latter-day Muslim art of India
assumed a characteristic attitude not very unlike the typical Indian one,
though with some inevitable and appropriate alterations. In its tumn,
Istamic art challenged classical Indian art and the latter was renovated
without, however, departing from its essence, which was in opposition
to that of the traditional Islamic trends. A book by Hasan Nisami says
that ut first, when the clash was at its fiercest, the unrelenting, desecrat-
ing fanaucism of the conguerors made them destroy each individual
Indian fortification so that not a single stone would be left standing,
but all would be turned into dust as if crushed “under the feet of a fierce
and gigantic clephant.” This first phase, when cities were ruthlessly
sacked, innumerable human fives were destroyed. and all the Indian
temples and monuments in the dreas exposed to the destructive Tury of
the Muslims were razed to the ground, was followed shortly aftesward
by a destructive method of a different kind. The Buddhist and Hindu
buildings in the conguered regions were torn down to provide matenals:
for the construction of other—Islamic, of course—architectural works,
This second phase involved the reuse of materinls—al times of whole
elements—{rom the demolished structures, and reuse was often con-
ditioned by the shape. nawure, and configuration of the materials re-
covered. Consequently, the Muslim constructions built by this economic
method often had a nondescript aspect—half Indian, half Muslim. It
wits the worst phase of Buddhist and Hindu monuments, but also that
which paved the way for the subsequent artistic flowering. for it was
then thar the two apparently irfeconcilable figural currents were
brought together.

In fact, Islamic art is antithetical to Indian art not only in terms of
space and time, which are basic for the development of a tasie, but also
in so far as the conceptions of the religious building and of the value
of the anthrapomorphic figure go, for the Muslims believe that the
human figure must never be represented. The mosque (masjid, that is,

literally, the place where one prostrates onesell) was not only the Mus-
lims" cult center but alse the determinant of Muslim style, Simple,
linear, open to the light and 1o all who came to pray, it contrasted with
the enormous strocture of the typical Hindu temple, which enclosed a
small cell, reflected a longing for darkness and mystery. and kept the
faithful oul, leaving room only for the priest. Hindu architecture
symbolically reproduces & cosmic structure (the mountain); it is
introspective, complex; and indeterminate, at the same time extending
to and reflecting on the vital rhythm of the individual, as well as of the
community, the mystery of sacredness. The structure of the mosqgue,
instead, merely points to a direction—that of Mecca; it is fully visible
and comprehensible, it does not involve the mystery of being but con-
stitutes an abstragt element and the imprint stamped by human faith on
the natural ambience. IL expresses a transcendepcy through ioven-
tiveness and bold building technigues. 1t is a real work of architecture,
whereas the Indian temple may well be defined as “a phantasma of
massive darkness.” More important still, the Indian architects coped
with their problems in a completely different manner, often solving
those related lo statics by means of incised or carved rocks (monelithic
temples and cave structures), enormously thick walls, and massive,
weighty parts.

Conversely, since all was mystery Lo the Hindu, i his thinking, human
life flowed along the course of natural rhythms: no cause to hide any-
thing, no limitations and fears, but everything disclosed, The Muslim,
instead, tended to be reserved, isolated, protective. As Goetz observed,
life was the harem—secretive, sacred, “like the garden, love, woman."
This interpretation of life, springing from the original desert ambience
of the Arabs and from the niecessity to protect themselves against a
hostile natore, influenced their whole attitude toward architecture and
artistic activity in general. Consequently, whereas Indian painting is a
reflective interpretation of nature in the wider sense, that of Islam, when
it does not pursue abstract aims, is an atlempt at transforming painting
into calligraphy. For the same reason, in purely Indian tradition there
15 a preference for subdued, mellow colors. whereas Islamic colors tend
o be vivid and loud, except in Mogul miniatures as 4 result of the
Western and Indian influences.

The strongest comtrast was therefore in architecture for historical as
well as social and psychological reasons. This is why we have chosen (o
examing first and separately the evolution of this arn.

Although the world of Islam established no precedence in the arts,
conferring only & theoretical primacy on calligraphy, which materialized
the word of God, the importance of architecture was predominant
owing to the fact that it required techmical ability as well as theoretical
preparation and because it was the stamp of Islam on the lands won 1o
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32, The Quih Miwar ar Dellif,
Thirteenth century A0, begun (i
1160

Suilt bexide the Quwwar-ul-
felamy this glgantic minaret { 238
Jeet highl Ix typdeal of the Mustim
congtraction, but it uses prmg-
miemital efements developed by
Indian crafismen and brovugit
inte the Indian reperioriy of
decoration

ag1

343, The Ourh Minar at Delli,
Grate of entry fo the compownd.
Detail of the building
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44, The Gaurav stambha, or
pillar, at Chitor, the Rajpul
stronghold. Thirteenth century
A.I,

The tower construction, perlapy
of Isfamic origin, invelves Indian
elements and others, attenuated

345, Mausoleum af the Emperor
Hiamayun ai Delhi, Begun in
13564, eight years after the death
of the emperor

One of the most impardant works
af Magul architecture, it presenis
an exceptional harmony of linex
and baliunce of masses, especially
if one considers the difficwley of
correlaring the exterior with the
threrior, where évery room is
octaganal,



the word of Allah. Architecture was not, however, exclusively religious,
but was also military and civic. Always distinctive—if for no other
reason than for its basic dome and pillared hall—it underwent a long
evolution resulting in varied manifestations. Among these, the archi-
tecture of India is one of the most important and valid,

In India traces of Islamic architecture are to be found in the ruins of the
small mosques, built after the style of the Samarra mosques, which
emerged from excavations at Brahmanabad Mansura in lower Sind.
These mosques are, however, the only ones from the phase of the first
contacts. Real Indo-Muslim art can be traced back only to the end of
the twelfth century, Delhi, which useéd to be a fortified town and
capital of the Rajput Chauhans, after its conquest became the capital
of the sultanate of Qui-ud-Din Aibak, the first of the Slave, or Turki
dynasty, of sultans. In 1193 Aibak had the first mosque built here, The
base of & large temple was aggrandized with the materials recovered
from its demolition 8o as to make it spacious enough to house both the
mosque and a congregation hall. Native craftsmen mus| have worked
at it, perhaps under the direction of foreign architects. They responded
better than one might expect to the new demands. A series of pillars
from a destroyed Jain lemple was also employed in the construction,
giving rise 1o some improvised solutions to the many problems posed
by the inexperience of the builders and the limitations set by the reused
materials, Percy Brown thought the building had more the character of
an archacological miscellany than a considered work of architecture
(Indian Architecture, Bombay, 1951), Nevertheless, because it was im-
pressive and social and political life flowed toward it, it became the town
center, Before the mosque there was placed the famous ‘lron Pillar,” de-
prived of its crowning figure of Garuda, a gift of Heliodorus removed
from its original site after about six hundred years. It was in those days
that the saying ‘he who possesses Delhi possesses India’ was beginning
to circulate; that is why its tall minaret was erected. Begun in 1199, after
the additions of 1368 and 1503, the Qutb Minar now measures 238 feet
(figs. 322 and 323). It was to be at once a symbol of Aibak’s great
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victory and power, a watchtower, and, obviously, & minaret. [ts con-
struction shows none of the uncertainties and errors that appear in the
mosque—a sign that the local workers had by now become accustomed
to the taste and techniques of their new overlords, Copied from the
Jam minaret built by the Chorid sovereigns, the Quitb Minar consists of
four superimposed Seljuk funerary towers in the shape of tents (the
Seljuks were Turks who had not forgotten their nomadic origins), The
tapered and Ruted towers are provided with projecting balconies resting
on fine *mugama,” the characteristic Muslim stalactites. Psendo-Indian
friczes are combined with Koranic mseriptions and arabesques. The
work is perfectly valid and remarkably beautiful in appearance. The
tomb of Aibak, situated behind the mosque and built in the shape of a
cube (originally surmounted by a dome), also has very fine arabesques
consisting of Indian and lslamic elements. OF the civie architecture of
the time no trace 13 lefi, for the large palaces were completely razed by
the subsequent kings to be used as guarries for building materials. The

conquest of Gujarat and the Deccan followed, in time, the terror that

the hordes of Genghis Khan had spread over India when, shortly after
the death of Aibak in a polo accident in 1210, they had reached Pe-
shawar and marched westward.,

Under the Khilji and the Tughlag dynasties (from 1290 to 1414), Indo-
Muslim architecture departed from the Seljuk models, favonng huge
buildings, so colossal in fact that they could nmever be compleied;
extremely pronounced military features, even where there was no need
for them; and more elements of the Indian tradition. Thus, the A'lai
Darwaza, a large cubic construction with a low dome, four doorways,
and real and sham windows covered with Indian and Islamic deco-
rations, which was to have been part of 4 gigantic complex, presents
chromatic effects derived from Gujaral Hindu architecture, obtained
by the juxtaposition of blue schist, red and yellow sundstone, and black
and white marble with sireaks of different colors. The Tughlag de-
fensive structures of Tughlukabad and Adilabad—the latter prolecting
the dam of the man-made lake on which Tughlakabad depended for jts
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445, Comns of the Mopul emperors
Akchar (o) and Johangir (b and
), with Indian symbols (gibbous
bull) or with portralts (one

af dkbar was ziruck ) which bear
affictal witness to the very relative
Ialainde s thodaxy of the first
Megtals. Natfonad Muserm, New
Delhi

347, The Fort, Agra. Khas
Mahall, Front of the centreal build-
ing

Rebullt between 1563 and 1573,
this grandiose construetion uses
elements derived from the Rajput
style Tt ohoyvs Indian taste i a
lesser wpward impulse and in the
solid massiveness of ity elements,
which remain ar the same time
undoubtedly harnonious,



348, The Fori, Agra, Inside the
octagonal tower, with a polyeanal
pillar; its capital is reminiscent

af the pre-Islamic world

The octagomal plan of the tower
and the form of the pillar belong
to a taste ariginally external o
the tendencies which were domi-
mant under the Moguls; but they
Tound wide wse during the efas-
sical phase of Mogul architectire,
to the paint of becoming one af
the characteristic elements of

the architecture of that period.

witler supply—are the best examples of Indo-Muslim military style. Made
of red sandstone and embellished with elegant ornamentation, these
buildings are at ance formidable defensive structures and paragons of
refined decorative taste. Another example is Deogiri (Daulatabad),
which was built by order of Muhammad ibn Tughlaq, like Adilubad,
a5 & new capital. This enormous; impregnable fortress, perched on &
rocky cone-shaped mountain on the northern boundaries of the Decean,
dominated the passes that join the northern @nd the southern portions,
Later, Muhammad ibn Tughlaq brought the capital back 10 Delhi und
enlarged the city. His fortified and sirongly armed palace is still stand-
ing as an example of unusual functional and defensive devices (for
instance, zigzag passages), Despile its military power, however, the
sultanate of Delhi actually began 1o decline under Muhammad.
Governors and nobles from the provinces became more powerful than
the sultans, and if the art of the Tughlag period continued to thrive
under Muhammad's successor—the pious and intelligent Firuz Shah—the
Tughlaq phase was quickly beginning to wane. The innovations it had
brought, aside from & more complete fusion of the Tslamic-and Indian
atutudes toward aesthetics, were the octagonal ground-plan mausoleum,
the long niche at the center of the facades of mosques, the pyramidal
roof, and the comparatively rare use of glazed-tile decoration. The

combination of a pointed arch with an underlying corbel architrave,
which appears in fourteenth—century Tughlaq architecture, is the exact
contrary of a scientific approach to the construction of an arch, but it
was & step toward the attainment of the four-centered arch that was to
be largely employed by the Moguls. It is relevant to observe that the
Indign architecture of the Tughlag phase felt the mfvence of Ilkhan
Iran—ithat s, of the Persian Mongols—though in a feeble and dis-
continuous fashion. Thus, the lurge Begampur Khirki mosque built
for one of Firuz Shak’s ministers has a Persian-type iwan behind the
maim entrance. Beside this mosque, a very fine smaller one, for women
only, indicates a change in the women's warship of the divine.

The kings of the Sayyid dynasty (1414-51) and the early sultans of
the Lodi dynasty of Delhi (1440-1520) were vassals of the Timurid
power of Central Asia, The architecture of the Lodi kings. who con-
guered all the northern Indian plains as far as the borders of Bengal,
the Punjab, and the whole of Central Asia, continued the irend of
Tughlaq architecture, incorporating elements from Central Asia and
fran, especially noticeable in the decorative quotations. High domes
reappeared, and the lines of the buildings became more vertical.
Polychrome stucce orpaments, encaustic tiles, niches, and omate
moldings give these buildings a heavy, burogue aspect, which, though
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349, The Fort, Agra. Octagonal
fower with the ¢hargeteristic
meetal-piated dome and part of the
butlding in front of it

it wis the result of an approach lo ornamentation recurrent throtighout
Eurasia, seems to have arisen from the impact of Islamic taste upon
that of Hindu Ind:a (rather than from their encounter), The octagonal
ground-plan mausoleum, surrounded by an open colonnade with domes
fluted on the inside and ¢rowning pavilions (inspired by the Indin
chattris) supported by slim columns, is also very common, This wype of
construction was to become typical of later Indo-Muslim architecture,
The Lodi style survived the first Muslim conquest of northern India by
the Mogul emperors. Not 2 meager survival, it produced some wonder-
ful buildings (for example, Jamali Masjid and the beautiful small
mausoleom of Muulans Jamal Khan, at Mehrauli, of 1530), and
origmated the architectural tendency that bloomed under the emperors
al the Sur dynasty of Afghanistan and particularly under Sher Shah
Sur, who reigned in Delhi from 1540 to 1545. This phenomenal builder
had made Solomon’s seal his insigne and had it carved on all the works
he commussioned. Sher Shah Sur ordered the building of many palaces
and fortresses, such as Patna and Kanauj. Al Delhi, he built the im-
perial ciladel (Purana Qila) with the fine mosque called Qila-i-Kohna
Masjid, and his architects, mindful of the Tughlag experience, which
shows n the muiticolored decaration of the Purana Qila, strove (o
synthesize all the styles that had formed in northern India. Possibly the
fall of the Mameluke empire of Egypt (1517) had brought exiled artists
to Indiz and caused the introduction of Mameluke Egyptian marble
mosaies with consequences i technique and style both at the time of
Sher Shah and in the subsequent Mogul period.

In any event, the major turning point of imperial Indo-Muslim archi-
tecture in Mogul times occurred with the full acceptance of an Iranian
style resultmg from the adaptations of the Timurid style to Central
Asian preferences (Turkistan trends), and its later reelaboration in the
Irenian Safavid current (or, better, phase).

So far we have followed the main evolutionary line of Indo-Muslim
art, generally referred to as “imperial.’ which is the trend that prevailed
m Delhi and i the areas of its influence, Before facing the various
problems that Mogul architecture poses, however, it must be pointed
out that there existed numerous ‘provincial' currents of Indo-Muslim
art both in the north and in the Deccan. Some of these schools, such
as the Deccan school of the Bahmani dynasty, were closely linked 10 the
artistic evolution of Persia. It is very likely that the cause of their
figural choice lay in the dissensions among the Balmanis m the reign of
Vijayanagar—which lasted until the end of the fifteenth century—and
the desire of the Bahmanis 1o oppose their Hindu adversaries. This is
not to say, however, that the Deccan style did not include, then and
later, numerous Hindy elements in both decoration and—1o @ lesser
extent—construction, The Indian kudu, for instance, reemerged as a
freestanding arch at the entrance of the Banda Nawaz (1640). On the
other hand, in the middle of the fourieenth century, settled Persian,
Mangol, and Turkoman communities had already established ex-
changes with their various countries of ongin and had introduced differ-
ent figural tendencies, as these people were slowly becoming assimilaled
in & process that was further complicated by interaction with other Is-
lamic centers, such as Mulwa. The resurgence of Vijuyanagar, its strong
military power, ts fall into the hands of the coalition of successors to
the Bahmani at Talikot in 1565 facilitated and sped the fusion of Hindy
and Muslim elements until the simple and logical Istamic buildings were
reduced to a baroque stodginess, so overlaid with plant motifs that the
domes of the minarets were shaped like lotus blossoms.

Some of the other tendencies, flowering ar different perinds, showed the
influence of Delhi—for instance, those of Malwa from 1405, of Jaunpur



for a little over & century (1376-1479), and of Nagaur i Rajasthan
Their provincuil character is partly due 1o the reuse of Hindu materials
and partly o the persistence ol cerfaln modified Timurid elements
In Gujarat, Kashmir, and Bengal the Hindu companent is predominant
Though- stifled, the echi of Tughlag art unguestionably recurs n all
these tremds. SKillfol Indian labor kepr-all the Hindu forms of deco-

rauon allve. except for those that could séem |dolatrous |n the eyes of

the Muslims, and helped to enrich them with Islamic urabesques and
Koranic inscriptions, Apart from the architectural structures of brick
and lime, all the others reflect the tradibional patterns and 1echmgues
of India. The fusion between these two completely different worlds,
though laf from complete, was well under way

With the advent of the Moguls the artistic character of India changed
radically, Babur, "the hon,” who had been the Timund governor of

350, The Fars, Agra, One of the
gates and @ witcftiveer in the
form af a kiosk, Magul peritod
The varrigated {ne of the aréhes
aver the enirance should be noted.

15!, The Fort, Agra. Jahangiri
Matall ( the palace of Johaneir)
End af the sixteenth cénfiiry A.D
The aizempr to give movement (o
the facade both with profections
and indenrationy ard with poly-
chrome effecty i uotdworthy.

Ferghana and Samuarkand, and later of Kabul, vanquished the two
greal powers ol the north, the Lodl sultaate and that of the Rajput
kings of Mewar in the person of Rana Babur's son Humayun con-
quersd Malwi, Bangal, and Gujarat, and was overthrown by Sher Shah
Sar, who forced him to leave India, vo which he returned m 1334, where
he died v o-polo accident m 1556, Bath Babur &nd Humiyun resided
in Agra, bul Humayun undertook some construction in Delhi on the
site where Sher Shah was Inter to erect the Purana Gila. Although they
were cducated, fond of art, and undoubtedly refined m taste; both
Babur and his son remamed faithful to the Timurid architectural pat-
terits of Centrul Asia, Tavoring octigonal ground-plan pavilions and
gardens adorned with tulips, hyacinths, and narcissus, geometncally
designed to highlight the s¢hemutized pluns of the buildings. In paint-
ing, they were partil 10 the Chinese component, which wis also
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followed by the Safavid Persian painters (see fig. 366), All in all, they
remamed what they were—Central Asinns of mixed culture, to whom
Persia was the land of the greatest artistic refinement in both the figural
arts and litersiture,

The imperial style of the Moguls, despite the various works commis-
stoned by the early kings, began 10 develop only under Akbar, the first
of the great Mogul emperors and the first who really regarded India as
his homeland rather than as a conquered country, The immediute con-
sequence of this changed cultural and political putlook was the re-
emergence of the Lodi style. The Mogul architects of the days of Akbar
employed local eraftsmen and the skillful ndian master builders. The
few architects who continued in the Timurid and Safavid traditions
were soon joined by other Indian architects, to whom the polychrome
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352, Central gate 1o (he palace
of Sahangiv whth the twvo verandas
Frofecting at the sides

Inside the niche can be seen the
hexagran (the six-pointed star
formed from two equilaréral
triangles) with the cirele, or ring,
ingide i, fhe sign af the maogic
power of the Magul enmperars.,

glazed tiles characteristic of Persia and Central Asia were completely
foreign, Other lactors, such as the difficulty of securing and applying
tiles, also made such decoration less popular, For these reasons, the
techniques involving the use of sandstone; of marble and schist slabs:
of marble intarsia, sometimes with spectacular decorative effects and
wondrous skill| and of mosdic soon prevailed. The predominant
siylistic component was Safavid ari—that is, Persian—but mixed with
Hindu clements and other features derived from the encounter of
Islamic and Indian aesthetics and the consequent deformations that had
occurred m the Lodl period and at the time of Sher Shah, Generally
speaking, the first Mogul phase, despite the great architectural activity,
15 not very original. The following phase, instead (that of Akbar and of
his son Juhangir), 1s an celectic phase thar actually gave rise to o new

133, Tomb of I'timad-ud-Dalah
at Agra

This small but elegant construction
belongs ro a transitional phase in
whilch the exdguisite finishings as-
s @ predomingnt importanee,

Besides the fowr octagonal towers
which rise af the corners like
mungrets incorpaoraied info the
buiilding, the tomb is crowned by
a sort of pavilion, with wide apen-
ings in the sides, in the middle of
the roof. The openings 1o allow
aecess and (o provide light,

whtleh aré surrounded by arched
niches, give movement to the
fecade. The construetion (s
elegant and harmonious, worthy
o ihe official to whom it was
dedicated. I'timad-ad-Dawlah was
the father of Nur Jahan { boru
Nur Mahall), the beloved wife of
Jahangir,

style (see fig. 355), The empire had become a supernational state m
which atempts were being made to give Muslim and Hindu subjects
equal rights, Furthermore, because of ‘Akbar’s interest in religious
problems, he departed from Islamic orthodoxy with consequences also
in the held of architecture,

Among his other merits as a buiider. Akbar was the founder of Fatchpur
Sikn (1573 see fig, 35%), in which the combination of different styles is
a precise Indication of his political attitude, evidenced also by the fact
that the city was erected around an [slamic hermitage where the prayers
of the empress (who was a Rajput) for an heir 1o the throne had been
granted. The city was no! fortified, its buildings were of red sandstone
reinforced by a framework of pillars and architraves grooved to allow
the insertion of slubs of the same material, and jls roofs were derived

from the Hindo tradition. Ornamentation was far from the traditional
[slamic kind—in fact, so different that in at least one instance the human
figure was used for ornamental purposes, Possibly this figure, repre-
sented in the act of picking fruit off a tree, was inspired by the figures
on the Islamic silver cups on which the iabors of the different months
were illustrated, a motil” derived, in turn, from Itallan Romanesque
decoration, In any case, this unique image was unquestionably used in
an Indian spirit. The Indo-Muslim architecture of Akbar's reign
reflects a desire to meld the traditional elements of Indian Islam with
the characteristic architecture of the Raputs, who were the most
unrelenting and bold apponents of the Muslim power in India, The
attempt is particularly evideént in the lortresses, among the most im-
portant of which is the Fort at Agra (see figs. 347-351). The plan of this
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J34. The fortified city of Amber
{ Rajasthan )

Mast of the monumenty of Asmbes
befong o the reigm :{f the Maha-
raje Mar Singh [ 1592-1615;
and to that of the Raja Jal Singh
(d. 1668 ). The eiry wies it cere-
rrrowlall residence af wall as ihe
capiral of the stare, The bastions
m the form of fowery should be
noted

forr 1s:a maze of cellars, siorerooms, wells. passages, commumicaljon
tréenches, and &0 on. A friese with elephants adorns the extenor ) pa-
vilionlike structures, low and sloping for obviews functional reasons

but alsa domed, supplement the main building, This admixuie of

Rajput and Islomic-elemenis was not only the reaull of orcumstances
ariamg from the clash of the two sides but alsp an intenuional device
Lo demonstrate on the political level that understanding and coexistence
were possible. It must be remembered that a curious aspect of the
concthatory policy of the Moguls toward the pon-Mushim Induans s the
fact that humsn fgures dppeared on cotng (it olher wordd. on official
government documents in wide circulation; see lig 346¢c) and that both
Akbar and Jahangr commissioned stalues alter the stvhistic motlis dear
1o the Rajputs: The statues were: later éither destroyed or damaged. The
human figure was therefore o longer confined 1o the so-called mmor
arts and the interor decoration ol living quarters. It became & lully
accepled feature of decoration, breaking forever the traditional, though
not alwaysstricily observed, smiconic prejudice of Islamic ant. Although
the phienomenon ol "Indignization’ occurred very soon In-architecture,
it was slower in the other figural grts. It can be sald that the advent of
the really clissiedl Mogul style was s resull oF this transformation in
architectural taste, which formed the basic of all later developments.
When Shah Johan ascended the throne i 1628, the Mogul siyle
changed. The effart (0 Juse the Islumic endenciés wath those ol the
Rajputs—Hindu tendencies simplified o suit a semifeudal society—
slickened as preference was grven to marble, a mutenial until then very
tittle used: The color of the grear architectural works, and paruculacly
of mausolewms, changed Iram red to white and rose-while (5e¢ ligs, 333,
359, and 355), while intarsis and carved decoration became extremely
nuturalistic, rich, and often multicolored. In fact, there are even
examples of inlay 10 gold and in semiprecious: stone sometimes mixed
with gems This lavish displuy of wealth was unhedrd of B Muslon
orthodoxy, Marble was matched with white muslin curtaing, Orma-
mentil openwaork panels of marhle had been used before, butl never in
such guaniibes, except 1o the mausoleum of Hushang Shab af Mandu,
dating from 1430-335, The mausoleoms of Jahangir and MNur Jahan,
near Lithore, are among the best examplis of the new style derived from
Safavid Persia and introduced into the Mogul court partly because of
the presence of Nur Jahan (bomm Mur Mahall), the beautifol and en-
chanting Persian poetess whom Jahangir had fought o marry and for
whose love he had given up control of state affairs. The mausoleyms,
of which only the part devoled to Jahangir with his cenotuph is stand-
g, were characterized by, among other features, fine opeowork grilles.
All s decoration in marble and semiprecious stone was later
removed by order of Ranjit Singh of Lahore, who used it to adorn the
golden temple of Amritsar,
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355, Tomb of Muhammad Ghaus
ar Gwalior

Built in [364, the monument wses
elements derived from the
architectural style of Gufarar amd
orhers fram the sufranare of Lodi.
It iy a fine example of eclectic
archilecture,

356. Gwalior Farl, seventieenth
cemrtury A0, The Man Mandir in
the Gwallor Fore, built by the
Maharaja Man Singly { 14586~
15l6)

A fine example of Hindu civie
architecture (with strong military
elemenis), previous to and
comtemporary with the Moguls.
Babur was struck by the shining
dames of gilt copper. Although
ingenuous in ity exierior decorg-
tion, in its repeared arches, and
in ity heavy strscture, i is @ clear
expression of a eypically Indian
rasie. Touched up several times,



The masterpiece of the classical Mogul style is the Taj Mahall, at
Agra (figs. 359-365), begun in 1632 and completed in 1648; H. Goetz
considers this work the most Oriental and best of the Persian current as
opposed to a definitely Hinduized, inférior current that he believes to
have been the more genuine expression of the Moguls’ taste. This
interpretation, in which there is some truth, must be accepted with
reservations. As all scholars agree, the Taj Mahall, the mauscleum that
Shah Jahan commissioned for his beloved wife Mumtaz Mahall,
embodies the purest Indian spint in Muslim architecture. There s,
hﬂw:':ltr, the problem ol its attribution. The available documents are
notl in'accord. Some say that ‘the author of the plun’ was Ustad Ahmad,
also culled Ustad 'Isa, who worked at the Taj together with his brother
Ustad Hamid. A very authoritative text on the Taj Mahall { Risala-i-
Rauda-i Taj Mahall) reveals, instead, that the architect of the Taj was a
Christin, *a rare designer and artist.” Still other documents say that
among those working at the Taj was "[sa Muhammad Effendi, a pupil of
the great Sinan, the best-known Turkish architect of the nme. On the
other hand, Father Sebastiano Manrique ([finerario de las Missiones
del India Oriental) states that “the architect of these buildings was a

157, The so~called Efephant (ate-
way af the Man Mandir, Gwalior
Fart

Attached to the main builifing ax
a comtinuatton of it is the boukd-
ary wall of the fort, with its
watchtowers and defense towers.
fty appearance is characrerisiic,
both an account of the reinforcing
hastions, consisting of rownd
towers, and the design as a
srructure fn irself, compleie with
baleany, moldings, biind arches,
and cornices of decorative func-
tion. The fort of Gwalior, which
became practically the center of
the cify, was the capital of an
dutonomons Maratha Kingdom
In the eighteenth century.

Venetian by the name of Geronimo Veroneo, who came to these lands
under Portupuese sail and died in the city of Lahore shortly before my
arrival™—a fact directly and indirectly confirmed by various dats.
Possibly collaborating in the construction of the Taj Mahall were
architects from Persia, Turkey, and the West—=Geronimo Veroneo, lor
one, and, perhaps working at the temtative plans, Austin of Bordeaux,
who had received the prestigious title ‘mventor of the arts’ from Shah
Jahan's father, Juhangir—all under the supervision of the emperor, the
passionate coordinator of the designs and sugeestions that his arusts
submitted. The only concern of Shah Jahan after his wife’s death was
to honor his beloved with the wonderful monument that perpetuates
her memory to this day.

Although decidedly indian, the Taj. ‘the pearl of India,' stands in an
unusual scenographic setting, 1 viewed from the gaie of the enclosure
surrounding the whole architectural complex, it appears diminutive,
more like a block of carved marble than a building. As the viewer comes
closer, however, its size increases until it seems to loom and soar. The
soaring ¢ffect s actually illusionistic, as the height of the Taj from the
ground to the top of the exterior dome is the same as its breadth, The
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elfect, however, & undeniable, owing 1o s glistening white murble
facing and the dark shadows of its arches and loggias, 1o say nothing of
the four comer minareis, each about 140 feer high. These impressions
caused by optical illusions are lurther heightened by the crysial-clear
wiler in the central lngoon and the white curbs on-éither bank, which
form 4 straight line running up to the lower termce at the bottom of the
garden. Cypresses und evergreens arranged in rows sccentuate This
cifect of Infinite perspective. The garden IS designed like those of the
contemparary villas of the Veneto, where houses 2nd front gardens are
interrelated und the square or rectangular gardens seem like carpets
aligned with the fronts of the houses. On the other hand. the mausoleum
s reminiscent of the evanescent fairy-tale Persian (Timurid and Salavid)
ministures and same of the Mogul type In these paintings based on &
lindted perspective (they are pructically two-dimensional), the build-
thgs, imvorporeal for lack of depth nnd volume, are neveriheless
suggestive. 1t 18 therefore possible that an artist who could master
scenographic effects should so copceive av o impart lo the main
bullding of such an imposing urchitectural complex as the Tai the same
immaterinlity that is to be found in the tuildings reproduced 1 the

358, Fatehipur Stkel. The charae-
renisile racional and fume rional
stwle Feunel i 'most of the buildings
af the city, grouped approxismutel)
aceording to their inrended mirpose
and their use, can be seen i this

wiew,

muiniatures. To be abie to conceive such a thing, however, he must have
been very well aoquuinted with scientific perspective, accustomed to a
totally different—Western—taste, and, aboveall, ma position tocompare
the two-dimensional pictorial idealizations of the minintures with much
more realistie representations and, therefore, able W appreciate ther
fairy-tale miture. The contribution of Geronimo Veroneo must have
been really remarkable, even though the other architects who worked
at the Taj played important roles in its construction and were sensitive
enoitgh to cooperate with their Italisn colleague's pussuit of scenographic
and iHusionistic effects. On the whole, the Taj is 0 keeping with the
olher mausoleums of the time, such as those of Jahangir, Nur Jahan,
and Iimad-ud-Daulaly (g 353), Its central pavilion (g 359), how-
ever, is an octiagon, as il the comers of the busic rectangle were cut by
slanting planes. The resulling vertiwal planes coniribute to the sceno-
grapiuc effect. Decoration is strikingly subdued, consisting for the most
part of Koranic verses carved in black marble with very fine calligraphic
effects, geometric motifs. and exquisite arabesques (see fig. 360). It
was exevuted by a Persian, Amanat Khan Shirazi. known as the best
calligrapher of the empire. As has been said, the decoration, which

350 The Tgj Mahall {central
building with the grear dome and
jark of the canal In frome of it),
Agra, [632-45

TTe name given o fhe monumesnt
ax.a whole Is thar of the prineess
who e burted there, and who was
called Tal Mahatl. which means
‘pearl of the palice.” also an
officiul title. The prapertions of
the central sreucture are studted in
such away rhae the dome, from its
Beise ta the meral pinnacie which
surmounes 11, hay the same height
ay the striectire that frames the
enormois niche aroumd the en
trance. Althpugh derived from
similay constructions, this building
{s distinguished from them both in
the harmony of its proportions
and in the polychrome effect of
the gilfi marble and Infeid deco-
rifions,



shows in nseli extraordinary chromanc effects. was further brightened
by precious stones (diamonds and sapphires), and the hugs gates were
solid silver, The openwork marble grilles enclosing the two cenotuphs
(the emperor's and his wife's; see fig. 365) are substitutes for the original
ones of gold, which were thought oo precious to be lefl there, All these
treasures were removed or looled during the wan that followed the
most splendid phase of Mogul rule

It has been tentioned before that & large part of the Cmpire was more
exposed than the rest to Persianinftuence—perhapsalso asaconsequence
of the importance that the family of Nur Jahan had sequired—and that
the Taj Mahall at Agra, according 1o some crithcs, marks the beight of
this influence (mized with other components) as well as the casterns
most imit of the Safavid diffuston. It musi be observed. however. that
every. Persian suggestion wis immediately transformed, lor example,
whereas in Perkia externpl plazed-tile decoration covered the whole
srface of a budlding, in the Mogul area, 1t consisted of panels framed
by thin ledges of unglazed bricks: This 15 why the Persians—who, by the
way, were arming for more bloody clushes with their powerful gastern
neighbor—considered. the Moguls to be provincial. The gap in style

became wider when Mogul designers began 1o combine red sandstone
ani marble in the same building,

Distnctive contributions from Bengal, Kashmir, and the Deccan sped
the ransformation of Mogul architécture and the insurgence of new
Features, sich as ogival and cusped arches, capitals inlaid with semi-
precious stones, and undérground living quariers where people could
escape the stifling heat of the Indinn hot season, The best example of
civic archiecture—ithe Taj is actually 2 relignous buildimg—is the Red
Fort at Dellu, bullt between 1639 and 1648 under the supervision of
two of (\he architects who had worked at the Taj, Ustad Ahmad and
Ustad Harmmd, Though muoch birger, its ground plan resembles those of
the forts of Agra and Lahore. Aliered several Limes, also in the doys-of
British rule, and stripped of somie interior structures, It looks even now
& formidable Instrument of war wmd dominution with its low buttresses,
battlements, and corner turrets covered with bulbous domes. The keep
i built into the umnterrupted line of its mrenor walls wath octagonal
bastions ' and two symmetrical waichiowers in e form of stout
minarets, lis charscteristic battlements, shaped like large shiclds with
rounded lops, amswer functional requirements in & very proctical



360. The Ta) Mahall. Detail of
the exterior decoration of eal-
ligraphic inscriptions {supervised
by Amanat Khan Shirazi} and
floral and geometric motifs



manner. Under Shah Jahan and at the beginning of the reign of his
successor, Aurangzeb, palaces, administration buildings, gardens,
bridges, and caravansarics were erected. The civic architecture of this
Mogul phase has not been systematically studied. It i3 possible to ob-
serve, however, that decoration consisted of marblelike stucco coatings
and 4 more extensive use of painting, The ground plans that had
previously been developed continued to be employed,

Muslim orthodoxy, which had greatly slackened in the reign of the
unprejudiced Akbar, was restored under the reign of Shah Jahan and
becamie preponderant and intolerant under Aurangzeb. Consequently,
both sultans were ardent builders of mosques. These had high central
arches (pishtag) and false niches intended to amimate the facades. Red
sandstone, the favorite material, was inlaid with marble-—a fusion, so lo
speak, of the two more common techniques. The importance of mau-
soleums decreased: the personality of the individual, even of the
representative of the empire, was redimensioned to the scale of man as
a creature of God, unprivileged and valucless. This, however, did not
diminish the emperor's sway, for he continued to be the sole ruler of a
highly centralized form of government, which was actually indicative
of the serious crisis that was aflicting the empire. Under the successors
of Aurangzeb, who had deplsted his strength in the fghts against the
Marathas while the Europeans were seizing the key positions on the
peninsuls. under pretense of submission to the Moguls, it became
practically impossible to secure marble or even the more common and
less valuable red sandstone, Construction was continued with second-
best materials, suggestions from the European baroque style, over-
elaboration, stucco to cover underlying worthless muterials, and
exaggerated polychromy, The great phase of Indo-Istamic architecture
was spent, despite the attempt at revival st Hyderabad in the first hall
of the eighteenth century, in Mysore in the second halfl of the sime
century, and in Kashmir, Practically speaking, the effort of the sullen
Aurangzeb to restore balance among the contrasting and dispersive
forces of the empire by enfarcing strict orthodoxy had not only failed
but also attained the opposite effect. It had accelerated fmgmentation
and political decadence with the inevitable consequences on culture in
a civilization dying of overrefinement.

Apari [rom the painting and miniature tradition existing before the
Mogul period, it was the impression thal the works of the great Persian
miniaturists made on Babur, the founder of the Mogul empire, that
prepared the success of this genre. Struck with the expressive power of
Bihzad while visiting at Herat, Babur transmitted his admiration to his
son. Humayun brought back with him from Persia two of the best
artists of the time, Mir Sayvid "All of Tabriz and Abd al-Shamsd of
Shiraz, whom he appointed to different honorary and administrative
posta, but whose task was actually to lay the foundations for that Indo-
Persian school that was soon (o achieve topmost quantitative and
qualitative levels of production. The owtput of miniatures of the Mogul
phase, which also was embellished by famous names, was-an organized,
almost industrinhized undertaking dictated by the taste of the emperor
and his court. The Persian painters in the service of Humayun s& up
lurge workshops where ‘teams’ undertook and carried out the illus-
tration of not only monumental, rich works, such as the famous
Dastan-i-Amir Hamzaeh (the legendary stories of Emir Hamazah), bul
also less extensive and simpler pictorial cveles (see g 366), Two or
more artists often worked at the same miniature-a designer, a colorist,
sometimes: @ portraiture specialist, and a minor detall painter. Ob-
viously. the purpose of this teamwork was to speed and increase pro-

Jal. The Taf Mahall. One of the
Hetle kiosks which flank the grear
cemtral dome of the maim butlding
Nore the many-tobed arches and
the double fulse pillars which
sustain them.
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362, The Tal Mahatl, Detail of
the balusiriade surrounding the
cenotaph of the printess (upper
regeirer )

The aiternarion of the flai, pink=
and-wiiie (ilafd sirfaces with
more elizhorale elements ereates

an admirable decorative ¢ffect

a4, The Taj Mahall. Delail of
the foral decoration indaid in Hh
odalustrade which surrowndy e
eenetaph of Taj Mahall
The clrnast geometrical styfzalion
of the stem, In contrast with ihe
natralism of the flowers and
feaves, bsvery far fram clossical
363, The Taf Makall. Detail of the lilamic arabesgue forms, al
decorarion af the supports of the acoenlictes he ascending viythm
halustrade of the cenotapl of the supporis of the bahstrade.




765, Imterior of the Ta) Matali
The tomh of the princess, which is
I fiect & eonotaph, with the gréatl

herlieytrade in filleree marble
surronmding it, The tamb is empty,
beemise the remaings of the princess
are preserved in the undergrotibul
parr of the bwildiog. The present
balustrade replaces e origimm
onte iy gold, removed after-a shorr
time Becaioe 4 wad (oo valuahle,
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366, Mintaiure paiming for “The
History of Babur® (Babur
MNimah), representing a martial
episode. Dale wnceriain (13307)
National Museum, New Delhi
The miniaiure 15 predominant{y
Persiom in sivle, with o few
Western elomernts,

367, Ragmala. Minkature
representing one of the modes of
Indtar mmste. Ahmadnagar,
1580—90. Nattonal Muzeun,
New Delhi

This tsolated page, related (o the
graphic styles af North India,

portrays a couple on a swing. The
subvject alludes to the name of a
musical mode, " Hindola," meaning
swinging.

388, Episode in the life of Jahan-
gir. Minfature. Mogul, end of the
gixteenth century A.D. Prince of
Wales Museum of Wesrern India,
Bambay

Certain lcomographic and stylistic
derails reveal a Western elemens,
especially in the siructures of city
arel garden In the backgrownd,
which are nor always perfecily
imderstood.



duction by a sort of industrialization. There are works executed by a
single, great artist, but as a rule-a work s atiributed to the designer,
who also took care of the finances involved. Though there were no
‘academies’ as in China and n the West, the Mogul phase of pictorial
production was the outcome of imperial patronage of 8 unique kind

Large workshops were organized, work was distributed on precise
orders, and fashions were dictated by the preferences of the court,
Thus, during Akbar's reign, a pronounced interest in Persian miniatures
gave way to the imitation of Western works, known directly or seen in
reproductions and prints, The Mogul emperors—especially Akbar and
Jahangir—were taken with the artful perspective effects of European
works and had them studicd and imitated (see fig. 372), though they
were foreign to Islamic taste. For this reason, Mogul mmiature paint-
ing has been considered a spurious production, half Persian and hall
Westernizing, whereas, instead, it is an important page in the history of
Indian art. True, the changes of fashion in architecture had reper-
cussions in miniature painting and the mnor arts, but the personalities
of greal artists such as Basawan, Daswanth, and Miskina, in no way
inferior to the topmost Persian miniaturists, gave miniature painting a
stature of its own. In the early Mogul period, mn the reigns of Humayun,
Akbar (see figs. 370 and 371), and Jahangir, the interest in panung was
keen, Shah Jahan appreciated the art, no doubt, but as one of the minor
artisthe activities at his court, despite the fuct that Muhammad Fagir-
ullah and Mir Hashim, heads of his painting studios, were miniaturists
and calligraphers fully equal to the best of their predecessors. The time
of Shah Jahan, however, lacked the creative impulse and zest for life
of the days of Akbar and the quiet and careful attention to detail 10 be
found i the works of Jahangir's time. The effort toward serial produc-
tion and industrialization of the first large Mogul workshops had
drained the original creative vein. Moreover, the interest in Western
works and their perspective effects, introduced by Jesuit fathers at the
court of Akbar, had stirred up many problems.

One of the greatest interpreters of the new manner was Basawan, who
became an expert at finding a4 perspective that would combine the
Iranian and Indian traditions with the iflusionistic tendencies of the
West. His great, unfortunate rival, Daswanth (certainly an Indian, as
his real name was Dasvanta). who committed suicide for reasons
unknown, though responsive to novelly of whatever origin, remained
more firmly attached to tradition. On the other hand, in an effort to
give the characters the proper setting and, so to speak, attune the human
image 1o the surroundings. early Mogul mintaturists copied in an Indian
fashion the Persian way of representing landscape, even transferring
Persian flora, rendered in the traditional Persian manner, into lndian

369, The final episode af the slege
o which Akbar subjected Chiror
in 1567, that is, the "Janhar.'
Miniature, Mogul, seventeenth
century A, Victoria and Alhert
Miuseum, London

The Rajpur women throw them-
selves into the fire whick they

themselves have started. The
compasition is still bayed on
Persian tradition. Extremely
deseripeive, it uses a paletle
relying chiefly on red and related
fones, af i& sitable to the de-
scription of the horrors ol a pitiless

war,




landscapes. The luck of depth, which in the Gujarat school produced a
particular type of perspective generally referred to 28 “verticulized,”
engendered representations i which, despite the minute propariions,
nature wis carefully and realistically rendered i detail and the figures
were almost still ar in slow motion, The naturalistic tendency seached
s peak in both quality anil populurity at the time of Jalangir. The
acsyrute and cléver studies of arimald, birds, and flowers belong with
the best creations of the Mogul period (see figs. 262 and 379), They
were prompted by inlarest in mutural sciences but also sausfied an urge
{0 study mousual forms upd the lile which, in Tnde-Muslim thimking,
Pows in every element of nature. At the sume time, Persian bivd"s-cye
perspective (see fig. J68) gave way to pseado-Rajpur, naturslistic
compositions (0 tiers willt horizontil, three-quarter views (see Hg. 369,
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witich pesed the difficult problem of the background (generally indef-
inite). The paintings of political events, céremonies, audicnces, and so
an-are U lyvish display of gold and rich ornaments.

With Awrangzeb the pamtmg activity at the sourt dwindled. Many
artista whe were dismissed from the impenal workshops went to the
courtd ol the Hindu kings gnd offered their services to the nobles,
The crisis, however, was 50 deep that it affected (he spiritusl aspects of
Mogul life wiso, With his intolerant puritanism and his uséless, bloody
wars, Aurangzeb stifled every creauve impulse: The country donned a
mask of austersty amd pessimism and, apart from a few genuinely
religious works, paintings became exercises in calligraphy and pretense
to that mysticism that the desperate—but sincere—will of the emperor
forced upon the country. If the early minmatures of Humayun and Akbar

1 y ¥ 370, Scine from life et cotre: a
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prince recalving Jruil oy q-5ign 1'-"."l
homage and well-wishine. Mogul
schonl, Akbur peried or sharlly
dfter. Nattonal Museim,

New Detln



371, The Emperor Akhar watch-
ing the capture of a wild
elephant pear Malwa, an ¢pisode
of 1564, Hlustraiion fram the
Akbar Namah, edited by L'al
and Sanwlak. Akbar school
Victoria and Albert Mugeum,
London

The raditional Indian element
can be seen in the freafment of
the elephants, which dominate the
scene, andd of the horse af the
emperor, who advances calmly
among hix dismayed servants.




372, The Madanna and Child.
Mogul miniarure of the period
of Jahangir; elaboralion of an
engraving by Bernaert van Orley
{1492-1542), British Musewm,
Laondon

The miniature, signed Chulam-i
Shah Salim, interpreis n lis own
way the carefully draown drapery
of the robe. The passibility thar
the artist was fnspired by the
drapery in ancleny Buddhist
works, but only ax a viswal retri-
inizcence, cannor he ruled aur.
Hiy difficulty in the execution of
the Hawds stems from their

position and the mavemenr of the
Siugers, which is vl for an
Iudian work, The face of the
Madonna reveals the painter’s
Maogul background, showing
through in spite of hiz desire ro
adliere completely to the Eurapean
model.

373, The Madonna and Child
with St. Joxepl dressid as g
Jeswit missionary. Minldture.
British Museum, London
Behind the tree is portraved,
as-in the West, a young girl
felding her dress in ker left hand
5o ax to farm o fold mggesiive of
ey,



extolled the sultans® war enterprises, their hunts, and the salient
episodles af lives full of adventures and surprises, now the only subject
left was sterile devotion, contrasted, on a4 completely different level, by
pronouncedly erotic, and sometimes manifestly obscene, represen-
tations. Tt was as il the free spirit of the Hindus was emerging through
the dullness of this epoch in-which a different and languishing sense of
religion was being pressed upon the people.

Despite these ups and downs, however, Mogul painting was a remark-
able phenomenon: Aside from its portraits (and their characteristic
pursuit of paychological traits [see figs. 375-377), sometimes siretched
beyond credibility), Mogul painting presénts an interest of its own and
& novel approach, which intrigoed and fascinuted even Rembrandt, who
tred to imitate 1t Willem Schellinks. 4 Dutch painter and a lollower of
Rembrandt’s, also reelaborated in European fashion the technique of
Mogul miniature painting, creating two works with magic implications,
in which he reproduced not only exotic subjects and motifs, but also the
‘caprices’—composite, irrational compositions of, for instance, figures
part human and part animal—that had flowed into Mogul art lrom
Persia. Conversely, the Mogul imitations of Western works were
mnumerable; so plentiful were they that the Portuguese Jesuit father
Fernando Guerreiro was amazed at seemng in the palace of Jahangir al
Agra enormous murals of Christian subjects executed by local artists-—
Christ in Glory, the Madonna, scenes from the Passion, St. Luke, and
&3 on. It was the time when religious problems were disturbing the
minds of the more lcarned Moguls after Akbar had attempted to unify
[slam, Chiristignity, and Hinduism. OF course, this strange occurtence
af Christian paintings in & different and distant world was not limited
only to the murals of a sumptuous palace. Christian subjects were
vomparauvely frequent also in miniatures and were executed both in
the Western manner (see figs. 372 and 373) and, more mfrequently,
in the truditional manner of Iran and Indis. Abu'l Hasan, one of the
best urtists wt Juhungic's court, copied Dilrer’s S1. John of the Criclfixion
when he was only thirteen years old. Engravings by Direr, Maarten vam
Heemskerek, and the Van der Heydens served as models and, in a sense,
as ability tests for the Mogul artists; and the works of the lalian

374, The elephant’s feedg time.
Miniarure: Mogul school. darable
abipat 1620

The enormiouy image af the ele-
phant being fod faces that of the
man wite tends hum affecriamarely
The sense of brotherhood with
aninuils, and the interest in thely
dnatorey, are tepdcall v Tndidn
elemonty preserved i this mind-
ature.

375, Minfanire paineed om @ page
Jrom a manuscripr of the Razm
Namah, Magul schoof, beginning
af the seventeenth cenfury a.0.
National Museumn, New Delhi

A legendary scene divided into rwo
distinet planes, the upper and
divine amed (he lower and human,
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376. Portrait of Ihrahin H, Shah
Adil of Bifapur (1580-1626 ),
Painred abour 1616 British
Mreum, Lopdon

The composition places the
sovereign in the framy of a shady
warden. In hix right hand he (s
holding the Kurrar und in his lyft
the cstanels in hver cillors which
amatenrs o rmusiciany ised a3
primitive metronomes. The
minule detall in the clothes, or-
rarrentes, ancd flawers 1§ charae-
reristic of the school of Bifapur;
bt the grear palace in the back-
graound, a proof of the apulence
of royal seats, is deawn in almoxt
scientific perspective and is ol
viously af Ewropean inspirarion,

377, Royal portrait. Minlanre
painted on @ manuscript page,
Mogul, stxiéenth~sevenleenth
century A0, Nedonal Museum,
New -Defli



painters and engravers, seen in the oniginal or in excellent reproductions,
also left visible traces in Mogul miniatures.

The influence of the imperial art spread far and wide, surmounting
diverse local tendencies and Foreign influenceés of varying intensity and
different degrees of adaptability. The Deccanese current of the states of
Ahmadnagar, Bijapur, and Golconda is not noticeably differént from
the Mogul current, though it shows a preference for suff. stylized,
decorative forms and gold backgrounds. [t constitutes an intermediary
tradition between (he Islamizing aesthetics of the early Mogul phases
and the ever-reemerging Hindu Indian tradition. The fondness for music
of some of the emperors also was refiected in the figural arts, giving
rise to a particular type of ‘musical’ painting; in other words, to trans-
positions into painting of the values contained in melodic themes and in
the poetry they had inspired. To this type belong the Ragmala, or *gar-
lands of Raga’ (sce figs. 368 and 384), ruga meaning melodic mood
(sometimes connected with the seasons). The interest in music, which
equuled the Moguls® interest in archilecture, distinguished the two
cultural spheres, which were different not in rank but in the favor given
1o either one of these contrasting, though complementary, artistic
expressions. Portrails, also, which at the Mogul court were often cele-
brative and official (see figs, 368 and 370), in the Deccan remained on
a more human level (see fig. 376), despite the artists” liking for imagina-
uve (though not imaginary) settings with exotic trees and unrealistic
light effects; and their excessive concern with clothes and costumes,
The Mogul conquest brought destruction 1o many art works at both
Golconda and Hyderabad (the cultural center of & former state of the
same name), but did not hinder the influence on the Rajput production
in the arcas neighboring on the southern borders of the Mogul empire
(before Aurangzeb's conquest),

The Rajput pictorial current is & vast movement with markedly Indian
characteristics, in 2 sense in contrast with Muslim Indian art. It flowered
under the Rajput princes, lenacious and brave opponents of the
Muslims, organized Inio a feudal society, who withstood practically
single-handed!y that triumphant and, to them, insufferable civilization,
The subjects that the Rajput painters favored (see fig. 393) were abvi-
ously very different from those the Moguls chose, for Rajput art was
not a court art. The Rajput painter belonged to a guild; he was free and
independent. Fully equipped, he could try his hand at miniatures as well
as murals. If work was scarce, he was prepared to decorate rooms and
halls, zealously keeping the secrets of his art, which were passed on from
father to son. The legends of Krishna, the hero and god and the eighth
incarnation of Vishnu, were his main sources of inspiration. But his
representations also included daily life, festivals, religious ceremonies,
and mythological episodes. Since Krishna was worshiped as Krishna
Gopala, the vouthful shepherd surrounded by shepherdesses (his lovers,
who symbolize souls yearning 10 be reunited with the divinity), many
of the miniatures have an erotic character often refined by a genuine
sentimental impulse, which may occasionally appear mannered or
overdone. In these works, seemingly so contradictory to the hard na-
ture of the warlike Rajputs, there shows, however, a fully valid,
innovatory, and mildly spiritualized vein, Divided into two major
trends—the Rajasthani trend of Rajputana (see fig. 380) and all the
Pahari (mountain) schools that developed m the areas of the Himalayas
(see figs. 378 and 394)—Rajput painting was 2 complex ligural phenom-
enon, which cannot be regarded as a variant of Mogul art. It is im-
possible, in fact, to evaluate the Rajput production on the basis of its
content and choice of subjects. lts refreshingly candid form and style
differ from the courtly style of the Moguls in palette, in the use of

378, Ragini Todi. Milature
representing one af thie modes of
Inelices music. Pahari school, end
of the cighteenth century A
National Museum, New Delhi

The theme i that qf the young
wirf who tames wild antmals, which
cone pauting towiard her,
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color—sometimes splashy—and in design, where hardly any trace of the
scientific perspectives to be found in the works of the Westernizing
Mogul current are visible. Stemming from the bidimensional tendency
prevalent in Gujaral, it adhered throughout to this figural convention.
Minor details of technique, drawing, and cosiume emphasize the
differences.

The Rajasthani branch was further divided into several schools, The
Mewar school could boast of some great artists bur generally remained
on the level of high-quality artisanship (sec fig. 263), favoring con-
trasting, sensational colors. In some of its works, however, the colors
ire inexplicably mellow and soft. The Malwa school produced rhyth-
mical, glowing, and spacious compositions and figures hard and
determined in look. The Bikaner school, whose greatest representitive
is Shahadin (end of the seventeenth cemtury), crealed splendidly
powerful, imaginative works, whereas those of the Amber school were
flatter and at perpetual variance from, but also in constant contact with;
Mogul miniature painting. The lesser schools, such as those of Bundel-
khand, Marwar, and Bundi, adapted diverse motifs characieristic of the
Raiput current toa variety of intermediate taste, partly conditioned by
the Mogul production and partly original and unrelated to either the
imperial school or the other Rajput trends. As for the school of the

379. Ibex. Minlature painted on
an album page. Seventeenth cer-
fury s Privee of Wales Museum
of Western India, Bombay

The convention used (o represent
thee horng of the animal is worih
natmg.

upper Punjab—that is, of the diminutive Rajput states lymgat the foot
of the western Himalayas—it felt the Mogul influence much less.
[ts tendency was to resort to the ancient mdigenous (but not provin-
cial) heritage, which had remained alive in the whole area and counter-
acted the overpowering, courtly, imperial style,

It is not an easy task to trace a coherent evolutionary line for the
Pahari schools. It 15, instead, very easy to pick out the differences
between them. The most important center was Basohli, then Guler
and Nurpur, Jammu, and Kangra (see fig. 264). The gracelul and
innocently romantic Guler style lent new freshness to old schemes (see
figs. 384 and 386-388), as did also the schiool of Basohli with i1s clegant
shades ol color. No doubt the latent opposition to the hegemonical
style of Islamized India stimulated the Pahari production, which,
though seemingly contradictory and mdefinite becaose of the multi-
plicity of its aspects. created great works that it would be unfair to
brush off as folk art. The heritage of the Kangra school, consisting
mainly of a predilection for calligraphy, was appropriated by the Sikhs,
a religious sect telieving in reformed Hinduism, who rebelled against
the Moguls and the Afghans and becanie a strong mulitary power In
northwestern Indis throughout most of the nineteenth century. Adop-
tion of this art form by a preeminently military people resulted in



J80. Miniature. Raojastiani
school, Prince of Wales Muuseum
of Westernt India, Bombay

The simplificativn and stylization
af the subject are particwlarly
obyious In the flateis of the
modeling,
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351. Porirair of the Emperar
Jahangir (?), Miniature puinted
on a manuseript page. Mogul,
seventeenth cenliiey Ay, Prince
of Wales Musewns of Western
Indra. Bombay

The hals signifies royal splender
4N SHpremte power.
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increased but gimplified and popular stylization (see fig, 392), as if
easter compositions and more yigorous expressiveness were conducive
to better and more compléte enjoyment of the works.

As his been pointed out, the inlay, mosiics, and glazed and majolica
tile work used 1o decorate architectural stroctures origmated a trend in
ornamentation wiich was reflecied also m the minor and applied arts
of the Mogul phase and in the contemporiry neighboring production.
The omamentation on glazed tiles and especially the often calligraphic
intarsin 10 marble and sandstone were gemerally of undeniably fine
techmcal and aesthetic quality. The same motifs. slightly altered and
often improved by a more rhythmical and better sense of ornamental
eifect, are 10 be found also in metal and even in semiprecious stone
inlays. Lron and steel arms were particularly lavish, with gold—more-
infrequently silver—inlays, and very fine hilts. sometimes of jade miaid
with gold or enormously valuable precious stones. Gold- and silver-
work included, besides Jewelry, vases, plales, etc., melal ornaments
embossed in mezzo-relievo, The basic metal was hrightened by enamel,
inlays, studs. and so on. The lavishness of some of these creations is
evidenced by the *Peacock Throne® of Persia. which was looted from
the Moguls during-the Persian campaigns in India, The fact that the
gates of the Taj Muhall were of silver and the grilles that once surround-
ed its two cenotaphs were of gold helps 1o give an idea of the magnifi-
cence of the imperinl court and of i1s tmitators—the semi-independent
or independent kings of the peninsula, Jewelry became richer than in
the past, displaying greater imagination and variety of forms than it

382, Krishnaina boat. Minlature,
Guler school, eighteenih eentury
D National Musewn, New Delli
In the foreground, a garland

being offered. In the background,
@ riry

383, Kanade Ragini. A melody
us pleasing as o beawtifil woman
in a garden, répresented by the
moirif a'Lady in a Garden.’
Highly siylized miniature, in the
Deecan style. Seventeenth or
eighreenth century A.D.-Prince
of Wales Museum of Wesiern
India, Bombay

The serving is suggested by the
tree, which seems tg wrap the
Semale figure round in 1tz foliage,
and by the two orngmental plants
af the vides.



had ever done in previous times, in which it had already reached very
high levels

Gilnss imported from Persia had ‘a tremendous flowering. Cups and
drinking ‘glasses, vases and pitchers were carved oul of rock cristal.
Even wooden furniture testifies 1o the fad for inlay. Ebony and mother-
of-pearl were cut inlo very small pieces fitted, glued, and finally nailed
together by means of minute pins. The technigue of enameling was
completely renovated on Perstan and Western suggestions. The finest
enamel work belongs to the seventeenth and eighteenth centuries, Later,
this genre seems 1o have declined.

The blooming of the munor arts in Mogul tomes was not only the result
ol prosperity, and of the splendor of the court and the nobility, but also
the consequence of a definite mental attitude. Islam conceived of no
gradation of the various figural arts, even though in point of fact it beld
architecture and calligraphy in greater consideration. The latter, in fact,
was regarded as the matenalization of the Lord's word, Because of the
aniconic tendency that stidl underlay the more orthodox Mauoslim
thinking, every creation, even if sheerly omamental, mirrored the
ommipotence of God. Consequently, the small ceramic cup, the jewel,
the decorative motif—all could be appreciated as complete works in
their own tight, in po way inlerior Lo rich mosgues and mauvsoleums,
regardless of funcrion, material, or size; only the crafismanship, the
creative impulse, and the artistic ingenuity counted. (This is why many
of the minor works of the Mogul phase are a source of amazement Lo
the Western critic for thetr accuracy of detail and for their precision
and elegance of execution. That is also why new technigues for enamel,
inlay, and glasswork were sought.) The splendor of the courts was
enriched by this point of view, owing to which an everyday object
could be regarded as a masterpicce of technique and refined elegance
comparable with a miniature or a fine architectural structure, This was
all the more true since the original Islamic prejudice. against precious
materials was a distant recollection of almosi legendary primeval times
when the Arab cavaliprs, lords of the desert, animated by an incredible
expansive thrust, had bravely carried the word of Allih as far as Central
Asin in one direction and as far as the Pyrenees in the other, To us

384, Roval couple with female 385 The inrerrupted concert.
aitendanes. Gder siyvle, niddle of Seventeenth—eighteenth century
the eighteenth centary A0, A, Prince of Wales Musewm of
Naronal Musewm., New Delhi Wesrern India, Bombay

Part of a Ragmala, and therefore In this rather late miniature the
comreecred with a mmefody which subject, which is-almuoxt g genre
expressed the royal dignity of the scene, §8 less Interesting than the
tovers and their love: perspective offects of obvious!y

Western derivation. Lintifed to
the details of the architecture, they
can be ahserved in the foreshort-
entng of the arches-of the big
bundlifiecg om thie right, and have

ne real selentific fonndarion. They
are in fact consistent only plece
by piece. It 15 clear here that
Indian taxee iv trping to use per-
apective without giving up its own
serse of compasitfon,

IS



384, Radha discovers the infidelity
of Krishna by Kiding anong the
trashes ima wood, Mintaivre,
Guler sohool, second half of the
efpfiteenth centary A D, Prince of
Wales Museum of Western

Inidia, Bombay

387, - Episode comected with the
culi-of Krizhna, taken from the
Bhagavata Purana. Minfafure.
Guler sehool, last quariter of the
efghteenth cenfury A,
Narional Museum, New Defhi
The compoxition of the scene, for
elarity, ix divided inte two parts,
He chief of which is closed off by
the vegetarion, The other appears
ra be merely an added derall

Westerners, of course, the products of the minor arts do nol come up
to the level of architeciural and pictorial masterpieces. Though n-
evitably hiaséd by this approach, we cannot help feeling unreserved
admuration for certamn works, if only we take the trouble to observe
them with the necessary attention, bearing in mind the fact that our
prejudices are completely alien to the civilization thal created these
ohjects.

It 15 Mogul art, even in iis slow decline (see fig- 396), and the Rajput
and Sikh schools (see figs: 392 and 393), rather than sorviving Hindu
ari, that constitute the last outburst of Indian ¢reativity. With British
ride and the introduction of foreign fashions, lechnigues, and schemes,
the whole of India seems to have forgotten her glorious past. In fact,
she seems to have given up competition with the fermenting Western
world and, for a time, 1o have followed the European currents, indulg-
ing the taste of the new overlords without even attempting 1o remold i
on her tradition. E.'B. Havell, the principal of the Calcotta art school
and one of the best and most ardent students of Indian art, must be
credited with Jaying the foundations for its renaissance. Evenis in the
West, such as the smashing of the clussic ideal of beauty, the insurgence
of the Impressionists, the appreciation of Japanese prints, and the
aimost general interest in Gandharan art and its semi-Classical aspects,
spurred the revival, it s troe, bit it is also true that the dadicated work
of Havell was paramount to a reassessmen! of the traditional values,
not very unlike the reestimation thiat caused the values of medieval art
to. be recapiured in Europe. Under Havell's influence. the Tagores
(Abtmindranath and the poel Rabindranath) together with Nandalal
Bose, their cousin and an excellent painter, tried to link themselves to
the Mogul tradition, sometimes experimenting with new techniques
borrowed from the West or from China. Though misconceived. the
attempt stirred the dormant and resigned milieu of the artisis. Thus




388, Fantastic episode from the
Bhagavata Purana, a collection
of legends celebrating the power
and the deeds of Vishnu. Minta-
ture, Gider school, last guarier of
the eighteemth century A.D.
Narioral Museum, New Delfil

Int this epivede the four-headed
Brahma is lying away on the
bird that represents the Hamsa
{mpposed to be a swan ), symbol
aof the “high point,’ ar the supreme
power of the universe. Ocea-
sionally, the swan v replaced by a
white crane. The miniature is very
importani on aeeatnt of the at-
tempt made to constrict o land-
scape which s unreal hut at the
same time composed of naturalistic
clements,

389, The poisoning of the capiive
Rapa. Kulu school, end of the
eighteenth century A0,

An hisiorical episode iHusirated
with ingemons violence, the
portrayal is as impressive as it (s
improbable,
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390, Lady listening ra a concerf.
Minlature.. Guler schoal, 1750
Brirish Musewns, Landon

The taste of the high Punjab can
be seen in the variety of the
cofors, inthe accentuated styllza-
tion, in the closed-up faces of the
people, and (n the spacious and
chromatically harmonious come-

position,

391, The god Siva in iy ferribife
aspeel. Minigture, Mandi school,
datable around |740. Victoria
and Albert Museum, London

Thie divinity ix represented with
ren arme and thiree heads, and
with the atiributes of his power.

originated the Bengal school (with centers in Calcutta and the Liniver-
sity  of Shantiniketan), which was welcome as a hope and initiated
numecrous different currents. With standardized attempts; these currents
promoted a rapid transformation of the criteria for renewal. The so-
called Bombay group, started by Gladstone Solomon, eventually
became integrated into or, at least, associated with the Bengal school.
Apart from the absurdity of wanting to interpret an entirely new
reality in the sparit of a long-vamshed world, the sentimentaiity of these
pioneers, who persuaded themselves into thinking they could face the
future by 2 return to the past, nevertheless paved the way for the nexi
generation, more sensitive to international tendencies, to social prob-
lems, and to contacts with the masses. While official academicism tried
to elaborate composite styles based on tradition, the new artist took
a novel approach to the problem of the Indian renaissance. Sailoz
Mookherjee und especially Jamini Roy modemized and revalued
neglected aspects of Indian folk art. Their inspiration. however, did
not follow the models unimaginatively. Instead, they modified, reel-
aborated, and enlivened them with 4 taste and style that were by now
unconnecled with tradition. George Keyt (the Indian ‘Picasso’) and
especially Amrita Sher (who died in 1942), whose siyle recalls those of
Modigliam. Gauguin, and certain Japanese masters, also helped to
reinsiate India among the great nations and to make her appreciated
not only for her glorious past but also for her fervor of renewal.
Actaally, the effort of the Indian nations 10 extenuate the old structures
and to modify them to the requirements of a truly modern life is
still hindering the expressive ability of the figural artists. The uncer-
tainties of the way, the difficulty of the choices, the almost complete
impossibility of interpreting m an effectual manner the needs of a
population of five hundred million people on all different cultural levels
make the task of contemporary and future artists very hard, especially
if, as is to be hoped, they are trying to make their Indian voice heard
among those of the internationalizing tendencies—a veritably Indian
voice that may furn out to be the voice of mankind.



392, Two Sikh nobles, Miniature
Hlustrating o visit, with an evident
Intention to make rrue poriraiis,
End of the eighteenth century-
beginning of the nineteenth con
tury A.D. British Museum, Londan
The mellaw lines of the drawing
are 1ypical of the Sikh school,

393, Lare miniature of the Rajpu
sehool, National Museym, New
Delhy

The composition is obviously
inspired by a desire 1o portray a
simplified scene, made impressive
by calor,

394, Pair of lovers. Miniature,
Pahari school, end of the eigh-
teenth century A0, National
Musewn, New Delhi
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395. The Gaie of Love. Miniature.
Beginning of the ninereenth ceniury
A0, Vietoria and Albers Museum,
London

Mintarures with an erotic theme
are wry frequent, expecially in
the provineial schools, This one,
mrost frteresting for the excired
mavemenis of the central figure,
helongs 1o the style of Saymu,

and comes from ithe region of
Mandi, a state of the Punjab,

397, Court scene. Mogul ruler
smok fng a waler pipe, or nurgileh,
atiended by a yowrg prince and a
dignitary. Miniature. Abour the
middie of the seventeenth century
AD.

396, Dance company gathered in
the poreh i front of o dwelling of
Angla-Indian type. Minlature.
Late Mogul school of Delh,
datable arowsd 1820, Vieroria und
Albert Musewum, London

T

The perspective and rhe archi-
feciure are clearly of Westérn
fnspiration, while the arrangemeni
of the figures Is derived from a
photographic realtsim of English
Neéo-Raphaelife type.




12. Conclusion

by Mario Bussagli

The figural art of India is the refleciion of an extremely well-defined,
consistent ¢ivilization, in a sense unique and inimitable. Concerned with
conciliating the demands of individuals and communities engaged in a
continuous, sincere pursuit of the sacred, this civilization is, on the
whole, essentially religious. The profane is either nonexistent or stifled,
and even when it does occasionally emerge in limited areas, it cannot
shake the dominant system that rests on fixed and universally accepted
{though nondogmatic) premises, with which the life of the individual is
unfailingly connected. Theoretically, this pursuit of the sacred allows
people unlimited personal freedom, dissipating metaphysical anguishes,
climinatimg the fear of death, enhancing physical and mental powers
which attend on a conception of life involving no final choice and no
sense of tragedy, but promising all who have will and intelligence that
their lives will be merged with the cosmic flux that regulates the exist-
ence of the universe. The almost superhuman effort that this pursuit
implies is made possible by paranormal techmigues and a complex
philosophy; and despile its shortcomings and failures, it has shaped a
civilization thousands of years old, which has survived complete and
has remained appreciative of all the values of life. The main aspect of
the purswit of the sacred in India is that it guaraniees each person
unrestrained spiritual freedom. The fact that it creates other ties and
limitations unconceivable in other cultures is unimportant—a mere
consequence of popular ritvalism and religious feeling. What counts
is the endeavor to do away with fear of death and to enhance moral
freedom, which sometimes, however, borders on indifference among
people aware of republican government and, since remote times, ten-
dentially democratic, but actually always ruled by centralized and des-
potic forms of admmistraton. Indeed, only the fact that the population
was dispersed in isolated villages and towns with inadeguate systems
of communication reduced the hardship inherent in its despotic inati-
tutions. These people have, however, a strong sense of individuality
and, at the same time, a sense of society a1 large, which enables them to
think in terms of the common interests of groups and classes. The caste
and guild systems—the nightmare of all governments for their clannish-
ness and economic power—stem from this ability to congregate. Spread
over a huge geographical area, Indianism—that is, the essence of @
polymorphous culture, hard 10 define, even If characteristic—acquires
different aspects according to the tastes, attitudes, and mental sets of
different groups and peoples united by a typical acceplance of certain
constant social and cultural factors, such as the caste system and the
belief in a cyele of successive lives, Non-Muslim India musi be credited
with taking man closest 1o the Absolute, with recognizing the validity
of all means to this end, including that of eroticism, and with rejecting
dogmatism and relying, instead, entirely on intelligence and the habit of
meditative techniques for the development of paranormal powers.

These were, however, always regarded as mere techniques without
preternutural imtervention. Although here the sacred and the profane
are not in opposition and the pantheon includes thousands of deities—
they, too, bound to the wheel of life and thercfore destined to Fall [rom
theirsupremacy—India never developed, but ratherignosed, the Western
conception of God. Thus. to judge India as a solely religious world is at
onceright and wrong It is right in so faras the pursuit of the sacred is
the main concern of individuals and communitics, and it is wrong in
that there is no definite boundary line between religion and life in its
fullest sense, The religion that looms on India’s background throughout
her listory is Hinduism. Even when Buddhism and Jainism rebelled
apainst it—mainly because i tended 10 turn man into an ephemeral
muonad incapable of a gesture of compassion or charity that would
lighten the burden of living-—the Hindu line of thinking continued to
dominate the scene, if only by being the enemy. And when India suffered
the violent invasion of Istam with its entirely different approach to life
in every respect, she receded into her tradition. Thus, for the first and
only time in its history lslam conld not eradicate the religion of the
subjected country, and the conguerors and the conquered lived together
without melding or ever understanding each other.

The art of non-Muslim India is one of the consistent and unifying
elements of Indianism, Even though it accepted, reclaborated, and
adapted foreign suggestions and originated numerous schools and
styles, the continuity of Indian art is exceptional. It responded with
changes in iconography and symbolism lo the needs of the various
trends of religious thinking, but never underwent a revolution or
upheaval, for 1t was tied to that strange, almost atheistic, religious
practice that relied on preternatural experiences to which the aid of
images was indispensable. In a sense, it Is & complex, self-regulating
process, animated by a life of its own and rooted in sociological and
religious constants, but also upheld by the permanence of traditional
technigues and the recurrent use of symbols. By means new and
elsewhere unknown, it strove to express the ingxpréssible, while the
more or less deified human figure became predominant. No attempt at
representing individual identities Is evident, however; instead of em-
phasizing anatomical details, Indian art concentrated on the psycholog-
jcal and social values of the figures represented, concerngd as it was
anly with rendering the spiritual and moral energy (in 4 world unaware
of the concept of sin, of course) that underlies the life of the body.
Only Buddhism—after it became a Pan-Asian religion—tended to af-
firm its universality with images reproducing the typreal facial traits of
the most varied peoples among those that had come in touch with the
Word. This is especially true of the works of the schools at the northern
boundaries and of the Central Asian ones, more or less distantly
influenced by Indii. To the truly Indian artist it mattered little whether
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the person represented became known us & human being; his real
concern was thiat the figure should render the category to which the
person belonged and, above all. the idea or value that it embodied.
This attitude accounts for the comparative disinterest in traditional
portraiture, which flowered only under the influsnce of fareign currents
—1he Kushan, Indo-Muslim, and Mogul schools—and shows occasion-
ally in medieval bronze portrmts of kings and princesses. markedly
stvlized and modeled after cult tmages. On the other hand, because of
the sirange symbolism, the anthropomorphic images of deities are
turned into dehumanized and fantastic creations with multiple arms
and heads that serve the purpose of suggestmg visually the nmmense
power of the god or goddess (see figs: 27 and 23); Tied to this peculiar
language when it deals with the human figure, Indian art presents either
inflensely human (see fig. 68), and sometimes even sensuous images
—though idealized tn & compendiary form (see fig: 33)—<or symbolic
humanoid freaks (see figs. 313 and 314), removed from reality but
neither surreal por abstract. Thus, Indian arl is' the only one that can
express itself in truly dehumanized forms even when erotic motifs are
used to symbolize, on the divine plane, the unity and fusion of contrar-
1es (see fig. 36). Yet the canon of femimine beauty, always adhered to,
makes all female figures, without exception, paragons of sensuality and
voluptuousiiess (see fig. 108)—if only potentially—and consequently
transforms them mto “chamacter” figures deprived of individuality,
Puttung the biological life of man on the same level with all other forms
of unimal Iife, Irom which man is distinguished only because be can
attain Liberation und the Absolute through willpower and intelligence,
India has used, as was said before, the human couple s an ormamental
motif, not hesitating to represent extremely wivid erotic scenes even on
the exterior walls of lemples. as if coupling—involving magic, religious,
or sometimes symbolic values—were just another way of expressing life.
The spirit in which these erotic scenes are represented is, however,
altogether different from that of similar compositions produced in
other countries.

The entive art of India, including the Indo-Muslim and Mogul currenis,
shows a comparative disinterest in all that is not "life’; its favorite
subjects are, in this order, man, animals, plants, and flowers. Conse-
quently, compositional space does not offer interesting environmental
notations, especially if they are inanimate. Representations of deities
are, instead, almost unfailingly combined with some hint of nature,
whether it be a flower, a bird, or an animal. This attitude obviously
influenced the characteristic orgamzation of space in Indian figural
art—Buddhist as well as Hindu—regardless of the differences and
alterations that distinguish schools, styles, and antagonistic religions.
Buddhist and Jain stupas are solid constructions without interior space.
Articulated as architectural structures at least on the outside since they
are based on clements characteristic of ‘constructed’ architecture, they
are actuslly, as was sald in the Introduction, much closer to monu-
ments; they look like sculptures assembled piece by piece rather than
works of architecture proper. Akin to obelisks and commemorative
columns, they may in future times and civilizations become the core of

large, planned town sections, in much the same manner as obelisks
and columns are, In any event, the stupa, which is almost always at the
center of a more or less open but always precisely delimited consecrated
grea, is the symbolic projection of cosmic space: [t is a vision of the
cosmos which we have already defined ‘in the negative' because it js
scen from the outside, as if the spirit of the beholder could extract
itsell from space and stand looking af it in its entirety the way he can
observe any other object, Symbolic language lends itsell to these
acrobatics; space per s¢, however, has always been a very real element
to the Indian sparit and one that neither artists nor designers, no matter
how steeped in magic experiences and values, could ever suppress,
And the carved (not excavated) clilf temple is an enormous piece of
freestanding sculpture with an architectural function and values akin to
those of the stupa (see fig. 289). This aptitude for abstraction enabled
India to visualize religious architecture in a manner all her own, except
perhaps for some analogies with certain monuments of ancient Egypt.
Hard cliffs were carved as if o obtain an eternal 1oken of unknown
space—of this world in which the being that today is man and tomorrow
may be god or insect, animal or prostitute, lives and dies to be reborn.
If it is true that architecture 15, of all the figural arts, the one most
closely bound to the cultural and social ambience that produces it,
undoubtedly the uniqueness of Indian culiure and social order is
reflected in the way architectural and symbolic space is conceived.
*Constructed’ architecture, more or less functional and symbolic;
excavated architecture, consisting of grottoes and caves with internal
space only and relyving on the compactness of the material for immo-
bility ; and carved architecture, similar to gigantic sculpture but provided
with both interior and exterior space as "constructed’ architecture is,
testify to a-ductility and a variety of purposes and of meanings attached
to space that have no counterpart anywhere else. Even the complicated
philosophy of India cannot account Tor them, though they are indicative
of the spiritual attitode and mental patterns that pervade Indian culiure
at all levels. Obviously, this manner of conceiving space—the outcome of
avfonomous thinking that was capable of producing 4 logic divergent
from that of the West—extends also 1o the sculptural and pictorial
production, whose “secret,” determining the style and distinctive char-
acter of the works, does not li¢ solely in the fact that cult images and
edifying narrative compositions invite the beholder to meditation. It is
not even identifiable with the sum total of all the symbolic meanings
that tend to transform—sometimes by means of dance rhythms—<ult
images into ‘contemplative’ diagrams. The true essence of Indian art
resides in its conception of space, expressed also by indications of
movement.

The creations of this art are not enclosed within polygons and prisms
nor do they show any preference—as the Chinese production does—for
elliptical lines and volumes. They are also devoid of the pursuit of
illusionism, as can be seen from their rudimentary scientific perspec-
tives. The organization of space springs from an inner, intuitive vision
and 15 simplified through a representational method as unrealistic as a
dim dream. On this premise it is no wonder that, especully in the



representation of deities, paunters should use statues as refined manne-
quins instead of concentrating directly on the human body. Single
images -ane characterized by tensions, rounded, smooth surfaces, and
connecting lines. They can be circumscribed within stmple geometnical
shapes. In the narrative field, sculptural and pictorial perspectives often
rely on psychology and imtuition and are supported by a fairly good
knowledge of optical effects. In conclusion, although it is difficull to
give a precise definition of the complex set of phenomena of Indian art
through the centuries, it can be stated that the figural space of Hindu
India springs from a dynamico-psychological conception which reduces
the inertia of the material through movement—either clearly and even
realistically rendered or simply suggested to the imagination of the
beholder—and the lively tension and energy of the siiil body. The
preference for rounded surfaces and lack of angularity (angularity is to
be found only in Gandharan art and in the production of Mathura at
the time of the Kushans) are a consequence of this attitude to space
and of the manner in which the mmage 15 visualized in 1.

Islamic Indian art has an entirely different approach, originating from
the attempt 1o adapt the local taste and materials to a system of life and
:a religion completely ulien to the mentality of India. In simpler words,
the Tslamic schools, Mogul art, and the Indo-Muslim currents, which
sometimes show Hindu cantents, departed from the age-old tradifions
of Buddhist, Jain, and Hindu India 1o seek new values. The Islamic
civilization was preeminently urban, whereas the nucleus of the Indian
civilization was the village. Artistic activity per se was regarded in a
different manner; also different was the hierarchy of the arts and the
images that the imagination of the artists created, which belonged to a
thoroughly fantastic ‘perfect world.” The two civilizations were often in
opposition, sometimes at odds, and rarely compliementary. Muslim
architecture, which had by now spread very far from its birthplace,
became adapted to the new world, creating slightly diffizrent forms from
those which can be found in the rest of the Islamic area and, above all,
introducing an approach to the world and to art almost opposite to
that which the Indian tradition had engendered. No more carved or
excavated or freestanding but solid structures; no more important
sculpture; no more murals for all the temple visitors to see, but paintings
restricted to the courts and the large workshops {(huge collective ate-
liers), which the patronage of the emperors created here and there to
comply with the cultural inclinations of the more refined Muslims.
The miniature predominated. It was almost abstractly unrealistic
—except when the illusionistic schemes of European scientific perspec-
tive, of a different kind of unrealism, were resorted to under the
Moguls. The human dimension, the measure suggested by everyday
life and history—which Hindu India despised—took on a new value,
surviving contradictions and inconsistencies. The Muslim art of India
is a séparate page in the evolution of lslamic art; evén though it is
derived to @ lurge extent from Islamic [ran, its characteristics are very
personal and arise from the fact that 1t asserted itself in a different and
hostile ambience. The function and purpose of monuments changed.
Domes, unconceivable in 2 world where the heavy and molded sikhara

was the rule, made their appearance, bul, despite the suppression ol
buman and animal figures, ornamentation recalled the Jain decorative
motifs. Better balanced and harmonious proportions atténuated the
massiveness of the Hindy temples; the mosque stood as the antithesis
of the temple—or, better, group of temples—that constituted the sacred
city,

With the Moguls there occurred a change in direction, a Tusion of
different currents with a strong Western component, whereas with the
Rajput schools there emerged a popular vein and chromane and stylisnc
tendencies unrelated either to the classical tradition of Hindu painting
or to the aesthetics of Islamic painting, even though the influence af
both is manifest. This coexistence of diverse currents is a sign of the
vitality and genjus of Hindu and Istamic Indian art, which accounts for
its wide diffusion, so vast that It gave nise to peripheral—not provincial
—artistic trends such as Nepalese ant, to new figural experiences such as
those of Farther India, and to extensive phenomena of interaction, for
instance, those of Central Asia. The expansion of Indian urt was fell
even in the Far East, where entirely different aesthetic concepts and
figural conventions had always prevailed, at least in religion-engendered
iconography and symbolism. Actually, despite the undeniable impor-
tance of the religious facior, it would be & mistake to give Buddhism
full credit for the expansion of Indian art. Close examination of the
Indian artistic activity reveals that jt includes every aspect of creativity,
not only becuuse it ranges from the simplest forms of artisan work (o
extremely beld and skillful works worthy of standing comparison with
the world's masterpieces, but also because in its own onginal and unique
way it is invested with all the aspects that characterize the evolution of
both Western and Chinese art. Apart from the influence of the West
all possible figural phenomena are to be found in the artistic activity of
Hindu India and, to some extent, of Muslim India as well. Proof of this
is the development of philosophical theories of art extremely similar to
those eluborated by Hegel and his followers in the first half of our
century, but antedating them by a thousand years. The relationship
between the figural arts, music, literature, and even the theater (which
contribuled u great desl to the developmient of sculptural and pictorial
space in narrative compositions) confirms the fact thal in the arts Indian
civilization mirrors & complete, complex, and profoundly human
world—one that was engrossed in religious and metaphysical specu-
lations, but was unconcerned with t