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EDITOR’S NOTE TO THE THIRD REVISED AND
ENLARGED EDITION

In the present edition of Vincent Smith's classic work the text of the Second
Edition, pursuant to the arrangement with the 'Publishcrs remains unaltered. The
editor however has added notes at the end of several chapters while several new
illustrations have been included. Almost all the original illustrations have also
been retained. It was felt that it would not be proper to interfere with Vincent
Smith's viewpoint or appraisal of his subject matter as it appeared in the Second
Edition for it is on the whole eminently fair despite the fact that there may be
grounds for disagreement here and there. The book is a masterly exposition
of a vast canvas and it is far from being out of date though written many years
ago. This circumstance is a tribute to Vincent Smith's enlightened perception
and feeling for Indianart. The present editor has limited his notes to the minimum
80 as to avoid undue increase in the text as well as much controversial matter of
little interest to the general reader. The notes are only intended to draw attention
to certain matters of essential importance. The legends to the illustrations do
ggwem indicate the present editor’s preferences regarding provenance, schools,
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PUBLISHER'S NOTE

The original text of Vincent Smith and the footnotes by K. de B. Codrington
to the Second Edition remain unaltered. Editorial changes where absolutely
necessary have been placed in square brackets in the text. Additions to legends
of illustrations appearing in the previous edition have also been placed in brackets.
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PREFACE TO THE SECOND EDITION

was left to Vincent Smith to summarize the results of the first century of
historical and archaeological research in India, and his Oxford History of
India and Early History of India are stll authoritative works of reference.
His History of Indian Fine Art was the outcome of his realization of the im-
portance of the evidence of archaeology in Indiun studies, and of his per-
ception that the aesthetic nationalism preached by Mr, Hawell and Dr.
Coomaraswamy in their pioneer works was not acceptable without deeper
research and a more accurate appreciation of the facts. It may be admitted
that the criticism of art was never his chief care; although he had acquired an
unrivalled experience of the great sites of India during his long period of
service. His strength lay in his determination to sét down on paper what was
known and what was comjectured, and in such order that it might be casily
graspud. Since then new discoveries have been made und new facts been
rought to light. Opinions have consequently changed. For one thing Indian
sculpture and painting have taken their place among the familiar arts: mediocre
Mughal paintings are at a premium in the sale room; Ajanta and Ellora are made
much of in the advertising schemes of the Indian railways; the literature of Indian
art growsapace. Yel in spite of cha and the passage of years Vincent Smith's
chronology of Early India remains a defensible whole, and we are no nearer to an
exact knowledge of the Graeco-Buddhist art of Gandhara. In fact, an examina-
tion of the reports of recent discoveries would suggest that we are suffering from
an over-abundance of new material which we are unable to handle.

Official research in India has many obstacles, the chiel among which is,
undoubtedly, conservation. Furthermore, until recently there has been no
co-operation between the workers in the field and scholars in general. This
period of isolation is passing. It was inevitable that the widening of research
in the near east should raise questions concerning India, questions which must
be answered, The problem is 4 hard one, bul now that India has penetrated
within the field of academic interest a more general and keener criticism will
be brought to bear on Indian researches which must work for the good of all
concerned. At the moment there is a distressing lack of attention to mallers
of classification. No corpus of Indian pottery exists, and very little information
about the pottery of the classic Indian sites has been made accessible to scholars
out of India, Apart from the many dark periods of Indian chronology no agreed
period classification is in use, leading to much confusion, especially when an
attempt is made to translate dynastic periods into geography. Furthermore,
there is urgent need for a technical analysis of Gupta and medicval architecture
after the manner of M. Jouveau-Dubreuil’'s excellent Archeologie du Sud de
Pinde.) In fact there is so much to be done that it is essential that any account
of Indian history or art should confess the fact. In the present state of Indian
knowledge to attempt the encyclopaedic is to mislead. At the moment a consecu-
live account, rather than a delailed account, is wanted.

I A compus of Indisn Pottery and apother of Indian  moy aud motives B included In ‘the  editors
Beuds are being formed by the Iodion Ressacch Come  Mefiora et (Frnest Benm, LAd) which & now in agtive
miltes  (Royal Anihropological Institale), 52 Ufpu‘ preparation.

Bedford Place, W, A short anslysis of medieval pillars,



Vil PREFACE TO THE SECOND EDITION

This, as has been said, was the great merit of the History of Indian Fine Art,
and an attempt has been made to preserve it.  The text of this revision is therefore
not Wﬁightedp down with recent references and theories, which, however, may
be arrived at by means of the short bibliography provided. The greatest change
is the unification of the dual accounts of the history of architecture and scuﬂ:r‘tun:,
which does away with a considerable amount of repetition.  The plates and page
fllustrations have also been rearranged and a large number of new illustrations
introduced. A great deal of aesthetic comment has, furthermore, been omitted,
partly because it can quite well be left to the student himsell, and partly because
it was considered desirable to shorten the book as much as possible. Lastly, it
must be sitated that the matter dealing with Indian I|]::41ir|tings 1s intended to be
only general and introductory. In this subject much research is still necessary
before *schools” can be accurately distinguished from *periods”,

The question of the period classification to be adopted was a difficult one,
The dynastic periods in common use are seldom accurately dstable, often of
long duration, and always lead to geographical complications.! They areé more-
over archaeologically unreal. Three dynastic periods, however, may be
because they provide a sufficiently accurate chronology and because they happen
to coincide with the evidence of the sculptures: these are the Mauryan, Kushan,
and Gupta. [t may be pointed out that our knowledge does not a1 present warrant
our speaking of ‘cultures’ in India, if we use the word in its accredited archaeo-
logical sense. An accurate knowledge of Indian pottery would enable us to do so
and would doubtless necessitate a completely new classification.

The present position with rd fo the transliteration of place-names is
complicated. Since the publication of the Index to the Archaeological Survey
Reports there has been a tendency to Sanskritize place-names wholesale. 1t
15 only necessary here to point out that the central authority on Indian subjects,
the Imperial Gazetteer, adopts a system based ‘upon the usaﬁ now ﬁunmﬂy
adopted’, that is to say the system of the district lieers. ese will always
be the source-books of Indian studies, and the position is considerably confused
by departing from their usage. As a whole, the place-names of India have
acquired  their Fmscm rendering at the hands of the early administrators and
the compilers of route-hooks, not to speak of railway time-tables. In this edition
the classes of consonants are not distinguished. 1In the first edition long vowels
were marked ‘where necessary as a guide to pronunciation’. They are here
consistently omitted, and students in doubt are referred to the Gazefteer or the
volumes given in the short bibliography,

.. I'have 1o thank the Directors of the various Museums indicated in the list of
illusirations, Mr. Ajit Ghose, and also the following, for permission to reproduce
photographs;

The Archacological Survey of India (Mysore, Madras, Western India, and
Ceylon) for Plates 2, 38 and ¢, 78, 158, 16, 178 and o, 19 A-D, 208, 248,
31 A and B, 38 ¢, 41 D, 43, 44, 46 B and ¢, 58, 59, 60, 64, 66, 67, 68, T0 A, 71 A,
758, 76 A, 78, 79, 80, 81 c, 83, 88, 89, 90, 94, 96, 97, 98, 99, 100, 101, 1028, 103,
104, 124 8, 136 c, 137, and 138; the Indian Office for Plates 4, 5, 6, 11, 12 A, 13 A,
22, 23, 39 ¢, 50, 51, 528 and ¢, 65, B2, 84, 87, 91, and 93: the Council of the
' Se¢ Cowsens, Chalukyen Architecture, o tile which iz of Ind. Art, wse of “Gupta’ 1o include the Padumi

excludes the diocussion of the Elora Kailassi with 13 caves which ars
cognat bullding st Patadkal, Abo Cooumpuswany,



PREFACE TO THE SECOND EDITION IxX

Royal Asiatic Society for Plates 578, and 77 B and ¢; the Council of the Royal
Institute of British Architects for Plate 69 8; Professor A. A, Macdonell for Plates
10, 52'A, B5 A, 123 A, and 132; Dr. Fiihrer for Plates 15a and 21: Messrs, C.
Whittingham and Griggs for Plates 27, 28, 29, 30 8, 31 ¢, 32, 33,4 aand B, 354
and 8, 37, 38 p, 39 B, and 40 ¢: Dr. A. Nell for Plates 106, 107 8, 108 A and =,
and 109 A; Dr. A, K. Coomaraswamy for Plates 102 o, 105, 110 A and B, 112n,
113, and 165; Messrs. Klein and Peyerl, Madras, for Plate 69 A: Council of the
.r;.isaintii:mSucimy of Bengal for Plate 70B; and Professor Griinwedel for
te c.'

I have especially to thank Mr. Laurence Binvon and Dr. Barnett for their
kind assistance, I should also like to take this o'ipununity of stating my gratitude
and offering my best wishes to my colleagues of the Univcrsi‘ty of Cincinnati where
the revision of this book was done, especially to the Dean of the Graduate School
and the Dean of the College of Engineering and Science, to W. Semple,
R. Robinson, B. A. G. Fuller, R. Casey, and H. Feis. [ must acknowledge
special gratitude to Miss Abbot, who was then in charge of the Art Library and
is now on the stafl’ of the Municipal Library. Her co-operation was of the
greatest assistance (o me,

K.pe B. C.

[ These references to photographs are to plates inthe Second Edinon ||
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INTRODUCTION

THE ART OF THE INDUS VALLEY CIVILIZATION
By KARL KHANDALAYALA

The discovery of the most ancient civilization of India took place only about
four decades ago, Till then there was nothing which could Ec ascribed to a
period carlier than the Mauryas at the close of the 4th century B.C. Even their
predecessors the Nandas and the Saisunagas were shadowy, From the mounds
at Harappa, a site in the Montgomery district of the Punjab, now in the State
of Pakistan, seals bearing a script which has still not been deciphered and incised
mostly with animal figures, had been found from time to time, They indicated
to scholars the possibility of a civilization much older than that of the 4th century
B.C., but little else could be predicted. Even literary sources, such as the Vedic
hymns of the Aryan tribes who entered India perhaps about 1500 B.C., the great
epics, the Mahabharuta and the Ramayana, and Buddhist, Jain and Brahmanical
cannonical literature, gave a somewhat indeterminate picture of the civilization
that prevailed from about 1500 B.C. to the time of the Mauryas. The usual
exagegerations, the debatable meaning of words and phrases and the obvious
inclusion of much later material into these texts made it difficult to visualize with
any degree of certainty the architecture, art and civic life of the peoples who lived
m those far off times. Archaeolugicai discoveries also afforded little assistance
in the solution of these matters. But the civilizations before the influx of the
Vedic Aryans into India were enshrouded in total darkness. The Vedic hymns
indicated the existence of peoples whom the Aryan invaders appeared to despise
and some of whom may have lived in walled towns if certain phrases in the Hymns
have been correctly understood. Such was the position till 1922 when the late
R. D. Banerji of the Archacological Survey of India, while excavating a site
known as Mohenjodaro in Sind, now in the State of Pakistan, sensed that below
the great mound there lay & very ancient civilization that might reveal a culture
complex which hitherto had lain beyond the ken of scholars and archacologists.
The subsequent story is well known. Sir John Marshall, the then Director
General of Archacology, shrewdly realized that Banerji’s surmise could unfold
a new chapter in Indian history and accordingly extensive excavations at Mohen-
jodaro, Harappa, and other lesser sites were undertaken. These led to startling
restlts and another horizon came to view.

After several decades of work the partition of Incha and Pakistan tock place
and it seemed that our knowledge of this ancient civilization had come to an
unhappy halt. Then came the discovery in 1954 of Lothal in Kathiawar by
S, R. Rao of the Archaeological Survey of India, throwing further light on this
civilization and also bringing new problems in its wake.

The facts relating to the excavations of all these various sites have been exten-
sively documented by the Archaeological Survey itself as well as by others and
the details of these excavations need not detain us here. It need only be remarked
that later day archaeologists fecl that the stratigraphic data in these excavations
are often very defective and consequently we are not on sure ground in arriving at
chronological sequences.

There are two more handicaps in the way of a satisfactory chronology of many
of the objects discovered. There have been disturbances of the layers of the
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mounds at all these sites by succeeding generations in search of building materials
within easy reach, and secondly; the water-logged nature of the soil ufter a certain
depth has made it imgzssible to determine the beginnings of these riverine city
sites, the culture of which is termed the Indus Valiey Civilization, as these cities
grew up along the course of the Indus river, The discovery of Lothal in Kathia-
war may not affect an established nomenclature, but it certainly calls for a review
of the ry that the principal cities of this civilization were coniined to the
Indus Valley. 2

In accordance with archacological practice the civilization is also termed the
Harappan culture as Harappa was the first site discovered. Leaving sside minor
excavations, the three great citics of this civilization so far brought (o light are
Harappa, Mohenjodaro and Lothal, together with a lesser site at Chanhudaro.
It is not easy to determiné the terminal dates for this civilization, but on the basis
of Harappa-type seals and objects found in ancient Mmugntamian cities this
civilization was flourishing from at least 2500 B.C. to the eginning of the lst
millennium B.C., even if in a degenerate form, as the recent excavations at Lothal
and near-by sites seem 1o indicate. These recent excavations may also provide
a link-up of the last phase of the Indus Civilization with later culfures in India
though much spade work has yet to be done before arriving at conclusions.

It may seem surprising that despite the wealth of material which has been
patiently unearthed from the mounds that were once the cities of the Indus
Civilization, we are still faced with major problems which defy satisfactory solu-
tion. It is tantalizing that these great sites have revealed so much in terms of
material objects and yet tell so little to answer all those querics thal must come
to mind in any effort to reconstruct the scene in its origindl historical, political,
social and cultural background. _ e '

A salient feature of the Indus Civilization, as disclosed by the excavalions, is
that all the important settlements whether in Sind, the Punjab or Kathiawar were
riverine because such a siluation was essential to trading communities. That
these settlements were for the most part peopled by commerce minded inhabitants
is fairly certain. The hundreds of engraved seals which came 10 light at these
sites (Plate 2A and B) led to a spate of theories as 1o their use, but the excavations
at Lothal seem to indicate that their main use was as some [orm of merchandise
marking on the cargoes which came to or left the wharfs of these riverside settle-
ments, though what exactly were the purposes for the adoption of this practice
is a matter of sg;t;liuuﬂn: Some of these seals may also have had other com-
mercial uses. Certain animals, including a mythical beast which looks like an
unicorn, seem to have been stock t;.rFm in the repertoire ol the engravers and one
or the other was selected by a trader lor his seal. To this was added a combination
of pictographs as required by the merchant to make his seal distinctive. These
ptctp%mphs constitute the so-called Indus Valley script which has altogether defied
decipherment. It may even been doubted if it is a langunge &t all. Perhaps the
lettering on the seals was no more than varying combinations of well-understood
symbols so arranged as to differentiate the seal of one trader from that of another.
Seals bearing only a seript have also been Tound and this may suggest that the
seript was more important in a sedl than the animal figures which appear 1o have
resolved themselves into certain set representations with such natural variations
as one would expect depending on the skill and mﬂ:ﬂ of observation of the
engraver. Of course, some of these seals may have used as amulets and some
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may have had some religious or ritual significanca, If the script is a language
then the only hope of its decipherment is the discovery some day of a bi-lingual
inscnplion. _ _

The animal engravings on the seals are often of a very high order and evoke
our admiration (Plate 2A and B). Seal engraving was & specialized craft in these
trading setilements and the demand for this accessory of commerce often led to
the making of seals with intaglios of real artistic merit, This is a phenomenon
common in most eraft production and is no indication that the inhabitants of the
Indus Valley cities were particularly artistic. The seals are mostly of steatite and
at Lothal sealings were also found which had been baked in a brick kil near the
wharf, no doubt to facilitate their use on the merchandise of the wharl warchouses.
The hole in the seal was for tying it (o the merchandise. Seals may also have been
used on some kind of substance which dries rupidly, like we use sedls on sedling
WX,

The main settlements of Harappa, Mohenjodara and Lothal are at considerable
distances from one another and in all probability traded among themselves as
well as with the lesser Indus Valley settlements, and also with foreign ports. This
last factor would account for the presence of the Indus type seals in ancient
Mesopotamian cities.

The discovery of this civilization is such a thrilling episode in Indian archacology
that sober appraisement sometimes tends to be at a discount, particularly when
the artistic achievements of this civilization as a whole are sought to be
evaluated. _

There is no doubt that this was a developed urban civilization with well con-
structed dwellings, though drab in appearance and somewhat qoky as in the
manner of many small congested ,;towns in India to this day. If one seeks to
invest these cities with glamour, the picture becomes distorted. It is true that
they had certain admirable features, such as, ﬂplannad streets, a fairly cfficient
drainage system, quite unusual in those far off days, granaries, wharfs, and at
Mohenjodaro, a great bath, perhaps for public use. But there is nothing to
indicate any artistry in the Indus Valley dwellings, nor did the undoubted civic
sense of the inhabitants ever seem to be infused with any desire for the adornment
of their cities with any artistic structures. I an Indus Valley city could come
momentarily 1o life it would certainly have a very quieting effect on any tendency
to exaggerale the artistic achievemenis of these settlements.

The seals have nlraad'y been referred to and the only other artistic achievements
of these cities consist of & bronze figure (Plate 1A and B), two small portrait heads
of a bearded deity, prince, king or dignitary (Plate 1D), a seated hea alabaster
figure (Plate 1C), some attractive painted potiery, and a number of really fine
amimal studics in bronze, steatite and terracotta, In addition there are two
torsos from Harappa (Plate 2C and D), and an assortment of rather attractive
though unsophisticated jewellery. The sum ftotal is not as impressive as one
would have expected and the conclusion suggested thereby is that there was no
emphasis in these cities on art as such, though certain forms of craft production

id result, now and then, in furning out an object possessing aesthelic significance.
One of the bearded porirait heads (Plate 1D) which is in steatite and about 7
inches high, seems to be a type which may have been derived from Western
Asiatic sources. The upper lip is shaven and the eyes originally had shell inlay.
The figure wears a garment with a trefoil pattern in relief. It was found at
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Mohenjodaro. The other head, from the same site, has distinct similarities to the
one just described, so far as the features and beard are concerned. Both heads
are stylised yet compel atlention.

It is more difficult to HK much fbout the seated alabaster figure (Plate 1C)
which is about 12 inches in height, It suggests that whatever sculptural artexisted
was formal and static. The two headless statuettes from Harappa ﬁ:llatc 2Cand D)
have been the subject of controversy and it has been suggested that they do not
belong to the Indus Valley culture, but are of & much later period. It is true that
their plastic qualitics are much in advance of the stututory from Mohenjodaro,
but that is not a sufficient reason to ascribe them to a later age. Though the
workmanship of the seals also varies greatly, that circumstance would not be
enough to ascribe the finest examples Lo a period later than that of the Indus
Valley culture. in. in the case of the Harappa statuettes, the advanced
modelling may be due to foreign influences, If the conclusion that these Indus
settlements traded with foreign parts is correct, then the several Western Asiatic
influences discernible in the Indus valley statuary and seals can be accounted for.

A quite remarkable find at Mohenjodaro is the bronze statuetie of what is usually
termed a dancing girl (Plate 1A and B). The significance of the figure must remain
a matter of speculation, but here we have undeniably a work which indicates an
attempt at something more than formal portraiture. Even if it is a ritual dancer
cast in bronze for & ritualistic purpose, it has a sensitivity which entitles it 10 be
considered as a genuine work of art, And the same is true of some of the bronze
animal figures such as the splendid buffalo, a masterpiece of miniature animal
sculpture, so_powerful that one forgets its size. The purpose of these bronze
mimature animal figares is again a matter of speculation for they are not in the
category of the vast production of crude terracolia toys, mother goddesses, and such
other ﬁ?m:s which, despite their naivete, have no claim to be considered as any
form of arn.

There seems to have been a widespread worship of a mother goddess, but beyond
that it would not be safe to hazard any conclusions as to the religion of the
inhabitants of these settlements, The theory that the cross-legged seated
surrounded by animals, which has been found on about three seals only, relates
to an ancient form of Shiva worship is as ulative as most of the theories
which prevail about this civilization. The ilgamesh Enkidu myth of Meso-
potamia does not seem to have been unknown in Mohenjodaro and its infiuence
may have led to variations of the legend. Several seals, including the so-called
Shiva, could be accounted for on that basis.

It is mot easy to fit in the artistic achicvements of the Indus Valley culture,
such as they be, with the main trends of the development of Indian art from the
Mauryan period onwards. The attempt has been made, but has never been con-
vincing because the intervening is far too long and shrouded by the mists of
time. The truth is that we are still not in a position to say who were the dwellers
of these Indus Valley settlements. Were they of Dravidian origin or did they
originally come, at intervals, from Western® Asia, settling on Indian soil and
intermingling with the original inhabitants whoever they may have been. This
second surmis¢ may be nearer the truth.

It has of late been suggested that the Indus Valley culture is that of the Vedic
Aryans, but that theory seems to have even less to commend it than any other.
How this ancient civilization faded away is yet another problem. Did it disappear
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due to the ravages of floods or did it disintegrate under the onslaught of the
invading Aryans. The so-called Tortifications at Mohenjodaro and Hara

may after all be no more than fort-like platforms to withstand floods., 1I thi
civilization continued in a degenerate form, as excavations near about Lothal
secem to suggest, then what was the cause of its degeneration. We must await
more material for an answer. For the time being we must needs confine the art
of the Indus Valley civilization within its own span of time without secking to
link it up with the development of Indian art from the 4th century B.C. onwards.






Chapter One
" INDIA AND ITS ART

discussing Indian studics I am forced to acknowledge considerable Modern
diffidence arising from a survey of the huge bulk of material 1o be dealt India

with. In the face of this objective complexity I find mysell inclined to
rely on evidence that is subjective and fherefore more or less unscientific,
in which fpcrwnal experience and interpretation is increasingly stressed.  In
speaking of India, & country that in its wide extent offers more beauty to the
eyes than any other in the world, & descriptive vein may well be excused,
but the more graphic the form, the more dangerous does the method become.
India is multiple; neither geographically. elhnﬂlnf,icall.y, nor culturally can it
be considered a unity (A 1). This being so, I am led to suspect that the India of
many writers is more imagination than fact, existing rather in pictorial
expression than in reality.

The agfcal of the pictorial, rising from a craving for colour and movement,
is general among the generations of the present, continually chaffing against
narrowed horizons and an experience bounded by Economical Necessity.
There is magic to be found anywhere between Cancer and Capricorn. There
the demands of Necessity would seem to be more easily fulfilled and life to
run more rhythmically, in the train of the tropic alternation of the seasons.
There bread is 1o be gathered direct from the rich lap of the earth. There
colour fills the day with its wealth, laaﬂing 1o the eye, like the sudden glow
of fruit and flower caught by the sunlight, or of kaleidoscopic crowds in
narrow streets. To enter a tropic town is 1o enter, as in a dream, the life
of a dead century, _

Modern complexity is apparently to be regarded as successful and there-
fore not to be deterred by sentimental lcanipfs towards the simplicities of
Eden or Arcady. Yet the sentimental mood will have its way, not only in
the West but in the East where the ready acceptance of change at the expense
of tradition lies at the very root of the problem that is modern India. Modem-
ism, supported by thorough-going educational pro nda, may overcome
the great geographical and ethnological obstacles, and result in the crystalliza-
tion of Indian nationality. The alternative offered seems to be a return to
the past on an agricultural basis; Arcady in India under the good kin
Vikramaditya. The movement is not without parallels, and the pictorial a
interpretational play a great part in its exposition; there is, indeed, samethi:f of
the Raphaclite about it. The materialism of to-day is to be checked by
Indian Spirituality, Arts and crafts are to flourish everywhere, centred upon
the social orgamization of the village. India is to arise from the ashes of
India. o

It might be claimed, therefore, that there could be no better time than the
present for the republication of a su of Indian Fine Arts, that the credit
and loss of the exchange between the occidental and the oriental may be
appraised. Indeed this nationalization of the subject has been sel forth at
length by certain authors. It is. however, in contradistinction to the spirit
of true criticism and full appreciation. The opposition of Eastern Eeiritunlily
to Western materialism is a generalization without support, while ostu-
lation of a metaphysical basis for any art is equally as sierile, and in lact as

Indian Art.
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inconsequential, as the postulation of the existence of eternal, immutable
classical standards. Art cannot be localized, at least if the humamitics upon
which our culture is based have any meaning, and geographical differences
should be o bar to appreciation, but rather an added attraction in these days;_
when for most of us our YOyages of discovery do not exceed the bounds o
the local time-table. Tt is, however, unfortunate that in the minds of many

ople the East has a certain romantic but quite indefinite lure about it, which
accentuates the unusual and leads to the substitution of curiosity for appreciation.

Tt is impossible for any one 1o deny the advance of modern science, with
its consequent widening of horizons and enrichment of life. Yet pﬂthntutﬂll,f-
our advance from the station of our fathers is as great, and possibly greater,
being more radically concerned with that personal interpretation of hife which
is Reason.

Modern painting and sculpture provide a definite line of advance and logical
precepts to an extent that almost makes academicians of many of the younger
school, This process is directly com rable to that of modern scientific method ;
modern art is indeed the result o methodical, aesthetic research. From the
painting of Manet to that of Cezanne and the men of to-day, Matisse, Picasso,
Stanley Spencer, Paul Nash, and many others, the story can only be told in terms
of intellcctual adventure and aesthetic discovery. The eflect of the personal
vision of the creators of modern art has been a widening of the circle of i
interest and a revaluation of things unknown or unconsidered—Chinese painting
and sculpture, Gothic sculpture, archaic Greek sculpture, Negro sculpture, the
harmony of fine carpets, the virility of primitive design, and not L among these,
Indian Art in all its branches.! In the face of these riches, once despised and
rejected, the dogmas of the past generalions with all their complacency,
iufp:;!igmn::, and ignorance seem wilful in their restriction and impoverishment
0 €.

So vital is this movement and so well founded that T would choose as the
theme of a review of Indian Art aesthetic discovery rather than archaco-

whose oreative vision and fellow-craft appreciation rovides the basis of a
¢riticism of er precision than archacological chop-logic or the ulterior ends
and confused categories of evidence of those who wuuﬁ carry the discussion
beyond the ﬂuper field of art. 1 cannot believe it is necessary oI Even desirable
to prelude the vision of a work of art with maﬂawnrds. Nor can | accept as
sound criticism & discourse which shifts the foundations of a true understanding
of art from the visual into the literary or historical or metaphysical. And 1 can
but deplore the twmhnﬁa'awry of assthetic criticism and appreciation to local
and tempo ends, whatever the circumstances, '

In 1897 Gauguin wrote: ‘Ayez toujours devant vous les Persans, les
Cambodgiens et un peu I ien.” One wonders what he would have
written if he had known of the frescoes at Ajantd with their nmgniﬂcenl surty
of line and delicately rendered plasticity. e placing on exhibition of casts
of Indian sculpture mainly of the late medieval period, m the Trocadero in Pans,
may be taken as the first step towards the western appreciation of Indian Art.

o , Orientul Art’ (Quare, Rev., Jan. 1910).
‘% Gill, Mﬁ&%m. W, Rothenstein, prefsce 1o dmcionr India,
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Chap, 1 INDIA AND ITS ART 3

Until then Indian Art had been left to the archaecologists—not altogether
without results, The work of Prinsep and Cunningham,' of Fergusson® and
Burgess® is a well-laid foundation-stone for all future research.

In The Times of 28 February 1910 appeared the following declaration above
the signatures of thirteen distinguished artists and critics:*

“We the undersigned artists, critics, und students of art . . . find in the best art of Indis a ofty
and adequate expression of the religious emotion of the m&plc and of their dc?pcsl thoughts on
the subject of the divine. We recognize in the Buddha type of sacred figure one of the great artistic
inspirations of the world. We hold that the existence of a distinct, a potent, and a living tradition
of art is 4 possession of priceless value to the Indian people, and one which they, and all who admire
and respect their athievements in this ficld, ought to puard with the utmost revecence and love,
While opposed to the mechanical stereotyping of particular traditional forms, we consider that it is
only in organic development from the national art of the past that the path of true progress is to be
found. Confident that we here speak for & very large body of qualified European opinion, we wish
to assure our brother criflsmen and students in India that the I of pational art in that country,
which is still showing its vitality and its capacity for the interpretation of Indian life and thought,
will never fail 1o command our admiration and sympathy so | as it remains troe to Hself,  We
trugt that, while not disdaining to acoept whatever can be whalesomely assimilated from foreign
sources, it will jealously preserve the individual character which is an outgrowth of the history and
physical conditions of the country, as well as of those ancient and profound religious conceptions
which are the glory of India and of all the Eastern world.!

This declaration was directly caused by a paper read before the Royal
‘Society of Arts by Sir George Birdwood, the chronicler of Indian industrial
arts) As a matter of fact all that was then said had already appeared in
print thin{ years before, but the moment was not then ripe for the acceptance
of the challenge. Birdwood can in mo way be accused of lack of sympathy with
Indian life or things Indian. A stylistic analysis of the cmfis of modern India
is illuminating with regard to one’s attitude to the country itself, for one is forced
to acknowledge the predominance of the Muhammadan and especially of the
Persian culture of the Mughal court. Except in their everyday household form,
pottery and metal-work are purely Muhammadan., Textiles, especially prints
and brocades, are very largely Persian in design, although the Indian strength
of imagination and purity of colour are evident. Certain forms of (extiles are,
however, purely Indian, the damn-stitch Phulkaris of the north-west and certain
tied-and-dyed and warp-dyed forms. Only in jewellery has the Indian tradition
been whul} reserved, in the seed-and-bead work of the villages as well as in the
enamels oly aipur. Birdwood’s love of all this delicate and colourful though
hybrid crafismanship, and of the complex, changeful life of which it is a part,
is expressed in many passages from his pen of very great beauty. The arts of
Ancient and Medieval India were outside his field, and his criticism of them is
not deeply considered and purely personal, .

In his paper before the Royal Society of Arts he stated with regard 1o a
certain Javanese seated Buddha that this ‘senseless similitude, by its immemorial
fixed pose, is nothing more than an uninspired brazen image, vacuously squintin
down its nose to its thumbs, knees, and toes. A boiled suet pudding woul
serve equally well as a symbol of passionate purity and serenity of soul.” This

§ Areh. Swrvey Riporis, (8) T. W.. Rollestem, (9 W. Rothensiein, ()0} Gepegs

3 History of Imd. m WERMI[H..EJ.{II}W. R:muldsﬁlrph:ﬂl.{ﬂ'l Charles

* Arch. Surver of Wert India. Wildstzin, and (13) Emecy Walker.

4 The signatories ure (1) Fred- Brown, (2) Walter Crane, *J, K. Soc. af Arts, & Feb. 1910, Imcharrrial Ariz af tnaia,
Lavrenge  Flowsman, i880.

Frampton, (4) .
g E. Lanteri, (6) Wu.nlt. Lethaby, (7) Halsey Ricardo,
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4 INDIA AND ITS ART Chap. |

attack, however, may be considered as t’“i‘ﬁﬁ equally directed against the loose
verbiage of those cntics of Indian art 10 whom the jdeal content of an object
is of greater imporiance (hin its form, than against Indian art itself.

An carlier statement in the official handbook to the Indian Section of the
Victoria and Albert Museum offers a more definite criticism.' “The monsirous
shapes of the Puranic deitics are unsuitable for the higher forms of artistic
representation: and this is possibly why scul?:cu:c and painting are unknowt,
as fine arts, in India. . . . How completely their figure-sculpture fails in true
art Is seen at once when they attempt to produce it on a natural and heroic scale,
and it is only because their wory and stone ﬁﬂme of men and animals are on so
minute @ scale that they excite admiration.’” Here it must be noticed the subiect
under discussion is modern Indian ivory-carving. L S "R |

In his Handbook of Sculpture, Professor Westmacott® dismissed Indian art
in one paragraph, forming his judgement, apparently, from the stesl engrnw_inF
and lithographs of the two or books that were ail that was then accessible.

“There it no templation to dwell st length on the sculptitre of Hindustan, It affords no assistance
in tracing the history of art, and its debased quality deprives it of all interest as a phass of Fine Ar,
the point of view [rom which it would have 1o be considered. 1t must be admitied, however, that
the works oxisting have sullivient character to stamp their nationalily, and although they possess no
propertics that can make them useful for the student, they offer very curious subjects of inquiry 1o the
schalar and archucologist, 'The sculptures found in various parts of India, &t Ellors, Elephanta,
and other places, are of a strictly symbolical or mythological charscter, They usually conalst of
monsirous combinations of human and bruty forms, repulsive from their ugliness and outrageous
defiance of ruls and even posibiiity.’

In the opinion of Dr. Anderson, author of the catalogue of sculpture at the
indian Museum, Calcutta, Indian sculptors *have never risen . .. beyond the
most feeble mediocrity”, although he acclaims the Orissa temple-sculptures as
sextremely pleasing pieces of art’. A more guarded opinion is that of Sir. C.
Purdon Clarke, who whilst giving Indian art a good place among the arts of the
world, would not place it in the first rank, except for its ‘eminent suitability to its
country and people’*

Such were the opinions currenl among scholars at the end of the last century,
concerning an art already accepted by artists and acclaimed by its influence upon
the work of such men as Rodin, Degas, and Maillol.

“The popularization of Indian art has been mainly the work of Dr.
Coomaraswamy and Mr. E. B. Havell (A2). Toa certain extent their methods of
exposition agree, (he vein bein interpretational, with a stressing of the literary.
For Dr. Coomaraswamy ‘all that India can offer to the wm‘]g ceds from
her philosophy™, a state of ‘mental concentration’ (yoga)* on the of the
artist and the enactment of a certain amount of ritual being postulated as the
source of the “spirituality’ of Indian art. The weakness of this attitude lies in
its :nlmmi&uf distinet lines of criticism, form being dressed out in the purely
literary with the consequent confusion of aesthetic appreciation with religious
and other impulses. It is also historically ill-founded, for the sentiment and
philosophy out of which the web is :;Im“ are the products of medieval® India, as
an examination of the texts quoted will show (A 3); many of the southern

« Dincussed by Havell, heals of fodian Art, b, &¥il What has India contributed uran Wllee ™,
* Edinburgh, 1864, p. 51, Athesszenn, 1015, . A G i A
Vol I, e 175 and vol. #, p. 231, * The Domes-of Sive, p' 21,

S L LA KT, 1890, p; 326, * Poar, filth ceniury Ao
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authorities quoted can only be classed as modarn, The increasingly hieratic art of
medieval and modern India, especially in the south, is doubtless closely knit with
this literary tradition. But the litorary tradition is not the source of the art, for
iconography presupposes icons. The technical formulae of the Savtras resulted
in a standardization of ﬁ:ﬂductiun in spite of which genius, which knews no
bonds, asserted itsell, ¢ bronze Nataraja loaned by Lord Ampthill to South

Kensington is supieme among a hundred examples of mere hack-work (A 4),
The bones of the literary formulae too often romain bones: here they are clothed
with life, and beauty of form is achieved. The miracle is a perennial one and
world-wide; we marvel at the hand and eye that shaped thiswonder. However, it
i5 evidont that many such images are not aesthetically worth the metal they are
castin (A 5). Their function as objects of worship is an entirely differont matter.
To insist on the necessity of burdening the mind with a hest of symbolical and

yehological adjuncts prior to appreciation is to obstruct the vision. Research

iterary or historical may aid vision, but cannot be substituted for it. Aesthetic
vision is, of course, distinct from the practical vision of evervday life. Those
who indulge in it aro ‘entirely absorbed in apprehending the relation of forms
and colour to one another, as they cohere within the object”.' Intensity and
detachment from the mercly superficial and additional are essential 1o it. This
rigid detachment may at any moment be broken by interest in all sorts of *quasi-
biological feelings® and irrelevant queries: but then the vision ceases (o be
critical and becomes merely curious.

- A further element is apparent in the recent discussion of Indian ari.
Aesthetically we are not at all concerned with the sub-continent that is known
as India or its peoples. Bul our curiosity must needs be strong as to its past and
future. The mgeamﬂy of Indian hustory is as glorious as that of any counfry in
the world. Arustically it falls into two main periods, the first of which, ending
with the Muhammadan conquest, is an epic in itself. This period discloses the
development of a great art. From the vividly pictorial, strictly popular sculpture
of the Early Period, based on a living tradition, increased skill and wider vision
lead to the classic art of the Gupta century, Hencelorward it is eviden! that a
literary tradition has come into being which may righily be designated medieval,
The art of the great cave-temples gives place to the art of the temple-cities of
Bhuvanesvar and Khajuraho, where the literary tradition crystallizes into the
iconographical forms of the Sastrgs. In the South an imposing architecture
is found to survive up to the end of the seventeenth century, and the art of casling
in bronze produces great works of art, few of which can, however, be dated in the
last century (A 6). It is necessiary to discriminate, and to acknowledge decadence
and poor craftsmanship. Having taken its place among the arts of the world,
Indian art belongs to the world, The future of art in India is another matter,
chiefly concerning educationalists,

Traditions have died and the symbols that embodied them have died with
them. Regret for the ‘creed out-worn' is ineffectual. New traditions and new
symbols are surely in the making. Proteus and Triton aré become emrpty names,
but the sea remains. Nothing is lost but a dream, or rather the means of expressing
a dream.

Indian religious history must be unfolded against a background of primitive

ey, Wiskor amd Desijm, p. 49.

India Past
and Presenl,
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The Com- savagery and sorcery. The Vedas, in spite of their antiquity. cannot be accepled
plexity of as the sole source of religious thought i India, or as anything but a critical and

Indizn

highly selective representation of this unvoiced and necessarily formless background.

Religions. This relationship between Brahmanism and the primitive, between the formulated

The Lesser
Gods

The Great
Gathering.

hilosophy of the schools and the worship and propitiation born of the vague
ears and desires of savages, is present throughout the history of India, both
religious and political. T‘E?Aﬂmrm Veda was not known to the early Buddhist
writers but its practices and beliefs were, and they cannot be separated from the
more altruistic and poetical E}al theism of the less popular, more orthodox but
not more ancient collections.! In the same way the powers and manifestations
of the Puranas and Epics are not necessarily modern because they do not aapc:}r
in the Veda: in a sense they are more ancient, being native to the soil. Vedic
thaumaturgy and theosophy were never the faith of India. The countless Mother-
Goddesses and village guardians of the South lie closer to the real heart of Indian
religion, a numberless pantheon, superficially identified with Brahmanism but
radically distinct and unchanged (A 7). :

Among these lesser gods that keep their place on the fringes of the orthodox
are to be found spirits of the Earth and of the Mountain: Four Guardians
of the Quarters with Vessavana-Kuvera at their head: Gandharyas, heavenly
musicians: Nagas, the snake-people who have their world beneath the waters
of streams and tanks, but who sometimes are identified with the Tree-Spirits;
and Garudas, half men, half birds who by kind are the deadly foes of the Nagas.
These diminished godlings must be regarded as the last remnant of a whole host
of forgotien powers, once mighty and to be placated, each in its own place.
Strange beings of anothier sphere, they could not wholly be passed over either by
Brahman or Buddhist., Vessavana-Kuvera a rs on one of the pillars of the
Bharhut railing, as does also Sirima Devata. The latter also received acknowledge-
ment at the hands of the compilers of the Satapatha Brahmana who are forced
to invent a legend to account for her existence.* In the Taitririva Upanishad’
she is again fitly mentioned in company with the Moon and the Sun and the Earth.
At Sanchi she 1s to be recognized exactly as she is still represented in painted and
gilt marble at .Ia?mr. seated upon a lotus, lustrated by two elephants.

In the Maha Samaya Suttanta® is described a great gathering of all the gods
of the ten-thousand world systems to pay reverence to the Buddha in the Great
Forest at Kapilavatthu. Dhatarattha, king of the East, Virulhaka, king of the
South, Virupakkha, king of the West, and Kuvera, king of the North ammive with
their Yaksha host and all their vassals. The Nagas come from Nabhasa, Vesali,
Tacchaka, and Yamuna, among them Eravana. Their enemies the twice-born
Garudas, too, are there and also the Asuras, dwellers in the ocean, Fire, Earth,
Air, and Water are present, and the Vedic gods, and lastly the powers of Mara
who bids creation rejoice at his own defeat at the Buddha's hands, '

Another list of the same description, but possibly earlier, is 1o be found in the
Atanatiya. Both lists are, patently, the outcome of a priestly attempt to bring
these hundred and one strange spirits and godlings within the sphere of Buddhist
teaching, by representing them as gathered in hosts at the Buddha’s feet. The
group of Yakshas, Yakshinis, and Devatas carved upon the stone pillars of the
! Macdonnell, Savecrlt Literatire, p. 185 ; Rhiyps-Davids, :“. 4.1

Hudidhist India, chap, xii. Also Dialogues of ihe Budbhe, *i 4. _
ot 10 Ambattha L3 *Rby-Davids, Dislogues of the Budtha, ii. 284,
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Stupa railing at Bharhut fulfil exactly the same function. They are manifestly
earth-born and possess something of the delicate beauty of all Torest creatures.
They seem beneficent enough, but their manifestation here is admittedly chosen
to serve Buddhist ends. Like all primitive powers they are exacting in their
demands and when neglected or provoked their anger is implacable and cruel.
They arc adorned with earthly jewels to represent the treasures they have in their
gift, but arc to be more closely identified with the trees under which they stand
and the forest fowers they hold.

This primitive cult of trees and tree-spirits has a long history, In the sculptures
of the early period the Buddhas are represented only by symbols. among which
are their distinctive trees. Gotama attained enlightenment seated beneath the
Asvattha ot pipal-tree' sacred from of old, for it was from pipal wood (hat the
soma vessels were made and also the sacred fire~drill.  In the Atharva Veda it is
said that the gods of the third heaven are seated under the Asvattha and it may
also be the ‘tree with fair foliage’ of the Rig Veda under which Yama and the
blessed are said 1o pass their time® In the Upanishads the Tree-spirits have
definitely materialized. They, like all things, are subject to rebirth, If the spirit
leaves the tree the tree withers and dies, but the spirit is immortal.’ In the Jatakas
these Tree-spirits play a great part, being worshipped with perfumes, flowers,
and food. They dwell in many kinds of trees but the Banyan seems most popular,
The scarlet-flowered silk-cotton tree’ and the Sal tree as well as the Pipal retain
their sanctity to-day. The goddess of the Sal is worshipped as giver of rain by
the Oraons of Chota Nagpur,® and in South Mirzapur the Korwas place the
shrine of Dharti Mara under its branches.® In the Jutakas more than once
animal and even human sacrifices are spoken of in connexion with tree-worship.’
To-day the slaughter of cocks and goats is added to the more usual offering of
flowers and sweetmealts, in extreme cases of propitiation.*

The character and functions of these deities correspond closely to those of The Mother-
the Mother-Goddesses of Southern India. Among these are Marianma, goddess Goddesses
of small-pox, Kaliamma, of beasts and forest demons, Huliamma, a tiger goddess,
Ghantafamma, she who goes with bells, and Mamillamma, she who sits bencath
the mango-tree.” However, it is usually made plain that these are but different
names for the one great goddess, In Brahman hands this female pantheon appears
as the Ashfa Sakei or eight female powers. But a more primitive group is that
of the Sapta Kannigais or seven virgins, tutelary deities of tanks. In Mysore,
100, is found a similar group of seven sister-goddesses, vaguely identified with the
Sivaite mythology. However, they and all the Mother-Goddesses are distinguished
from the true gods of Brahmanism by the fact that they are acknowledged to be
local in their influence warding off or inflicting calamities of various kinds, but
strictly limited in their sphere uF action.  Still more limited are the powers of tanks,
trees, and groves which periodically are alternately propitiated and exorcized,
but are, as a whole, unsubstantial in personality and short Lived,

It is againsi this complex background of and culture that Indian philosophy

' The oldest sccounts muke no memion of the tree under  * Dulton, Descriptive Ethn,, p, 201,

which the enlightenment took plice. Whys-Davids, " Crooke, Refipion, L 32.

Bidlhist India, p. 230, " Noi. 472, 488,

tZinvwer, Altindiecher Leben, p. 58, Mocdonnell, Sans.  * Marringes of fruit-bearing trees, ‘and betwesn women
Liv, p, 146, [ and trees, aro an extermion of this subject : the mango,
*Chand, vi. 11 : Kathake, v, 7. sacred basdl, and jasmin being commonly chosen.

* Sleeman, Rambies and Kecolleerions (1915), p. 385. * Whitehead, Village Gods, p. 23,
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Indian and Indian art; and all things Indian, must be viewed. Here lics the origin of the
Philosophy: Jovely treatment of flower and fruit at the hands of Indian sculptors and painters,

Buddhism,

and also of the imagination that kindled their vision and gave such dynamic power
to their designs (A 8). _ _ =
Indian philosophy begins with Vedic speculations, or mither questionings as
to existence and thé creation. The unformulated philosophy of the U{:am_shads.
sprang from these and from it the pantheistic Vedanta system was evo ved. As
4 foil to this existed from early times the atheistic Senkhya sysiem, upon the
reasoning of which Buddhism and Jainism were founded. At the root of evervthing
lies the acceptance of metensomatosis' and a cycle of existences [samyara], modified
only by karma, past action, called adrishta, the unseen, At the rool 15 ignorance,
avidva. From ignorance comes desire, which leads 1o action, so the wheel revolves
within the wheel. The Vedanta doctrine derived from the Upanishads Ia_vil_g:l
the absolute identity of the individual soul with the spirit of the universe— That

is the Eternal in which space is woven and which is interwoven with it . . . There

is no other seer, no other hearer, no other thinker, no other knower. . . 2 From
this identification of the mortal, limited self with the eternal and universal sum of all
things arose’ the idea of the illusion [maya] of the world of sensual experience.
Only when the illusion of experience ceases, ds in dreamless sleep, can the lesser
sell reunite with the universal self. This iml:;liui_ duality is in fact itself an illusion.
Desire and action are inherent in such an illusion and the consequence is samsara,
But Knowledge disperses the Illusion. *Whoever knows this: “1 am Brahma™,
becomes the All.  Even the gods are not able to prevent him from becoming it.
For he becomes their Self.™

The Sankhya system is atheistic and dualistic, admitting matter and the individual
soul 25 eternal but essentially different. In the dbsoluteness of this division lies
release.  The soul being removed from all matter, consciousness must cease, and
the bondage to pain, in which term pleasure is included, be ended. _

Both Buddhism and Jainism presuppose the existence of the Sankhya philosophy.
But it is evident that the sixth century B.c. when both Gautama and Vardhamana
lived and taught was a period of extensive mental activity of an extremely sophis-
ticated kind (A 9). The Brahma-Jala Sutta mentions Eternalists, Non-Eternalists,
Semi-Eternalists, Fortuitous originists, and Survivalists, and also certain recluses
and Brahmans who as diilecticians are typified as Fel wriglers. Buddhism is as
much in revolt against this mental complexity as against the ritual complexity
of the Brahman priest-craft. With regard to generalities its position is Agnostic.
The Three Marks of Impermanence, Pain, and Lack of Individuality must be
considered as & practical summary of the characteristics of life. Upon these the
doctrine of the Four Noble Truths, the essence of Buddhism, is founded:—
Suffering exists; ignorance and desire are its causes; release is ible; the
means are the Eight Points of Doctrine—right knowledge, right aspiration, right
speech, right conduct, right living, right endeavour, right mindfulness, and right
meditation, Throughout the teaching uncertain, empirical opinion [ditthi] is
set apart from true wisdom [panna]. Above all, the cultivation and regulation of
the will is stressed in an entirely new way.*

Lastly, as against the changing, foundationless illusions of the unregulated
- gr memlwim thie period of the Upnnishads ' Hrdhdumyuk;m;r. v &, trmms, Masdomasl,

a 1T vill: o, by Mecdonpell  * R f ;
' Neefarvatara L'p.,w -y e ) SEOun I i ]
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personal life in a universe that can only be described in terms of change, the Buddhist
Doctrine [Dharma] is held out as being well-founded in time or rather in human
experience. It is described as an ancient path well-trodden, a claim that paves
the way to the conception of not one Buddha but many Buddhas. At Bharhut
and Sanchi the seven Buddhas of the canon are all found, symbolized by their
respective trees.

This doctrine of wise renunciation was preached by Gautama, a prince of the
Sakya clan, who renounced his worldly heritage in pursuit of truth. Much of
the adverse criticism which Buddhism has been subjected to has been due to a
misunderstanding ol Nirvana, the goal of all Indian speculation. Buddhism
has had a complex history. Divided into two main sects, that of the Lesser
and that of the Greater Vehicle, and changed beyond recognition, it exists no
longer in the land of its origin. The Jain faith preached by Vardhamana, a
contemporary and therefore rival of Gautama,' sti rsists in India. He, too,
was of the Kshatriva race, and renouncing his bi -right, eventually attained
Wisdom, appearing as the leader of the Nirgrantha ascetics, According to Jain
tradition Vardhamana, or Mahavira, as he came to be known, was the twenty-
fourth of a series of Jinas or conquerors of the world. Like Buddhism the Jain
faith opposes the exclusiveness of Brahmanism by a claim to universality. Like
Buddhism it is founded upon the teaching and achievement of Right Faith, Right
Knowledge, and Ri%hi Action. Unlike Buddhism asceticism® is greatly stressed
even 1o the point of voluntary death by the refusal of nourishment on the part
of those who have attained the highest k::wwle:dﬁe, the Kevalin. From an early
date two Jain sects have existed, the Digambara, who regard nudity as indispensable
to holiness, and the Sverambara or *white-clothed’, who do not. Besides these
two bodies of ascetics, the Faith is extended to a large body of laity, who are
represented in the history of Indian art, by many sculptures dedicated in the
Kushan era, and by the magnificent medieval temples at Mount Abu, Girnar,
and Satrunjaya (A 10). Like the Buddhists the Jains founded many monasteries.
The worship of stupas was also included in their rites. _

The cult of the Upanishads and its forest-dwelling adherents is described in
the Aggamna Suttanta.’ '

‘They making leaf-huts in woodland spots, meditated therein. Extinct for them the burning
coal, vanished the smoke, fallen lies the pestle and mortar ; gathering of an evening for the evening
meal, they go down into the village and town and royal city, secking fool.  When they have gotten
food back agam in their leaf-huts they meditate.*

But from forest-life and meditation many sank to a mendicant life on the out-
skirts of the towns and to being mere repeaters of the sacred books® Such
were the Brahmans of the Buddha’s day.

Modern Hinduism is divided into two main cults, Vaishnavism and Saivism.
From the point of view of Indian art the early period is almost entirely Buddhist,
while the Gupta ﬁoﬁﬁd, and the succeeding medieval period are Brahmanical,
the si;:ul mfc of the latter period being radically bused upon Brahmanical icono-
graphy (A 11).

Rudra, the storm-god of the Vedas. is made known by many epithets. He

" Seo Bubler, Indian Sect of 1he Jainas, * Comment; compiling the three Vedus und teschitig
- of the Bucdhar, Pt 1, po 218, See  Kassapa- others Lo repeal them.' See Salaka, No. 94: *Beside o
Sthanads Suttes for the Buddhist view, fire, but all afire within, Naked the herntik wrestlcs for fhe
* Dipdegves of 1the Biudiha, ™ Ik, p. BH Truth”

Jaitism

Himdiusm,
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is called Girisa, ‘lying on a mountain®, Kapardin, “wearer of tangled locks’, and
Pasuparih, ‘lord nly cattle’. When appeased he is known as Sambhu or Samkara,
‘the benevolent’, and as Siva, ‘the auspicious’, but he remains lord of the g_ownrs
of the universe and is to be feared as well as loved. Yet the element of bhakii,
of personal adoration and willing sclf-surrender to the deily is not wanting in
the worship of the Great Lord as unfolded in the later Upanishads,' ;

In 4 lesser aspect Siva is lord of spirits [bhutas] and his rites are conmected with
snake-worship. In his worship the central object is the phallus [linga]. The
Siva-linga does not seem to have been known to Patanjali, nor does it appear
on the coins of Wema-Kadphises on the reverse of which the god is re}:'mmwd
holding the trident, with the bull, Nandi, in the background. In the Ma. abharata,
Siva is represented as dwelling in the Himalaya with his hosts. His vehicle is
the bull and his consort is variously known as Uma, Parvati, Durga, and Kali.
Having completed the creation, he turned vogi and the phallus became his emblem.

The earliest lingas existing do not ante-date the Kushan period (A 12). They
are of the kind known as Mukha-lingas with one or more faces at the top of the
member. One of the earliest iconographical Tepresentations of the god is the
Dakshinanrti in relief on one side of the Vishnu Temple at Deogarh (Plate 64A)
which may be dated in the second half of the fifth century A.D. (A 13).

The earliest historical records of Vaishnavism are the Besnagar Heliodora
inscription and the Ghosundi inscription, both of the second century B.C. The
former testifies to the erection of a Garuda pillar to Vasudeva, of gods
(Plate 12A), Heliodora, who was the son of Djya and a native of Taxila, was
ambassador from the Yavana Amtalikita [Antialkidas?) to Bhagabhadra. He
calls himsell  Bhagavata. The Ghosundi inscription witnesses to the erection
of a hall of worship to Samkarshana and Vasudeva,

Vishnu is a Vedic deity and although he is represented by but few hymns,
his ‘fersonnliry is vividly portrayed. He measures all things with his three wide
strides, the third passing beyond human discernment to the high places of the
diety,> This conception of the third step of Vishnu as the highest heaven and goal
of all things, had obviously much 1o do with his elevation as Supreme Being. In
the Mahabharatathis Supreme Being is addressed as Narayana, Vasudeva, and Vishou.

Later Vishnu found a more intimate place in popular worship by means of
his ten incarnations [dvataras). _

The carliest iconographical presentations of the god are two standing, four-
armed figures, one on either side of the door-guardians of the Chandragupta
Cave at Udayagiri [A.D, 401] (A 14).

Unlike Buddhism and Jainism, the Hindu sects are not organized into definite
congregations. 'Whatever the shrine be, one of the magnificent temples of Bhuva-
nesvar or Khajuraho, or a red daubed stone by the roadside, the worship is indivi-
dual. For certain ceremonial purposes the aid of priests is sought, and all the
larger temples have their hosts of attendants. But there is never a congregation
worshipping in unison. Architecturally speaking, the Hindu shrine is ﬁ dwel-
ling-place of the god, although various pavilions or porches dedicaled to the
preparation of the offerings or to music and dancing stand before it (A 15).

The earliest structural Hindu shrines existing are the flat-roofed Gupta temples,
square in plan with a verandah supported by four pillars,’ the doorway being

' Sveiavétara Upaniuhod. BV, LIS S  Aa st Sanchl and Tigewa,
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Chap. 1 INDIA AND ITS ART 1

elaborately carved. At Ajanta the cell in the centre of the back wall of the oblong,

many pillared caves, is cut on exactly the same plan, the doorwa corresponding
very closely, The introduction of the linga shrine at Badami and nglnra eventually
altered the plan radically by pliacing the shrine m the body of the hall as at
Elophanta. The great medieval temples consist of high-towered shrines, each
with its entranceé-pavilions.

As porirayed m the Brahma-Jala Sutra, primitive Buddhism gave no place
1o gesthetics. for music, song, and the dance are classed with sorcery and cock-
gghtm as minor examples of [polishness, unprofitable to the wise.  Manu and

hanakya also adopt this slighting attitude towards the arts. However, that is
of little account, and Bharhut and Sanchi are not less fine because they are not
supported by the argumentative analysis of the schoolmen. The art of the Early
Period is & spontaneous growth, endued with native virility. Essentially narrative,
it is vividly I‘»crccptivc. The history of Indian art must be written in terms of the
action of a literary, metaphysical mode of thought upon this naive, story-ielling
art, resulting in the formation of an immense and intricate iconography. Around
this iconography has grown a still more abstruse, secon literature, in which
the least variation of detail is seized upon to sanction the subdivision and endless
multiplication of t of icons,

Images are roughly divided into two classes, the fixed and the movable [dehala
ﬂndméiuk:]. They are likewise roughly described as standing [Sthanakal, sitting
[Asana] or reclining [Sevana), Also they may further be described in terms of
the nature of the manifestation: as terrible IUgr::] as is Vishmu in his Man-Lion
incarnation, or pacific [Santal. The images of Vishnu are further classified
dccording to their natures as Yoga, Bhoga, and Vira, to be worshipped respectively
according to the personal desires of worshipper.

This cg.ssiﬁcatiun of gods and devotees acccrdar? Lo their innate natures refers
directly to the classification by natures of the Samkhya philosophy, primeval
matter being distinguished by the three properties [Gunas] of Light [Sartva), Might
[Rajas], and Darkness [Tamas]. 1t is clear that the needs of the worshipper 1
the type of the image worshipped. Complex manifestations, whose many attri-
butes are symbolized by their many hands are considered Tamasic in character,
and their worshippers of little understanding. To the wise images of all kinds
are equally superfluous.

Indian aesthetics must be regarded as being of late date, a supplement to the
iconographical literature of the medieval period. Much of the Agamas is of

¢ iconographical interest, but these late Iitafag canons have no aesthetic
to shed, althoughthey do indicate something of the religous, hicratical atmos-
ere which deadened artistic creation in the last period of medieval decadence.’
rndian aesthetics are based upon the conception of aesthetic value in terms of
personal response or reproduction.  This value is known as Rasa, and when
1t is present the object is said to have Rasa [Rasavant] and the to be Rasika
or a[[?rnciatim a produces various moods in the Rasika varying in kind
according to the initial stimulus; from these moods emotions spring.
mechanics of this system is worked out in detail in the Dhanamjoya Dasarupa
and the Visvanatha Sohitya Darpana. The whole system is based upon and
illustrated by literature, and cannot be applied directly to sculpture and painting.*

' Rao, Nindu loomagraphy, Pr 1, wol. |, p. 31, ! See Coommurudwamy, Dance af Siva, p. 30,

Indian
iconography,

Indian
nesthetics,
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NOTES TO CHAPTER ONE

(A1) ltisnow m:nfnimd that a certain unity did exist tn arg forms.in many parts of the country., For
insiance, the sculpture of Mathura during the Ist and 2nd centuries A.D. under Kushun rule has
abvious affinities with some of the sculpture of the Deccan cave monasteries and Krishnn Valley st
built during the ssme period either under the Satavahana Kings or the Kshaharata Satraps.
reasons for such affinitics can only be understood against the background of the spread of Buddhism.
1t originated in the North-East and slowly spread all over the country due 1o the circumitance that
the Maurvan Emperor Asoka made it 2 state religion, though this proposition has besn disputed.
Once Buddhism was established all over the country, the Buddhist monks traveiled from north to
south and south 1o north in the course of their proselytizing actvities. The various establishmients
of monks in different parts of the country did not function in isolation. In such circumstances it
was aatural that architectural and soulptural concepts formuliled and developed in the original
homeland of Buddhism should dlso come to be ndnﬁp{nd. with local variations, by the Buddhist seitle-
ments further aficld stch as those of the Krishna Valley in the Deccan, 1t would be a grave mistuke
to imagine that Buddhist monastic and stupa architeciure developed in a haphazard manner depen-
dent on the fancies of individual architects, All urchitectural setivities were curcfully repulated and
followed prescribed plans. So also the embellishment of stupus, railings, chaityas and monastic:
dwellings followed certain well sccepted principles though varutions in carrying out the actual work
were bound to result dué to local conditions and other circumstiances. [t is certain that foremen
(avesanis), masons and sculptors coming from one part of the country did not confine themselves
to the districts of their domicile, Many of them must have also worked in ather paits of the country,
distunt (rom their home provinces. ‘also, it is probable that supervisor monks: (naveakarmikar)
who were in charge of the construction of Buddhist establishments in northermn or central India also
supervised, at least in part, certain of the building activities in the Deccan and other places. - Moreover,
it appears that foreign artisans, working in a common tradition, give their services from time o time
to monistic cstahi[:ﬂneﬂts in all parts of the country and ihis factor also had an unifying effect on
art moiifs. This unity in art forms is not confined to any one phase in the development of Indian ari,
though the reasans for this unity vary (o a greater or lesser extent, in different periods.  This umty
is also to be observed in Hindw and Jain art. . Though it is convenient for the purpose of classification
to talk of Buddhist, Hindu and Jain Art, the Ignum les underlying their concepts of sculpture were
in the main similar. At the same time it would not be correct to say that there were no visual differ-
ences in the plastic output of these three great religions.. Each developed its own iconography.
But there can be no doubt that guild sculptors used 1o work alike on Buddhist, Hindu and Jain
architecturnl ‘pmpm. meeting the special requirements of each:seot.  There is, as a vrule, a warmth in
Buddhist sculpture and a dynamic quality in Hindu seuipture both of which are lacking in Jain art.
The rather cold and mechanical ~output of this religion, particularly after the Gupta Age,
is in some measure due to its outlook on life and the importance it gave to asceticism.

(A 2)  These were the great pioneers but since their time there has been a vast amount of research aod
many of their conclusions require modification_or mt:lnmlun. Several of Vincent Smith’s own

usions also require revision but it has not been ght fit to burden the present volume wilh
controversial matler,

(A 3)  This viewpoint would not find wide acceptance today because weo know that the sentiment and

philosophy underlying Indian art motifs and forms can be traced to periods several centuries before

the Christian era.
(Ad) The Ampthill Nataraja cannot be HS & iece though undoubtedly superior to
mere hack-work. Today we know of and Chola ﬂmmjas incomparably finer than 1&

Ampthill Natarajs which it has not been thought necessary to illustrate,

(A 5)  This statement has no application to'the output of the Pallava and Chola periods when s uniform
hghstin;:l.lrd of work was maintained. The deterioration is seen m the ‘f'iing!?nnmand poul-‘iihyil:

(A 6)  Nowadays, numerous modern copper i , many of them ofconsiderable size, are being produced
in South Indin and Mysore, They are lmf; very ornate. Some are not unatiractive, but all pro-
claim the decadence into which this art has fallen. Unforfunately, this revival of casting copper
images had brought the art of faking in its wake. One such group of faked imuges, in which the
fingers taper to thin sharp points, and which invariably Bave a depression in the af the fore-
head, came into the market a few years ago. They were passed off as examples of an hitherto
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unknown provincial school lﬂe?d to have come to light for the firat time.  Unwary forcigners and
even several collectors who acquired many of these images were deceived.  The present editor exposed
this racket and in consequence no respectable museum countenanced their purchase. Smce: this
exposuro they have disappeared from the market and now the fakes which are produced are made
Liamhm am:idd images. The stunt of @ new provincial school having mu.'lif:njy come (o light

When (he Buddhists sought to propagate their faith amongst the people they were quick 1o’ realize
that it was essential not to suggest any antagonism between the Buddhist dectrine and the tree and
witer cosmology which had through countless years crvstallized into the warship of tree and forest
gi:u_iﬂnﬁi known as Yakshas, and serpent-hooded river deities known as Nagas, These godlings
were always concsived i anthropomorphic form.  The Buddhist gospellers: astutely brought the
Yakshas and Nagas into the Buddhist fold 45 good and devout worshippers of the Buddha. Al
the same lime they gave them considerable importance not only in the legends relating to the Buddha
but also in sculptural representations of these legends and in seenes Telting lo the worship of the
Buddha The imence given 1o Yakshas can be seen for instance in the Bharhut raifing of the
Z2nd century B.C,, now in the Indian Museum, Calcutta (PI. 13A,B, €.} as well as in the Tamous
railing and gateways at Sanchi (P1. 19). Another well-known Instance is.the Nugaraja group oul-
side the Chaitys Cave No. 1X at Ajanta belonging to the 61l century ALD. (PL 67B). The Rwﬁihiah
thus succeeded in making the masses receptive to Buddhism without interfering with the Yaksha and
Naga cults which they realized could pover be rooted out.

The study of art motifs indivates that their origin can often be traced to the imagery one finds
expressed in the hymns of the Rig Veds, to the beliefs of ancient Torgotien peoples which still manifest
themselves in village life, 10 hoary Western Asiatic sources and 1o the vast bewildering mytho
which today may be localized, but once seems to have been & common heritage of muny races an

The Buddhs and Vardbamana had to contend with the views of sevecal well-kiown teachers of
those times. There were powerful sects such as the Ajivikas, who did not subseribe to the philo-
sophy of Buddhism and Janism. It was an age that gave birth to & remarkable Taxy of preschirs
and thinkers and it was long after the death of Buddha and Yardhamana that Buddhism and Jainism
emerged as the greatest Faiths along with Brahamanism.

The temples at Girnar and Satrunjays, owing (o later additions and repairs, haye lost most of their
pristine qualities. That Is not quite the case with the Mount Abu shrines, where despite renovations
originul work of excellence can be seen Im.rﬂculad}' in the Tejupala sheine of 1232 AD. The reno-
vations and additions in the earlier Vimalavasahi temple of 1031 A.D. are mostly more than a century
later and little of the original sculpture can be traced today with any certanty. '

The Gupta period, for the purpose of a proper classification on a stylistic basis, must be extended
somewhat E;-nnd the rule oFﬂ:n Imperial Guptas which ended circa 550 A.D.  Accerdingly, the
petied 320-600 A.D. should be regarded as the age of the Guptas so far as the chronology of Indian
art is concerned.  The period immediately following the Gupta Age has been included in the medi-
eval period by several writers including Vincent Smith. But it appears to the editor to be a grave
error 10 do so. The period 600-800 A.D. should slways be referred to as the *post-Gupta® period,
while the term ‘medieval’ should be applicd to the work of circa 800 A.D. onwards. 1t is not s matter
merely of nomenclature, The difference is so vital that the failure to comprehend the distinction
would seriously alfect & proper perspective of Indian art and Indian sculpture in particular, In
the post-Gupta period not only is the Gupta tradition continued in matters of form and detail but
the art of sculpture largely retains its qualities as pure sculpture. In the medieval period, however,
it mmgfly i architectonic in character apart from the fact that it loses the essential plasuc
qualities of great sculpture and tends towards over-elaboration and pronounced sensuality.

Most critics regard the Bhita Linga and the Gudimsllam Linga as much earlier than the Kushan
period and assign them to about m’:&'[‘ﬂ_ century B.C.  Sec Gopinuth Rao, Elements of Hindu Teono-
graphky, 1914-16, Vol 2, Pr. |, Pk, | and 2.

Though the attempt to trace the worship ol Shiva to the Indus Valley civilization is not very con-
vineing, Shiva ima hn!vnginle the Kushan period (Tst and 2nd century A.D)) are known, as
for instance, the Shivy head in the Mathura Museum (No. 2085) where the third eve on the forehead
isseen. It bdlﬁ most probably to the 2nd century A.D. The Deogarh relisf (PL. 64A) belongs
to the late 6th not to the Sth century AD, It is really a representation of Nar-Narayan,

(A7

(A 8)

{A9)

(A 10)

(A LD

(A 12)

(A 13)
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(A 1) For still earlier Vishnu imﬁn. belonging to the Kushun period (st and Ind centiury AD), s
ihe esamples in the Mathura Museum listed in the Journal of the United Provinces fistorical Saviety,
Vol XVIII, Pl 1-2, pp. 105-107.

(A 15) At the same time it must be remembered that the 1emple, parficilarty in South Indm, ‘was the
centre of all community activities. Here the local inhabitants would listen o religious discourses,
recitations of the Ramayama, witness dance armances, atrive at decisions of civie importancs
and meel one another in general, The life of & South Indian village centred round the temple.
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Chapter Two
THE MAURYAN PERIOD

SHORT time after the death of Alexander in 323 B.C. the throne of The
Magadha or Bihar, then the premier kingdom of Northern India, was Mauryan
seized by Chandragupta, surnamed The Maurya, known as Sandrokottos PYnasty.
to Greek authors. In the course of a victorious reign of twenty-four years this
able prince caused his influence 10 be felt over all India, at least as far south as
the river Narbada, and acquired from Seleukos Nikator, first his enemy and then
his ally, the valuable provinces lying between the Indus and the Hindu Kush
mountains which now constitute the major ]g)an of the kingdom of Afghanistan,

Chandragupta was succeeded by his son Bindusara, who, in or about 273 B.C..
transmitted the imperial scﬂ)tre to his son, Asoka, the third and most renowned
sovercign of the Maurya dynasty. For forty-one vears (273-232 B.C.) Asoka
ruled his immense empire with great power and might. maintaining friendly rela-
tions with his neighbours, the Tamil states of the extreme south and also with
the island kingdom of Ceylon and the more remote Greek monarchies of Mace-
donia, Epirus, Western Asia, Egypt and Cyrene,

Early in life the emperor became a religious convert and as the years rolled Asoka’s
on his zeal increased.  Finally, his energies and riches were devoted almost entirely gatrunxg: of
to the work of honouring and propagating the teaching of Gautama Buddha. Buddhism.
With one exception he abstained from wars of conquest and was thus free to
concentrate his attention upon the task to which his life was consecrated.

The imperial palace at Pataliputra, the modern Patna, the capital of Chandra- Early
gupta Maurya is described by Greek and Roman authors as emeﬁing.in splendour wooden
the royal residences of Susa and Ekbatana. Although no vestige of such “rchitecture.
4 building has survived, with the possible exception of some brick foundations,
there is no reason to doubt the statements of the historians (A 1), The result
of much excavation seems to support the literary evidence that Indian architects
before the time of Asoka built their superstructures chiefly of timber, usIng sun-
dried brick almost exclusively for foundations and plinths. No deficiency in
dignity or grandeur was involved in the use of the more perishable material: on
the contrary, the employment of timber enables wide sll:saces to be roofed with
¢ase which could not be spanned with masonry, especially when, as in India, the
radiating arch was not ordinarily employed for structural p .

Excavations of widely spread sites dating from the Maurya to the Gupta Stone
periods, and even later, emphasize the fact that timber and unburnt brick were buildings.
the standard architectural materials of ancient India, mud being used as it still is,
for ordinary, domestic work. However, Asoka is credited by the literary sources
with the us¢ of masonry in the many building activities reported of him. It is
on record that during his reign of about forty-one years he replaced the wooden
walls and buildjn%Dof his capital by more substantial work and caused hundreds
of fine edifices in both brick and stone to be erected throughout the empire. So
astonishing was his activity as a builder that people in after ages could not believe
his constructions to be the work of human agency, and felt constrained to
regard them as wrought by familiar spirits forced to obey the behests of the
imperial magician (A 2). Few sites can, however, be definitely ascribed to the
Asokan or even to the Mauryan period. No building with any pretensions to be
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considered an example of architecture can be assigned to any earlier period than
this. with which the history of Indian architecture as of the other arts begins.

The Mauryan emperors must surely have built palaces, public offices, and
!n;n&flcs sutable to the dignity of a powerful empire and proportionate 10 the
wealth of rich provinces, but of such structures not a trace seems 10 SUrvive.
The best explanation of this fact is the hypothesis that the early works of Indian
architecture and art were mainly constructed of timber and other perishable
materials, ill-fitted to withstand the ravenous tooth of time. Whatever the trug
explanation of this may be the fact remains that the history of Indian art begins
with Asoks. ‘But’, as Professor Percy Gardner observes, ‘there can be no doubt
that Indian art had an earlier history,  The art of Asoka is a mature art: in some
respects more mature than the Greek art of the time, though, of course far inferior
to it, at least in our ¢yes.” .

We can affirm with certainty that the forms of Asokan architecture and plastic
decoration were descended from wooden prototypes, and may also discern Lraces
of the influence of lost works in metal, ivory, terracotta, and inting. The
pictarial character of the ancient Indian reliefs, Aistoires sans paroits, is obvious,
and the affinity of much of the decorative work with the jeweller’s art is equally
plain. The sculpture on a pier of the southern gate at Sanchi was actua!\é’y
executed by the ivory-carvers of the neighbouring town of Vedisa (Bhilsa).* We
may, moreover, feel some confidence in affirming that the sudden adoption of
stone s the materisl for both architecture and sculpture was in a large measure
the result of foreign, perhaps Persian, example. fuller consideration of the
foreign influences affecting Indian art will be more conveniently deferred and
made the subject of a separate chapter.

Whatever the foreign elements of ancient Indian art may have been, great
weight must be allowed for the ‘pcrsnnﬂl initiative of Asoka, a man of marked
originality of mind, capable of forming lurge designs and executing them with
imperial thoroughness, The direction taken by Indian art was like the diffio-
sion of Buddhism. determined in its main lines by the will of a resolute and intel-
ligent autocrat.

Like most of the extant works of early Indian art, the Mauryan columns and
caves (Flate 8B) were executed in honour of Buddhism (A 3), which became the
state religion in the empire of Asoka and is said to have been introduced durin
his reign into independent Ceylon. Although we know that both Jainism &n
Brahmanical Hinduism continued to attract multitudes of adherents during the
Maurysn period, hirdly any material remains of works dedicated to the service
of those religions have survived (A 4),

The monuments which can with certainty be dated in Asoka’s reign are not very
numerous, but it is not improbable that more may be discovered. His buildings
having perished, our dircot knowledge of the art strictly contemporary with him
is derived from his inscriptions, the carving and sculptures on his monolithic
columns, certain caves, and a few fragments of potiery excavated at Mauryan
level” The inscriptions are worthy ol being mentioned among the Fine Arts
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Chap. 1 THE MAURYAN PERIOD 17
on account of their beautiful execution, for nearly all are models of careful and

accurate stone cutting. The most faultless example is the brief record on the

Rummindei Pillar, which is as perfect as on the day it was incised.! The craft
of the skilled mason and stone-cutter, so closely akin to fine art, reached perfection
in the days of Asoka, as apm;& from every detail of their work, and especially
from an examination of the HFtu;(Poiishad-surfuce ol the monaliths and the
mteriors of the cave-dwellings dedicated by him and his grandson, Dasaratha, in
the hills of Bihar.

Isolated pillars, or columns, usually associated with other buildings, and fre-
gquently surmounted by & human figure, animal sculpture, or sacred symbol have
been erected in India at all times by adherents of all the three leading Indian
religions. The oldest are the monolithic pillars of Asoka (A 3), who set up at least
thirty of these monuments, of which many survive in a more or less perfect state.?
Ten of these bear his inscriptions. The Lauriya-Nandangarh monument, inscribed
with the first six Pillar Edicts, and practically uninjured, is shown on Plate 3,
The shaft of polished sandstone; 32 feet 94 inches mn height, diminishes from a
base diameter of 354 inches to a diameter of only 221 inches at the top—proportions
which render it the most ful of all the Asoka columns, The uninscribed
pillar at Bakhira (Plate 8C) in the Muzaffarpur District, in perfect preservation,
and presumably of earlier date, is more massive and consequéntly less elegant
(A 6). The fabrication, conveyance, ind erection of monoliths of such enormous
size—the heaviest weighing about fifty tons—are proofs that the engineers and
stone-cotiers of Asoka's age were not inferior in skill and resource 1o those of
any time Or country.

The capitals of these pillars provide excellent evidence of the state of the art
ol'mm%fm ‘both in relief and in the round, during the period between the year
: B.C. and the end of the reign of the great emperor in 232 B.C,

The capital of each pillar, like the shaft, was monolithic, comprising three
principal members, namely, a Persepolitan bell, abacus, and crowning sculpture
m ﬂeg]?und. The junction between the shaft and the abacus was marked by
a necking, the edge of the abacus was decorated with bas-refief designs, and the
crowning sculpture was oecasionally a sacred symbol, such as a wheel, or more
cemmonly a symbolical animal, or group of animals, Sometimes the inanimate
and animal symbols were combined.

Within the limits thus determined the arfists enjoyed considerable latitude,
and in consequence the surviving capitals vary widely in detail.  The abacus might
be either rectangular or circular so as to suit the form of the sculpture above.
The edge of the abacus of the beautiful Lauriya-Nandangarh pillar is decorated
by arow of flying sacred geese in quite low reliel. The abaci of the pillars at
ehﬁﬂahnhad and Sanki m&ﬁ[ﬂtg 3;:;0]1 thui?lumar at Rahmpurva';gilate i’h&exhibit

_ designs co of the lotus ette or hone 8. tever
thcgﬁlviﬁ &ad, it is invariably well executed, and “chiselled with that extra-
ordinary precision and accuracy’ which characterize the workmanship of the
Maurya age, and have never been surpasseéd in Athens or elsewhere.

The topmost sculpture in the round was most often one or other of four animals
—namely, the elephant, the horse, the bull, and the lion (A 7).  All these animals,
- the Buddhist Emperor of tndia, Y1, ii 'S;;ld-hn Marshall, in Amy. Rep. A, 5. Indin, 1906.7,

' See :uﬂl'l.lihﬂi".l puper on the sublect. 2 D M. G. P
for 1911
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18 THE MAURYAN PERIOD Chap. 1l

except the horse, are actually found on the round on extant capitals, and it is
recorded that a horse once crowned the pillar at Rummindei, the Lumbini garden.
On the sides of the abacus of the Sarnath capital (Plate 4) all the four creatures
are carved in bas-relief’ (Plates 5, 6), :

The elephant of the Sankisa capital (Plate 8A) is well modelled, but unhappily
has been badly mutilated. The two pillars at Rampurva bear respectively the
bull and lion® (Plates 7, 8D). _ .

The  The magnificent Sarnath capital discovered in 1905, unquestionably the best
Smiféjh extant specimen of Asokan sculpture, was executed late in reign between 242
ek and 232 B.C. (A 8). The column was erected to mark the spot where Gautama

Buddha first ‘turned the wheel of law’, or in plain English; publicly preached his
doctrine’ The symbolism of the figures, wh in the round or in relief, refers
to the commemoration of that event for the benefit of the Church Universal. The
four lions standing back to back on the abacus once supported a stone wheel,
, 2 feet 9 inches in diameter, of which only fragments remain.* | | ;

Sanchi 1 would be difficult to find in any country an example of ancient animal
edict-pUIAr sculpture superior or even equal to this beautiful work of art, which successfully
P ombines realistic modelling with idealistic dignity, and is finished in every detail
with perfect accuracy. The bas-reliefs on the abacus are as good in their way as

the noble lions in the round. The design, while obviously reminiscent of Assyri
and Persian prototypes, is modified by Indian sentiment, the bas-relicfs being
purely Indian. Sir John Marshall's conjecture that the composition may be the
work of an Asiatic Greek is not supported by the style of the relicf figures. The
ability of an Asiatic Greek to represent Indian animals so well may be

doubted (A 9). " y 4

The The only rival to the artistic supremacy of the Sarnath capital is the

Bakhira which once crowned the detached pillar at Sanchi engraved with a copy of the
pillat. Sarnath edict denouncing schism. The Sanchi capital is decidedly " inferior
to that at Sarnath, but it is possible that both works nu{ proceed from the hands
of a single artist® (A 10), A century or so later, when an inferior gculptor
attempted to model similar lions on the pillars of the southern gateway &t Sanchi,
he failed utterly, and his failure supports the theory that the Sarmath capital must
have been wrought by a foreigner. Certainly no later sculpture in India attained

such high excellence. : ] =y
The perfection of the Sanchi and Sarnath lions on the edict-pillars must have
been the result of much pm‘gres;niw cffort. The uninseribed pillar at Bakhira
(Plate 8C) seems to be one of the earlier experiments of Asoka’s artists (A 11),
The clumsy proportions of the shaft contrast unfavourably with the graceful
design of the Laurya-Nandangarh column (ante, Plate 3). which bears a copy
of the Pillar Edicts, and may be dated in 242 or 241 B.C., while the seated lion

| These animals mury symbolire the four cofmers of the  the Death al Kisihagars with o f the Goddess Sri
world, which explanution of the symboliom wes sugpested.  amd The Bhatg-Ghata (vase with jofimes I‘w the
by the disoovnry of nide symbolical bronee Ngurel of the  hirth o Kepilavesty, Bipinnings of Buddhlyi def, p, 70,
four amimals in Cevlon, Sce Vibeenl Sntith ; *The ooe 38,

Maonalithic Pillars of Asokd®, in Z. DM, G, 1911, The * Dicoverad by Mr. F. O, Oertel and doscribed by him
fiom e alsa ﬂ‘g:hd 84 a4 symbel| of Budilhs imsell, in Amt Kep. A, 5., Indla, 19085, pp 65-70, XX
LR AS 108, p. 1068, PL L Hia aecount of the excavalions has glm in
*The wheel is vne of the enrfient Buddhis sepatute volume extitled Bkl Buins of . e
and with the Tree nod the Srupa appears everywhere al  Benores, |904-5, ; J
Bharhut aod Sanchi Foucher sssocistes these throe * Maisey, Sumchl and ftr  Remmiiy, Pl XIX, 2%
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Chap. 11 THE MAURYAN PERIOD 19

on the summiit is by no means equal (o the animals on the edict-pillars of Samath
and Sanchi erected between 242 and 232 B.C. 1 am disposed to think that the
Bakhira column was set up soon after 257 B.C,, the date of the carliest Rock Edicts.
It must also be noted that at Rampurva there are two pillars only one of which
i5 inscribed. In the Sahasram inscription it is clearly stated that edicts are to be
inscribed on rocks, or on pillars wherever 2 stone pillar is standing, which suggests
that some of these pillars may considerably antedate Asoka’s reign, although their

is obviously one with the inscriptions and caves, and they are clearly
Mauryan' (A 12), '

NOTES TO CHAPTER TWO

With the downiall of the great Persien Empire-at the hands of Alexander, it appears that Western
Astatic bullders anil craftsmen, Persians and ¢olonial Greeks, many of them setiled in Persia, found
their way to India and took scrvice under the Mauryes. Though Persia was defetted, the anclent
world continued to associate lmperial pomp and power with evervthing Persisn, It is not therefore
surprising that Chandragupta Maurya, with his design for Imperial greatness, shiould seek to emulnte
the splendid architecture of the Persinn Kimgs. That he successfully did so we gather from the pages
of Megasthenes, the ambassador of Seleukos Nikator to the Mauryun court. It is unlikely that

' would compare the Muuryan palace to those of Susa and Ekbatans unless il was a
splendid structure, as we now know it was. in stone and wood. In fact, the very reference to the
et ghcu indicates the spirit of the times and the atmosphere at the Mauryan court, namely,
i keen desire to emulate or even surpass the architectural achieventent of Persis. It i fairly certain
that the Indian builder prioe thereto Wik pot accustomed to (he eonstruction of great stone structures
or even structures of wood resting on colossal stone pillars. Tt is thus evident that the sudden changs
to residences emulating those of Suse and Ekbatmna could not be achieved by indigenous workmen
without the active assistance and supervision of Persian and colonial Gresk architects and crafismen.
The excavations at the ancient capital of Pataliputra have brought to light part of a polished pillar,
F ents of polished stone, n fragment of gilded vine and have revealed & plan of a great stone-pillarsd
3:' based on Achaemenid architecture,. This no doubt was the grear palace referred 1o by i:‘lngu-
enies; though it may have been added to by Asoks who it is said had many buildings constrneted in
brick and sione,

This is the ususl exa ton commen to literary forms of expression in all periods,

One of the caves in the Barabar holls donated by Asoka was for the use of the Ajivikas, who were
a religious sect of importance.  This fact indicates that Asgka was not a higot.

The two torsos from Luhmilﬁ:r-rmr Pama, and now in the Patng Museum, represent Jain Jinas.
One of them (P 10C) bears famous Mauryan polish never seen save in the Maurvan period,

The t ' that soms of the pillars predate Asoka has not much o commend it even though a
pumber of them fre pol inseribed with the odicts.

1t is niot certain whether the Bakhim pillar is an early example or a later oné of inferior workman-
ship executed without the supervision of skilled forgign stone cutters, :

A variety of explanations have been given by scholars for the symbolism of the Asokan anmmal
capitals.. most likely esplanation, however, is that they repossent the guardians of the four
quarters of the universe, Though they are not appropriately distributed acconding e the cardinal
mnti, the underlying Intention of these capitaly seems only 1o have been o emphasize (hat Asoka

; the fuith in afl dtr::ﬁm}s.m . s ot e o "

§ circumstance indicates that nght from the time of Chandragupta Maurya to late in the reign
of Asoka, the Tmperial Mauryan policy was (o take into the roval service the ?ﬂﬁt available foreign
stong cutiers and sculptors,  Forsign masters had npumerous Indian crafismen under them constanily
learning the new art of fashioning colossal polished pillars and colossal capitals n stone, There
can be no manner of doabt that the Sarath capital (Pl. 4) including the reliefs on the abacus (Plates
5, 6) Is the handiwork of a stone carver, Persian or coloninl Groek, bred in the Achasmenid tradition,
None of the animals in rolief on the abacus dfgﬁlni; any pronounced Indian fecling. The horse
(PL 5A) is frankly Hellenistic, while the bull (PL 6B) is quite unlike the Rampurva bull (Pl 7) which
is admittedly Indian in feeling. The bull on the Sarnath pillar approximates in construction to

¥ Camb, Hist, af b, p. 501,
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Western Asiatic bulls, _The elephant (PL. 3B) also is not the work of Indian craftsmen.  One has only
{o compare it to the unfinished Dhauli rock elephant to realise the difference.  But though the Sarmath
capital is the work of forvign crafismen the mfluence of Asoka dominates the conception of ull the

Iars and their animal sculptures.  The Rampurva single lion capitzl in the Indian Museum (P1, 8D)
is also of foreign workmanship, It is not spectaculsr like the Sarnath capital, and the face of the Jion
is da , vet for shieer plastic values it is the finest of all the Asokan lions.  The Rampurva bull
capital (PL. 7) is equally magnificent. The bull is characteristically Indian in feeling, but the work-
manship is of such h.ig; excellence that the probabilitics are that it is by a foreign craltsman, who,
perhaps by long ence, wes able to concitive the bull, evidintly belonging to o dexhi breed, with
that sensitiveness and insight which the Indian sculplor usually brought to his porirayals of animal
life. Some writers have criticized the proportions of the Rampurva bull, but such criticlsm may be
dismissed a5 meriting no serious consideration.  The high polish which is seen on almost all Mauryan
sculpture is a techmgue derived from Achaemenid Persin,  The secret of this polish when carried to
India was evidently not preserved for mapy generations. It is never seen save in Mauryan ar.
Though we have 8 number of Sunga sculptures 1n the same Chunar sandstone as used by the Mauryan
stome cutters, not @ single Sunge sculpture bears this high polish or any polish at all.  Nor is il seen
in any other period of Indian art. Certain medicval ptures do bear a high polish bul no one
would confuse that with the Mauryan polish.

These snimal pillar-capitals represent the court art of the time of Asoka.  But there is dlso another
form of seulpture, more popular in conception, belonging to the Mauryan period.  This group con-
sists of Yaksha and Yakshi figures; Jaim Tirthankaras, portrait heads, some miscellancous sculptures
and carved discs. Though the specimens which have survived are very limited in sumber (here can
be po doubt that many more such sculptures must have been commissioned. The besi known of the

up is the famous Yakshi from Didar (PL 9A) near ancient Pataliputra, the capital of the

auryas. It isa large figure which has all the massiveness and solidity so characterstic of the Asokan
pillar capitals, smooth amﬂ;-wﬁm and the ‘grand manner” in the sculpturing of form. In addition
it bears the characteristic high polish of Mauryan art. Two massive Yakshas from Paina (Pl 9B)
alko bearing the m;h’polish are more or less contemporiaty with the Yokshi. From Lohanipur,
also nedar anciemt Pataliputra (the modermn Paina), come iwo nude headless torsos. One of
bears the Mauryan polish (PL. 10C). There can be little doubt that they are Jain Tirthankaras. In
plastic quulities they are in Keeping with what one would expect during the Mauryan period.  They
are thus the earliest known Jain sculptures and heace of greal significance. 1L is apparent that the
indigenous sculptors who created the Didarpan) Yakshi, the Patna Yakshas and lﬂha:.[l!mu LOFs0s,
though pot trained in the court ant of Asoka, were inspired by thai bigness of concepi-and simplicity
in rendering of surfaces which they saw in the great pillar capitals, Though in subject matter the
Yaksha-Yakshi figures and the animal capitals are worlds apart, those who are sensitive 1o form will
not fail Lo sense that Asokan court art was the inspiration behind the Maurvan imugss referred o
gbove. A [ew fragmemts from Sarnath, include wo powerful heads (Pl. 10B), one of which, not
reproduced, bears &::u: Manryan polish.  Of the smull carved discs the most remarkable is that recenily
found at Rupar in the Mauryan level (P1. 10A), One ¢annot fail 10 observe the ressmblance in the
features of the male head (PL. 10B) from Sarnath (side face view) and those of the seated figure in the
Rupar disc. Some European critics — uand they have been {ollowed by some Indian writers — have
opined that the Didarganj Yakshi, the Paina Yakshas, the Lohanipur torsos and the Sarnath heads
are all products of the mid or late Ist century B.C. The paleogmphy of certain inscriptions on the
two Patni Yakshas, cut on the scarfs of each statue obviously at a later date, has been pressed into
service to support this theory as wlso stylistic comparisons between the Didargan] Yakshi and (he
carly Kushan period female figures from Mathura. 1t is not however profitable 1o enter into this
barren controversy.  The theory that those sculptures belong to the 15t century B.C. cannot gain in
stature by reason of the fact that a scholar of the eminence of Sir John Marshall has propounded it.
The unstable basis ol this %ﬁmz\rﬁcm when we find that some of its supporters, in order
to surmount the problem of the Mauryan polish, apart from other difficulties, have diluded themselves
into seeing some sort of ﬁ:luh on the carvings at Sanchi and on the Parkham Yaksha of Mathurs
though mot a vestige of Mauryan polish exists on of these sonlptures, It may reasonably be
concliuded that all sculptures bearing the Mauryan pﬂh belong 1o the Mauryan period and therefore
cannot be later than eirea 185 B.C, The avallable evidence and the probabilities support that view.

One cannot leave the problem of Mauryan sculpture withoul reference to the terracoitas whicli
have been found in the vicinity of Pama, and which have often been ascribed 1o the period
(Pl. 11A).  The entire question of dating terracottas is a very knotty problem. One need not doubt
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the existence of an extensive terracottn art during Mauryan Hmes, but it is not nlwm easy 1o decide
whether a particular piece belongs 10 the Mauryan period or should be dscribed to the Sunga period.

False notions of national pride have obscured the vision of certain writers when dealing with the
question of the Asokan capitals which are mostly the hundiwork of Forelgn craftsmen. In this con-
nection it is of interest to note that the technical excellence seen In the court att of Asokit is shsent
in Sunga an. Sculptured represcntations of Asokan pillars in and post-Sunga art are very
inferior copies of the splendid onginals: This fact goes to indicate when the foreign craflsmen
and their descendants weee no longer avuilable, Sunga and post-Sunga art. though fascinating in
m:g::t, muidamt produce anything which had the techoical excellence of Asokan court art

note A 8. .
Ts_eh:sm hardly be the case. The Sanch capital lacks the marked perfection of the Sarnath eapital
note A 6.

The absence of inscriplions on several pillurs has led some writérs o conjectire thut some of
the pillirs are pre-Asokan.  But it is clear that they are all conneeted with the propagation of the
Buddhist faith and hence this conjecture has little 1o recommend it. None of Asoka’s predecessors
had any known leanings towards Buddhism.
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Chapter Three

THE EARLY PERIOD
Part |. ARCHITECTURE

rrer the death of Asoka the empire broke to pieces, but his Maurya
descendants continued to rule the home provinces for about half a
century, at the end of which they were sugccrwdcd by the Sunga kings
who governed parts of Northern India until the beginning of the first mnm
B.C. (A 1). However, the style of architecture, decoration, and sculptare w
haps first assumed a permanent form under the patronage of Asoka continued
in use up to about the close of the first century of the Christian era, forming a
distinct and definite period in the history of Indian art.

Although Buddhism at this period, aﬁruximnle]y extending from 273 B.C.
to A.D. 100, was by no means the onl igion in India, i cnd:yad a dominant
position as theresult of the great Buddhisi or's propaganda, and the monu-
ments remaining, therefore, are almost all Buddhist, though few are as early as the
reign of Asoka. The huge mass of solid brick masonry known as the great stupa
of Sanchi (Pl. 18A), later encased with stone, ma{ belong to his reign, as well as
several other similar structures, but most of the buildings that now survive are
Ofﬁmm Gt civil buildings having all perished. utier he tangle of

¢ ancient civi ildings having peris utterly, except the la

superimposed foundations that is all that the spade lays bare at most of the early
sites, the story of Indian architecture must therefore be reconstructed from the
somewhat one-sided evidence of the temples and shrines, and the bas-reliefs that
adorn them. The most characteristic carly architectural compositions were
stupas, with their appurtmam railings and gateways, monasteries, and churches,
the ‘chaitya-halls’ of F on. The monasteries and churches include both
rock-cut and structural examples. lsolated pillars also were frequently set up.

Stupas or ‘topes’, the Dagabas of Ceylon—solid cupolas of brick or stone
masonry—were constructed either for the safe custody of relics hidden m a
chamber near the base, or to mark a spot associated with an event sacred in
Buddhist or Jain legend. Until a few years ago the siupa was universally believed
to be peculiarly Buddhist, but it is now a matter of common knowledge that the
ancient Jains built stupas identical in form and accessories with those of the rival
religion. However, no specimen of a Jain stupa is standing, and our atiention
may be confined to the Buddhist series! The earliest stupas were of unburnt
bricks like the Bharhut stupa. The great stupa at Sanchi was originally of this
type, 4 casingh of roughly trimmed masonry and a ramp forming an
procession-path being added later. This Stupa as it appeared before restoration
1s shown in Plate 4° As time went on, the originally hemi ical dome was
raised on a high drum or tier of drums, and so E{ a senies of gradual amplifica-
tions the ancient model was transformed first into a lofty tower after the kind
of Kanishka's Stupa at Peshawar, deseribed by Hiuen Tsiang, and ultimately into
the Chinese pagoda.

The most ancient smupas were very plain. They were usually surrounded

and milings. 3 stone railing, sometimes square in plan, but more often circular, marking

' Ses the baprelief of & Jain swpe Mcom Mathura, PL 3B,
¢ [This plate has been replosed in the Thind Bdition by & newss photogruph, PL 1BAL
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Sunchi railing.

a procession-path for the use of worshippers and serving as a defence against evil
spirits. The earliest examples of such railings, at Sanchi, are unadorned copies
of wooden post-and-rail fences. The bars of the railing were usually lenticular
tn. section, inserted in the posts as shown in the diagram. At Besnagar another
form v:é‘ am:igc;t :;al[ing has been unearthed, consisting of obleng slabs held by
grooved uprights. :

Bharhut and Sanchi represent two sequent stages in the development of the
stupa of the Early (post-Mauryan) Period. They and their appurtenances had
become more ornate. Sculpture was freely applied to every member of the
railing—to the posts, rails, and coping. Late in the second century of the
Christian era at Amaravati the railing was transformed into a screen covered
with stone pictures in comparatively low relief* but with the richest effect. The
openings giving access to the procession-path inside the railing were dignified
by the creation of lofty gateways (terana) copied from wooden models, and covered
with a profusion of sculpture. The best examples of such gateways are those
at Sanchi (Plate 19). A e .

The origin of the stupa lies in primitive burial ceremonies for Lh:{ are primarily
tombs’ like the ‘iron-age’ cairns of the south and such tumuli as those excavated
by Bloch near Nandangarh in the Champaran District.* Originally mounds of
earth, the earliest stupas existing are of unbaked brick, hemispherical in shape.
Although their first object was the enshrinement of sacred relics, in later times
they acquired a symbolical value and many cenotaphs were built, the dedication
of miniature st of stone or clay being customary at the great shrines, This
idea of the symbolic value of stupas and the merit of smupa-building, on the part
VA S L1900 10 1he vilings of rocke _ Jori e OF the stupa 12 the wybol of the Parinivyma

ntu Viliaras s scen in the Gautamiputra Cave (No. 3) * dan. Rep. 4. 8., Eagt Cinvle, 19089, p. 3.
ot Masik.,
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of the faithful, apart from the relics they might or might not contain, is to be
found at the root of the legendary accounts of Asoka's ten-thousand stupas.
Fa-hian says that in monasteries it was customary to raise stupas to Mudgalaputra
Sariputra, and Ananda, as well as in honour of the Abkidharma, Viraya, and
Sutra, such stupas in faci being regarded as altars.' The word chaitya is
often used where a stupa is intended, in the sense of a shrine or haly place.
So Anathapindika builds Sariputra’s Chairya which was four stories h
decreasing in size, and which contained a relic vase, and was surmounted by a
roof and many umbrellas’ : :

fn the Dulva,’ too, it is laid down that a Bhikshu's body is to be covered with
grass and leaves and a chairya raised over il. In a still more remote sense, the
converted but disconsolate Queen Sivali rised stupas at the places where her
ascetic husband had argued with her and finally convinced her.! In medieval
times the stupa with its pyramid of sheltering umbrellas is dwarfed in importance
by the sculpture that adorns it. At Ajanta and Ellora® and everywhere, in minii-
ture at Bodh-Gaya, it is really nothing but a domed shrine, the tier of umbrellas
being fused together into a spire.® L

Stupas, not to speak of miniature votive models, varied greatly in size. The

supaz. very ancient specimen at Piprahwa on the Nepalese frontier, which may possibly

Indian
woaden
architecture,

be earlier than Asoka, has a diameter of 116 feet at ground level, and stands onl
about 22 feet high. The diameter of the great Sanchi monument at the plint
is 121} feet, the height about 77% feet, and the stone railing 1s a massive structure
Il feet high, Several monuments in Northern India, some of which were acribed
10 Asoka, are recorded to have attained a height of from 200 to 400 feet; and to
this day the summit of the Jetavanarama Dagaba in Ceylon towers 251 feet above
the level of the ground. The larger monuments afforded infinite scope to the
decorative artist. :

On the Bharhut bas-reliefs two types of buildings are to be found. The first
is domed and round in plan. The second is barrel-roofed and sometimes three
stories high. This second type is the origin of the barrel-roofed chai _
where the details of the octagonal pillars, the balcony rilings and the arched
doorways and windows are faithfully portrayed. At Sanchi the same types
appear and also at Amaravati and Mathura. Shrines are shown in three instances
and are all of one type. At Bharhut the Shrine of the Head-dress Relic, is circular
in plan, closed in by a low railing but otherwise open on all sides. It has the
usual ogee doorway, the arch of which is ornamented, above its beum-
with little rosettes. The semicircular part of the opening is filled in with the
framework which served as a weather screen.  The roof is dome-shaped and has
a pointed finial. It is divided into two by a narrow clerestory openin
comes between the dome and the curved cave. In the centre on & stone platiorm
technically known as u “throne™ is a cushion bearing the sacred relic, The throne
is omamented with pendent garlands and is marked with the impressions of the
right hands of devotecs, a custom still common in India.

! Bedd, |, xxvid. gmstion (hal the brick st wirk derived from ‘the curved
* Rockiill, Life of Buddhe, p: il mof of bamboos Biilt over # primitive dr:m hutshrine
3a 53, cometricted of perislsble matertaly” and quotes the Toda
i s sermansiarag e b A e e A R
ane, ot i F
* Vincent Smith, becamme of the cenotophs and of the FH-&#.Fm.H.ly}i. i
consiiders thent 40 huve 7 Arama. :

dmnlu;llhnp-uohhuummui
no connexion with the tumili. He put forsand the mg-
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The first scene of the conversion of Kasyapa of Uruvilva on the middle of
the inner side of the left-hand pillar of the East gateway at Sanchi shows another
shrine of this type (Plate 23A)." This is the Shrine of the Black Snake which
the Buddha eventually caught in his begging-bowl. Here the dome is broken by
eight windows and is surrounded by 4 balcony railing.

The famous shrine which Asoka built around the Bodhi-tree appears at Bharhut,
Sanchi, Mathura, and Amaravati, At Bharhut it is sculptured on the Prasenajit
pillar® and seems to consist of a barrel-roofed colonnade, circular in plan entirely
surrounding the tree. The u'[gxr story is provided with many windows and a
balcony rai ::lﬁ At Sanchi this same building is accurately reproduced on the
front of the left pillar, and again on the outside of the lower architrave, of the East
gateway, where it is the centre of a huge host of pilgrims. At Mathura it also
appears on an architrave of Kushan date' and again in a slightly amplified form
at Amaravati,® Here other buildings have arisen around il and o one side is
a gateway (torana). These gateways were apparently used everywhere, for secular
purposes as well as ecclesiastical, for on the middle architrave of the East gateway
at Sanchi, one appears as the entrance (o a town through which a procession is
passing benc¢ath crowded windows and balconies.

A survey of such scenes where buildings of two and three stories abound
accords with the colourful descriptions of the splendours of such towns of ancient
India as Vaisali* or Pataliputra, Buildings ol seven stories in height are even
spoken of (Satta-Bhumake-Pasada). Among the most famous of these piles
was the Kuragara-Vihara at Vaisali, which Buddhaghosia destribes as a storied
building raised on pillars with a pinnacle, and like the chariot of the gods.®

Civil architecture is described in the Jarakay on almost as lavish a scale. The
large houses had wide gateways leading into in inner courtyard with rooms opening
into it on ground level. There were granaries and store-rooms and a treasury,
but the flat roof; as at all times in the East, played a great part in the life of the
house, a}l least during the day, being probably roofed-in 1o form an open-sided,

pavilion.

%ﬂ&:cr (chumam) was used everywhere to adorn these buildings, and as a base
for painting. Yaksha figures were painted as door-guardians and certain deco-
rative motives are also mentioned: wreath-work, five-ribbon work, Dragon's
tecth work, and creeper-work.”

~As has been said, nothing of these splendours has come down to us in any
of the various sites that have been excavated. It is obvious, however, that the
greater part of these structures was of wood and therefore perishable, as, indeed,
layers olE ashes testify in many places. 1t is noticeable that the pillars of the upper
stories of the buildings depicted on the bas-reliefs are octagonal, usually without
ca'{)ilal or base. The pillars on the ground floor are octagonal also but have heavy
bells surmounted by animal-capilals or brackets, which suggests that the lower
pillars were possibly of stone. On the right jamb of the East gateway at Sanchi
are represented six superimposed stories, said by Grunwedel to represent the six
Devalokas. The pillars of these structures are grouped in pairs, the lowest of
each having bell-capitals, the upper being plain and leading up to the barrel-roof.
! Burgess and Grinwedel, Buddhist Ard in India, . 62, &ﬁﬂmmt, Life of the Bukiha, p, 63 ; Forlhnmnc

CBbarkuy, vl mil, end gxx. Smith, J. A. R 8., 1902, p. 267, ;
* Plate anil X1 A Rep, A 5., 1, 19034, p. 4. s

1,
" ik of ives Tad. ONT. § 2163, Seriul 798, ¥ Boo Law, Kratriya Tribes, . 43.
* Fausholl, p %30 ' ia!mn. Lelitavistgra, ' Vinmea Texes, 2170, -
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There is a considerable difference between the proportions of the upper and lower
pillars, which again suggests a difference in material.’  l

Although monastic institutions in India were not confined to the Buddhists,
the Buddhist Sangha attained a height of power and a detail of organization
to which the Jain and Brahmanical communities niever aspired; and in consequence,
the buildings dedicated to the use of the Order were frequently designed on a scale of
the utmost magnificence. The central and all im t building
of the carly monasteries seems to have been the or hall of
meeting of the community. Gateways, store-houses, kitchens,
and well-houses are mentioned, but the actual cells of the
monks were a%mntly a group of separate buildings. These,
it seems, were built by the brethren themselves, among whom
were many skilled architects.® In the Jatakas it is said, how-
ever, that only the senior brethren had their own chambers,
while the juniors slept in the Hall. Later the Buddha ordained
that novices should be lodged with their supervi for three
days and then sent to their own place.! The forest-dweller's
leafy hut is often portrayed in the early soulpture and many
of the lesser dwellings of the monastery were probably of this
type. The meeting-hall or service-hall must have been a com-
mon type of building in ancient India, for the Buddhist Sangha
was by no means an innovation and can be directly compared
to the hundred and one political and social corporations of
the time. Every village, Iﬁgafesaiﬁn. and cralt was o
into guilds which had their appointed places of meeting*

' = The Mote-hall of the Licchavis (Santhagara) must have been a
building of the same kind as the Assembly-hall of the Buddhists,

Before the period of the rock-cut halls and cells like those at Bhaga and Bedsa,
in Gandhara and in medieval India generally, the monasteries took up a quad-
rangular form, the cells being built so that they faced inwards on the four sides
of a courtyard. ,

When such a quadrangle became multiple, through the addition of chapels,
stupas, tefectories, halls, churches, store-houses, and other buildings, the
greater monasteries covered an enormous area, and offered to the architect,
sculptor, and painter endless opportunitics for the display of art in every form,

¢ See Rhys-Davids, Buddhivt fufia, p. 66 Sionn pillars  development of the Indian corbelling methods. J.R.LEA.,
and sione stuireases uro mendioned in the Jarakis and n Fl,_ vil, :r'.l’ﬂ; 4
ar :

stome palace in Fainyland (6.269), VYinconi jdar.,

lopt Fergusson™s ldsa of liknunﬁ?_mﬁu 1o the carly * Cowsll, Jar,, 3 16

circular shrines, bui he obvicusly s considering the * Omitling the family councll (Kulg) und the probably

medizval simpar of Ajanti and Ellora, which hrrauun 107 lnter onEniations of caies, mmmlaﬁm
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early and halls nr:Lnf course, wooden nconsirae-  mineni tember: of these corporilions whose
tion not lithie, but b b oo hewn wood comtraction of  (Sealyo) were tho Pamudha (presldent) and the Jerdhakas
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Although no very early monastery has survived in & condition at all complete,
the ground-plans of many such establishments have been clearly traced, and
in dhara considerable remains of superstructures crowded with statuary
have been disclosed. Recorded descriptions and extant remains amply attest
the splendour of the more important monasteries, each of which was a centre
of secular as well as of religious education, and also a school of art in which
men were trained in all the crafis needed for the adornment of the holy places.

Something of this great school of art is preserved for us in the great rock-cut
halls and dwelling-caves of Western India. ?-]ere. at Bhaja (Plate 25A), Kondane,
Pitalkhora, Bedsa, Ajanta, Nasik (Plate 26A), Karli (Plate 26B), and Kanheri,
have been hewn out of the very heart of the rock fullscale reproductions of the
ancient Assembly-halls in all the detail of their wooden construction. In general
plan they correspond with the barrel-roofed buildings of the early sculpture.
They are apsidal with side aisles on either hand and are lit by the great horse-shoe
window at one end, A survey of this series of caves lays bare a stylistic advance
from purely wooden imitation to definitely lithic forms. At Bhaju the plain
octagonal pillars rake inwards considerably; the screen that closed the lower
part of the great window was actually of timber morticed into the rock as are
the carefully inset roofl beams, There is no decoration except bands of railing-
pattern and tiers of miniature ‘chaitya-windows', derived from the piled-up stories
of the wooden originals, These details apply to the caves at Kondane, Pitalkhora
and to the earliest at Ajanta (Cave X). Later the wooden screen is reproduced
in stone and bell-capitals and bases, and tiered-up abaci with heavy animal upper-
capitals appear, while at Nasik, Karli (Plates 27, 28 & 29) and Kanheri (Plate 30A
and B), sculpture is freely used. This sculpture is all obviously post-Sanchi.
At Karli and Kanheri highly decorated railings of the Amaravati kind are found
and also guardian figures which closely correspond to the middle phase of Kushan
sculpture, found at Mathura, The epigraphical evidence coincides with the
artistic evidence, dating the last of these early caves (Karli and Kanheri) in the
second century A.D. (A 2). The facade of Bhaja is so exactly like the bas-relief
representations of the wooden original at Bharhut and Bodh-Gaya that the
earliest of the series may be accepted as second century B.C, (A 3),

The Lomas Rishi Cave (Plate 8B) in the Barabar hills belongs to 2 group of small
rock-cut cells some of which wére dedicated in the reigns of Asoka and Dasaratha,
his grandson. Like the other caves its interior walls have received the fine polish
which is so typical of Mauryan work. The original work seems to have been
discontinued owing to 2 flaw in the rock. The facade must [may] have been a
later addition, for it is akin to the work at Bharhut. [It. however, offers a good
example of the close imitation of wooden construction.'

At Ter, the ancient Tagara, in the Sholapur District, Bombay Presidency,’
there is an example of a structural cheitye-hall which has escaped destruction
by being converted into a Brahmanical temple.® It is a long chamber, constructed
of brick, 26 feet in length and 12 feet in width on the inside, with walls 3} feet
thick, an apsidal end, and a waggon-vaulted ridge roof. The bricks, laid in mud
cement, with exceedingly fine joints, are of huge size, measuring 17 < 9% 3 inches,

Aun. Rep. A, S, 4, 19023, 0. 197 10, Madeas Pub, 382, 30, April 1885,
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They are finely burnt. The building is medieval and probably belongs to the
eighth century.'

Part 1l. SCULPTURE

The art of the times dealt with in this chapler is characterized by [rank
naturalism. It 1s thoroughly human, a mirror of the social and religious life
of ancient India, apparently a much pleasanter and merrier Life than that of
the India of later ages, when the Brahmans had reasserted their riority
and imposed their ideas upon art and upon every branch of Hindu civilization.
The carly sculptures, while full of the crestures of gay fancy, are free from the
gloom and horror of the conceptions of the medieval artists. The Buddhism
with which nearly all of them are concerned was, as already observed, the popular
creed of men and women living a natural life in the world, secking happiness,
and able to enjoy themselves. The recent eritics of the *nationalist’ school, in
their anxiety to securc adequate recognition for the merits of the medieval
Brahmanical art, sometimes appear to believe that it alone truly expresses Indian
thought. Tt is well to remember that for several centuries Indian thought was
content 1o find its artistic utterance in a fashion much less sophisticated,

There has, also, been a tendency to apply certain literary standards, which
are in essence medieval, to the work of ihe Early Period, and in fact, to all
Indian art, wholesale. The various members, mr.mhﬂnﬁs, and motives dealt
with in the Silpa Sastras cannot be found outside the bui dings of the medieval
period.  With regard to the passages dealing with the sculpture the same thing
applies. The Sastras are in fact technical memoranda based on a literary
tradition, which may be taken to have crystallized out from the greal literary
activity of the Gupta period. Their import is very great with regard to the
iconography of medieval and modemn India. They can only be applied with
great circumspection to the earlier art, the inspiration of which is oral and living.*

The study of the existing monuments of Asoka, scanty as they are, leaves
one with a clear impression of 4 definite and distinct school of sculpture,’
with great stylistic and architectonic qualities and certain characteristics which
distinguish it from the sculpture of the Early Period and from all other periods
of Indian art, Firstly, finely stylized as these works are they are essentiall
naturalistic. Secondly, columns, capitals, and caves all have a highly finish
polished surface which is unique and unmistakable. Certain sculptures, however,
exist which possess this distinguishing finish and yet as sculptures are to be
classed with the work of Bharhut Sanchi. These may be treated as a link
between Lhe two schools. Anyhow the Mau period, which is_historically
exact, provides a lower limit for the dating of {{:nwork of the Early Period.

Among these sculptures, which are mostly of colossal size, is a mutilated
standing statue of a male, perhaps representing the Yaksha demi-god Kuvera,
god of wealth, found at Parkham (Plate 11C) in the Mathura District, and now
SRR, S o o i of ol oo st o

iplan Barrett in his Ter. 1960, lias suggested 3nd 1o ecls that here there hai been some confumion of purely
th century AD. for the Ter Chaltya—K. K] urtislic uppreciaticn wilh the literary,

* Havell compares ihe development of Purasic (medieval) * In
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The material is polished grey sandstone similar tﬁ
pillars (A 4). The height, including pedestal, is 8
ge.e_i 8 h:[:;chnm and the breadth across the shoulders is 2 feet

mngc {

The excessively massive body, which possesses
P considerable grandeur, is clothed in 2 waist-cloth (dhoti)
= AN held around the loins by means of 4 flat girdie tied in a knot
3 (D in front. A second flat girdle is bound round the chest. The
L o

ornaments are a necklace and a torque from wiich four
tassels hiung down on the back. Some praise may be given
to the treatment of the drapery.

This 18 probably the earlicst example of “early” sculp-
ture as distinet from the Mauryan, In treatment and
detail u is cledrly a forerunner of the sculpture of
Bharhut and has nothing in common with the art of the
Mauryan capitals.

Several other colossal ﬁcul!nures. which do not possess
the distinctive Mauryan polish, emphasize this develop-
ment. An uninscribed statee of a female (Plate 11 B),
6 feet 7 inches in height, found near Besnagar adjoining
Bhilsa in the Gwalior State, Central India, a Jocality
associated by tradition with Asoka, is to be classed among
these on account of the sivle and costume, The figure
wears the heavy head-dress as found at Bharhut and Sanchi
and also the linked bell of beaded strands and the double
breast chain. The finely pleated waist-cloth is held at the
hips by a belt with a looped clasp and its folds are treated
in fashiont that is reminiscent of the Sanchi bracket-figures
rather than the Bharhut devaras. The modelling is natural-
istic, but the sculpture has suffered severcly from violence
and exposure (A 5).

There is & second colossal female ut Besnagar, 7 feet
high, locally Known as the Telin or Oil-woman, which has
been described by Cunningham. He also mentions the exi-
stence in his time of 4 polished sandstone clephant and rider.

_ K palin :a;::_ul. In 1873 Cumningham discovered at Bharhuit, about midway
between Aﬂh&bﬂd and Jabalpur, the remains of a Buddhist smpa, surrounded by
a stone rafling adorned with sculptures of surprising richness and interest (Plates
12B, 13, 14, 15). The stupa then been almost wholly carried off by greedy
vil _
were prevented from destroying them only by the great weight of the stones.
During the following years to 1876, Cunningham and his assistant uncovered
the ruins and saved a large number of the sculptured stones b[;ds-::::ing them
to Calcutta, where they now form one of the chief treasures of the Indizn Museum.
Everything left on the site was taken away by the country people and converted
1o base uses,’ (A 6),

The railing, constructed after the usual pattern, in a highly developed form,
1 JracTiption L O, Rix. Soc, vol, ¥, Part 1Y, b the Alth h
;)fir.wlili,uﬂm u\;‘ émfﬁ ﬁ:ﬁvﬁluvmmmm "‘Hl.f"u'll';m:c-l-n:u:lL C :{ Pant 1, pp sdiiais 1-120,

are said 1o be contempornry poriralts of Kings of Magaths
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was extremely massive, the pillars being 7 feet | inch in height, and each of the
coping stones about the same in Iength,. The sculptures of the coping (Plate 13B)
were devoted mainly to the representation of incidents in the Jatakas, or tales of
the previous births of the Buddha, The carvings on the rails, pillars, and gate-
ways (Plate 12B), all treating of Buddhist legends, were exomdmgilg varied in
subject and treatment. The structure must have been very much like Sanchi,
The composite pillar of the gateway, made up of four clustered columns crowned
by 2 modified Pe litan capital (PL 12B) is worthy' of .special notice. An
inscription records that the Eastern galcwar with the adjoining masonry was
erected during the rule of the Sunga dynasty (185-75 B.C.), but it is not possible to
determine the date of the monument with™ greater precision.! The execution of
work so costly and elaborate must have exiended over many 'ycars.- Certain
masons’ marks in the Kharoshthi character of the north-western frontier

that perhaps foreign artists were called in to teach and assist local talent.?
railing exhibits a greal mass of sculptures of a hi'gh order of excellence. The
subjects and style are described by Cunningham as follows:

“The subjects represented in the Bharhut sculptures are both numerous and varied, and many
of themr are of the highest interest and importance for the study of Indian history, Thus we have
mare than a score of illustrations of the legendary Jatakns, and some halfidozen (Hustiations of
historical scenes connected with the life of Buddha, which are quite invdluable for the Wistory of
Buddiism, Their value is chiefly due to the inscribod labels (hat are attached to many of H
and which make their identification absolutely certain.  Amongst the historical scenes the mout
interesting are the processions of the Rajas Ajstasatry and Prasenajith on their visits to Buddha:
g;f-u ?ﬁ:r ati lis elephant, the latter in his chariot, exsctly as they are described in the Buddhist

“Another invaluable sgulpture Is the representation of the famous Jetavina monasicry ak Sravasti—
with its mango tree and temples, and the rich banker Anathapindika in the foreground emptying
4 cartlul of gold picces to pave the surface of the garden,

*Of large figures thore ure upwards of thirty alto-relievo statues of Yakshas and Yakshinis | Yakshis),
Devatas, and Naga Rajas, one hall of which are inscribed with their names.  We thus see that the
Fuarriianshi of the north gate wis entrusted to Kuvera, King of the Yakshar, agreeably to the teach-
ng of the Buddhist and Brahmanical cosmogonies.  And similarly we find that the other gates were
confided to Devas and the Naga.

* The representations of aninals and trees ure also very mumérous, and some of them are I
culurly spirited and characteristic. OF other objects there wre hoats, horse-chariots, and bullock-
“ntu tlmi-:r!ts w;ml kinds of musical instruments, and & great varlety of flags, standards, and other
symbols of royalty,

About one half of the full medallions of he rail-bars and the whole of the half-medailions of the
pillars are filled with Gowered ormaments of singular beauty and delicacy of execution,™

‘The medallions on the rail-bars and the half-medallions on the pillars are
filled with 2 wonderful va.ru?r of bas-relief subjects (Pls. 12B, 14). The comic
monkey scenes collected in Cunningham's Plate XXX111 display a lively sense of
humour, freedom of fancy, and clever drawin They must, of course, like
all the early bas-reliefs, be judged as pictures drawn on stone, rather than as
sculpture. ~ The rollicking humour and liberty of fancy unchecked by ngid
canons, while alien to the transcendental philosophy and ascetic ideals of the
Brahmans, are thoroughly in accordance with the spirit of Buddhism, which, as a
practical religion, does not siress the spiritual to the extinction of human and
"l Ard,, vol, ,.237, sho I8 ., vol, B arounti. 11 Ie poaible i) i
p.ﬁl:.t,l:'_ﬂ. xi-??’._fﬂﬂ? MRG0, F{émlﬂlﬁdﬁh i batly scripis iﬂd;:?entnidmbﬂ
* Whitever ls u:j:' i, the we of Kharoshtl was not  mukt st any maie qualily any statement,

ify
HEcoRsnT 10 fthe oorth-west.  Asoka’s ipscri ¥ Cunningham, The Stapa of Blaefius (1879, 5, It
mmmgnmmdmmﬂmpummmumnﬁ AP
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Fart 11 SCULPTURE 3

animal happiness. Everything seems to indicate that India was a much happier
land in the days w!}m‘Buddhr.sm flourished than it has ever been since. The first
medallion selected for illustration is a very funny picture of a tooth being extracted
from a man's jaw by an nl%;:lcant pulling & gigantic forceps, and the second is
nearly equally humorous. stories alluded to are presumably of the Jataka
class (Plate 14A) (A 7). The spontaneity of the wark vouches for the popularity
of the tradition, stories that must have been on every child's lips.

PL. 15B gives a characteristic and well-preserved specimen of the bas-reliefs on
the coping. The large fruit is that of the jack (Artocarpus integrifolia), and the
deer are the spotted hog-deer kind (Axis c{:nm‘mﬂ . The artists who could desien
and execute such pictures in hard sandstone had no small skill. Mr. Havell
observes that the technique is that of the wood-carver. The Chulakoka (Cunnin-
gham, Plate XXIII, 3) sculpture is especially interesting as the earliest extant
example of the woman and tree motive (Plate 13B).' One of the best statues
is that of the Yakshi Sudursana (P1. 13A) which exhibits & good knowledge of the
human form and marked skill in the modelling of the hif—f in a difficult position.?

The large alto-rélievo images of minor deities on the pillars (Plate 13A, B und €)
vary much in execution.

Besnagar offers an excellent example of a sculptured railing of the same type
and style as Bharhut.' The coping-stone is adorned with a frieze representing
a religious procession, with elephants, horses, &c., divided into compartments by
the graceful sinuosities of a lotus stem. The pillars exhibited various scenes in
panels and on the cross rails elegant lotuses are carved,

A better-known example is the often deseribed railing at Bodh-Gaya, which
used to be called “the Asoka railing’, but is stylistically later than Bharhut, though
earlier than Sanchi. Thirty pieces have been found, evidently belonging to two
distinct structures, some pieces being of granite and others of sandstone. All
are similar in style, irrespective of material,

Most of the subjects are treated in low relief. Those on the coping are purely
fanciful: those on the panels and medallions include weird centaurs, winged beasts,
domestic animals, sacred trees, and sundry scenes of human life, all no doubt
significant and readily intelligible to ancient Buddhists versed in the legends of
their soriptures and traditions, but now difficult of interpretation.. Most of the
more interesting sculptures have been published more than once; a few are here
reproduced from photographs. They are simply pictures in stone, and should
be criticized as drawings slightly in relief rather than from the point of view of a
sculptor. They exhibit a lively fancy, considerable skill in drawing, and much
neatness of execution; both conception and execution are purely Indian.

In Plate 9 (of previous edition] is shown a part of an animal frieze on the coping,
very similar 1o what we shall meet luter at Amaravati. Fig. A gives an interesting
picture of an early Buddhist chapel enshrining the symbol of the preaching of the
Law.* Images of Buddha still do not occur, The facade, with its curved roof,
exactly illustrates the origin of the architecture of the western cave-temples, and
their wooden prototypes. A frieze on the coping pictures queer fish-tailed
t soverid times at Bharhot, ¥ Commingham, A:ui‘i j%' vol, &, p. 38, PL XIIL

Ropoated
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monsters, which recall many forms in Hellenistic art familiar in variant shapes
to Asiatic art from very remote times (PL 16D). _ ;

The series of illustrations may be closed by two purely naturalistic pictures
—an excellent buffalo (PL 17B), and a husband and wife seated together (PL 16E).
The treatment of the lotus is excellent. It is the most characteristic and universal
of all Indian art motives. Infinile variety in the treatment of the conventionalized
flower is exhibited in the minute details both at Bodh-Gaya and elsewhere.’

Plate 16A is equally instructive concerning the practice of the early Buddhist
cult. This sacﬂ Lree, surrounded by a plain railing, square in plan, is an example
of the many shrines of Chaityas of ancient India, another example being the
Deer-and-Lions-Lying-down-together Chaitya of the Bharhut coping-stone:
the latter is of special interest for it does not seem to be Buddhist in origin and
may represent the survivil of a pre-Buddhist cult? .

The remaining figures illustrate various fantastical hybrid creatures (Plate 16C),
winged lions and oxen, a centaur (Plate 17TA), & horse-headed female or kinnara
(Plate 16B), and a frieze of the fish-tailed monsters common at Mathura and in
Gandhara. These are human-bodied and appear to be hall-naga, half-makara.
These strange beasts have a debatuble origin. The Naga or snake-godling is
usually represented with his snake-hood, but in the Jatakas a s
to be able to cast off this stigma and is then only to be known by his mﬁ?ﬁ
These lesser divinities are by birth Indian and native in the earliest folklore and
sculpture. The makara, too, whose scrolled tail is used so magnificently to form
the volutes of the architraves of rforanmas at Bharhut, Sanchi, and Mathura, is
also well founded traditionally. These with the kinnaris or half-bird musicians
and the horse-headed kinparas may be classed together as gandharvas or lésser
heavenly beings.® They are as types paralleled with several other motives of early
Indian art in the sculpture of West Asia, Assyria, and Persia. The bell and fricze
design of the Bharhut cnl]'x:-smnc and its upper pyramid and lotus band are among
these, and also, the bell capital surmounted Ey amimal groups. Whatever the
distant sources of these motives may be, their treatment at Bharhut, Bodh-Gaya,
and Sanchy, is wholly Indian. As has been said many of them spring directly
from the soil,

The Bharhut sculptures, having escaped the destructive zeal of Muhammadan
iconoclasts by reason of their situation in an out-of-the-way region, lay safely
hidden under 2 thick veil of jungle until a century ago, when the establishment of
general peace and the spread of cultivation stimulated the local rustics to construct
substantial houses from the spoils of the old monuments for which they cared
nothing. The extensive group of early Buddhist buildings at and near Sanchi
in the Bhopal State similarly evaded demolition because it lay out of the path of
the armies of Islam. Alithough the monuments of Sanchi have not suffered as
much as those of Bharhut from the ravages of the village builder, théy have not
wholly escaped injury. During the first half of the nineteenth century much
damage was done by the ill-advised curiosity of amateur archaeologists. Now,
however, the authorities concerned are fully alive to their responsibility, and

' Vincent SmitH sccopid the West Anlitic in of these VIILXI: wol. 1, Pis XXVEXXX: and Mahabodhl:
ot bul they have close paraliels in 1 legend = imlala Mitra, Budfia Gaya, - e
:r; Maxzrs i uﬁuhrdlgrmuim?lm - : dﬁufﬂmr J’H;ﬁu. p. 31,

'Of BUTTETOUS wings sculplures o Bodh- 4 Rurgess nweslel, Backdhir Aer i vl !
Gayn railing =& Cupninghiany, A, ;ll'ﬁ, wvol, i, Pls, VI Al



A, Pans of Trieze on rovena beam, Maithurp,  (1si Cont. BC Pre-Kmban periind),
By Cosrtdsy of I, Fihree)

B. Tablet wilhi reliof saddplure ol & Jain | st
iMathorn, Isi Ceni. AD. Early HKushan period).

(apyripht by Areloaelopical Masesm, Mathurd)

PFLATE 31



imdrip ey ke gy i
(Popad dengeg “oyg ey 15[ 0E])  CIUNASIY

gl ot

_.:__.w...:_._. 4 3 J .Y ‘ el V) mmasn ¥ . tod)
LT RO AU TTTTTTES 1 M s - Wilpal w EYYEATE 10 wondiom) i




A. Fali Khero ‘block, froml group.  Muthom Museom. | Bacchamsliam
scene. 1si=-2od Ceni ALD, Kushan period),

s W
A "'J

B, Kuveri. Mathurs Museom, (Medievil €. Bodhisative,  from D, Standing Bodhisattvi, lrom Mahali, near Matliaea

perund § Mathura, Indian Muscum, Iodd. Cenn A DD, Kushan perind
(2od Cenl. A.D, Kushan
period}

PLATE 33



A P Yakshie: Indian Museum. (20d Cent. AD
Kuihan perind)

C. A Bodhisapve, from Kutm., Mothura Museum,  Ond Cent.
AD.  Kushan period)

Wopwright by Depirtoent of  Archavology, Govermment af i)

i W ED = (AL OEE 7Y
e eEcEed | P R SRR EEEE mal
i s S B LAl S L S e —

e L S TR ———

B Female, hall back - view

Misthura Muscum, {1a-Ind Cenl 0. - Colossal hesid of the Baddhg
A, Kushan peried) A D

84 | . 1 brd Cem
Kushin-Gupta tramition perod

PLATE 3



Part 11 SCULPTURE 1

everything possible is being done to conserve the local memorials of India’s ancient
greatness. Sanchi to-day is a triumph of archaeological restoration.

The importance of Sanchi in the history of Indian art rests chiefly upon the Chronology.
four wonderful gateways forming the entrances to the procession path between
the stupa (Plates 18 and 19) and the surrounding railing. ~ A key to the chronolo
ol the site t_i_lpmvidsd by the Asoka columm which stands to the right of the Sout
m}'. e Mauryan level is marked by a floor of pounded earth and clay.

other levels or floors appear over 1, the topmost being lime-plastered.
Above all is the pavement of large slabs comtemporary with l%a stupa railing,
This is a perfectly plain copy of a wooden post and rail fence and may be dated
in the latter half of the second century B.C., since there is 4 feet between the upper
pavement and the Mauryan level, which could hardly have accumulated in less
than a century, ——

The four gateways, which are additions to the original railing, fall artistically The four
into pairs, the East and West gates, showing a slight development in modelling gateways,
and the use of light and shade. A little more than fifty years may have _ﬂiapsci
between their execution, the end of the first century B.C. being accepted as a general
date for all four. The Southern gateway was prostrate when visited by Captain
Fellin 1819. The Western gaie collapsed between 1860 and 1880, but the Northern
and Eastern gates have never fallen,  All have undergone thorough repairs durin
recent years under the able direction of Sir John Marshall, the Director-Genera
of Archacology in India. Sanchi has taken on a new lease of life and beauty in
his hands, the more important remains of this huge site being carefully and exactly
restored and preserved.

The Sanchi gateways, or foranas, stand 34 feet high, and are all substantially Construction

alike, while differing much in detail: of the

leways,
“Two massive square pillars, one on elther side, 14 feet high, forming #s it were the gate-posts, = L
support an ornamentul superstructure of three slightly arched stone beams or architraves placed
horizontally, one sbove the other, wilh spuces between them,  The topmost beam of cach gate was
surmounnted by the sacred wheel flanked by attendants and the trivule emblem,
_"The faces, back and front, of the beams and pillsrs are crowded with panels of sculpture in bas-
relief representing scenes n the life of Buddha, domestic and silvan scemes, processions,
sieges, ndomtion of trees and topes, and groups of ordinary and extraordinary animals, among which
are winged bulls and lions of a Perdepolitan type and hormed animals with human faces,"

Plate 19, representing the Eastern gateway, will enable the reader to appreciate Exeent of
the wealth of omament lavished on the [our monuments, The same gateway sculptures.
may be further studied by the aid of full-sized casts supplied to the Yictoria and
Albert Museum, South Kensington, and other institutions, some of which, how-
ever, do not exhibit the casts. Numerous illustrations, more or less accurate and
satisfactory, will be found in the works of Fergusson, Maisey, Cunningham,
and other writers on Indian archacology, the best of all being the official handbook
issued by the Archaeological Survey.” In January and February 1901, Mr. H.
Cousens succeeded in photographing the whole mass of sculg:lnm on 225 negatives
to & uniform scale of one-gighth, but so far little use has made of the huge

ly of material thus accumulated. The preparation of a full descriptive and
critical monograph would be an arduous undertaking, and the work would pro-
bably fill suverﬂqurg: quartos (A 8).

" Cousena, Frogr. LA 8. Werterm Fadis. (or yeaxr 3 Cunde o Saochi, also gee A 5. Reporr, 1913-14, and
ending 30 June I‘Eﬂﬂ:ppm- 4 Foucher, Begimsigy of Buddhiss Ary.



Capitals of
the southern
EOTC-POsIs.

Other
eapliali.

Subjects all
Buddhist,

Worship by
the whole
creation.

34 THE EARLY PERIOD Chap. 111

All critics are agreed that the gateways were built in pairs and that the southern

teway is one of the earliest of the four. The capitals of its gate-posts are formed

y four lions seated back to back, ‘indifferently carved’, and of the same tgrpz_as
those on Asoka’s inscribed pillar already noticed (ante). The marked decline
in skill demonstrated by the contrast between the lions on the gate-post and those
on the inscribed pillar is surprising considering the shortness of the interval of
time, about a century (A 9), between the two compositions, or rather the essential
difference between the Mauryan and the ancient Indian school. The difference
is most easily verified by comparing the treatment of the lions' paws on the gate-post
capital (Maisey, Plate XTX) and of the same members on the capital of the inseribed
pillar, or the similar Sarnath pillar, The paws of the early Asokan sculptures
are correctly modelled with four large front claws and one small hind claw, the
muscles also being realistically reproduced. In the later work five large claws,
all in front, are given to the paws, and the muscles are indicated by some strajght
channels running up and down in a purely abstract manner.'

The cai[;_limls of the gate-posts of the northern gateway exhibit four elephants
standing back to back, and carrying riders. Those of the eastern gateway (Plate 19)
are similar. On the capitals of the latest gateway, the western, four hideous
dwarfs, clumsily sculptured, take the place of the ¢lephants or lions (Plate 18B).*
[Similar dwarfs are seen on the gateway of Stupa No. 3.

All the Sanchi sculptures, like the Ajanta paintings, deal with Buddhist subjects.
IT a composition seems in our eyes to be purely secular, that is only because we
do not understand ifs meaning. Genre picturcs, whether in paint or bas-relief.
do not exist in the ancient art of India. The main object of the artist was to illis-
trate his Bible, and if, perchance, the illustration could be made into s pretty
picture, so much the better; but anyhow, the sacred story must be told.

In addition to his desire to tell -':xlifyinlg stories in @ manner readily intelligible
to the eyes of the faithful, the old artist clearly was dominated by the feeling that
he was bound to impress on all beholders the lesson that the dead Teacher, the
last and greatest of the long line of Buddhas, had won and continually received the
willing hbmﬁ: of the whole creation — of men, women, and children, of the host
of heaven, the water-sprites, and the demons —nay, cven of the monsters of
romance and the dumb animals. And so, in all the ancient Buddhist art, whether
at Sanchi or elsewhere, weird winged figures hovering in the air, snake-headed
or fish-tailed monsters emerging from caverns Or haunting the deep, offer
their silent homage to the Lord of all, and the monkeys bow down in adoration
before the Master who had turned the wheel of the Law and set it rolling through
the world. The early artists did not dare 1o portray his bodily form, which had
forever vanished, being content to attest his spiritual presence by silent b?'mbols —
the footprints, the empty chair, and so forth.' But, whether the Master was
imaged or symbolized, the notion of his adoration by all creation was continually
present in the minds of the artists and influenced ‘their selection of decorative

' Vincent Smuth quotes Coommrsswamy's Aims of Infian  dissolution of the body,’ opd the end of Il lite, palthor
. o tasi ¥t i Sutt.

Art, po 14, and ptwies Ly the naturalistic note shall aee him® {Brabe Satta, tramil
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F Theme dwarfs hove alresdy sppesred an Adlinis ot ubeence of invigs & from &rly tadion ari does
Ahnrhut. pot imply thet images of the Hindu gods were then g
' The outwand form, Brethre nfhmﬂmhnthnmllhulmnnlﬁmdmﬂmﬂmmm“
the mgh [W -tm:i:n e by :l~ns;:il wihiich mi:: = he iﬁ:ﬂ!}fm;n;yn & [Tnd, I,jnrmms-ul (1909
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Part Ul SCULPTURE 35

motives. Although concerned in the main with thoughts of religion and worship
they were not unmindful of beauty, which they often succeeded in attaining in
no small degree. '

In the early works, like those of Sanchi and Bharhut, the absence of images
of Buddha has the advantage of saving the stone pictures from the formal Sym-
metrical arrangements grouped round the central figure which often weary by
their monotonous iteration in Gandhara and at Amaravati.

In & general way, the style of the Sanchi reliefs resembles that of those at Bracket
Bharhut, compensation may be found in the elegant bracket figures, practically figure, &c.
statues in the round, which are a specially pleasing feature of Sanchi art. A good
example of such a figure is shown in Plate 19, It is a form of the Woman and
Tree motive. The beautiful decorative details of the pillar are worthy of careful
study (Plate 23A and B). No nation has surpassed the Indians in the variety
and delicacy of the floral designs enriching their sculptures and pictures.

Plates 20, 21, 22, 23 may be taken as being typical of the Sanchi reliefs. Plate Reliefs on
23A is from the inside of the left pillar of the East Gate.! At the bottom stands the Eest
the Yaksha guardian of the door in princely dress. His fellow stands opposite B**%¥-
him on the other pillar. They are comparable with the Bharhut Yakshas, but
the treatment of figure and ornament is considerably more rhythmic. The tree
in the background is a Bignonia and the devata holds one of its blossoms in his
right hand. The upper panel of Plate 23A represents the Buddha’s viclory over
the black snake and the conversion of Kasyapa at Uruvilva. The snake and the
flames of the conflict and the astonished Brahmans, some of whom are attempting
to fetch water, are all shown, but the figure of the triumphant Buddha is left to
the imagination. Below this scene the story of the conversion of Kasyapa is
continued and the incident of Buddha and the Brahman sacrifice is shown. ﬁ:nd
is being split and the preparations made, but the fire springs up and dies at the
Buddha's command. On the front of the same pillar the final incident of the
Buddha walking on the waters is told and the sequent visit to Rajagriha, !&ﬁ
Bimbisara being depicted as arriving at the gate of the city in his two-horsed
chariot. In one panel of Plate 23A is the Bodhi-tree Shrine already discussed.

Surveying the work of the Early Period (second century B.C.~ecarly first century Other early
A.D,) one recognizes certain distinctive common elements : the absence of the sculpturss.
Buddha figure; its replacement by certain simple symbols; and the popular
ﬂ'u.u.lity of the work, living oral tradition of which is indicated by the pre-

ominance of Jataka scenes cven over the scriptural;® the native technique which
treats cach story as a pictorial entity contained in a single panel or medallion, the
of the protagonist being repeated twice and three times according to the
demand of the drama (o be unfolded. At Sanchi, while the method of expo-
sition and the bulk of the decorative motives are the same as at Bharhut, the
canonical is very definitely tothe fore, and the technique has advanced considerably.
At Mathura and many other sites in India sculptures have been found which
belong to the Early Period. With regard fo these it is advisable to take Bharhut
and Sanchi as types of sub-periods and so arrive at the classification Early Period
I and Early Period II . ;

From Mathura come the reliefs shown in Plate 32B and D. These fragments Early

are respectively 1 foot 3 inches and | foot 4 inches in height. The turbans and sculpture at

! For u detalled dsussion of all these relicfs soe Foucher, *At Blarhol, eight Jarakar have been recognized, =t
Beginnimre of Buckifiive Arf,, p. 97, voli. viii and ix Sanchi only five.
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Jewellery and the general treatment of form and features are distinctly of the
Bharhut kind. Plate 31A is also of this period and is interesting because of
its - garland-bearers' and its three-tiered stpa.

sculpture in the most ancient cave-temples of Western India, at Bhaja
and Bedsa (Poona District), Pitalkhora (Khandesh District), and Kondane (Kola
District), offers little of aesthetic interest (A 10). The small five-celled hermitage
at Bhaja is perhaps the oldest. The cornice is supported by male figures used as
carytids, wearing waist-cloths, large turbans, ang much jewellery. The statnes
of the armed door-keepers are similarly clothed. They must be compared (o
[early] Sanchi rather than to Bharhut. "The ‘*horses and elephants bearing men
and women of bold execution’ of the Bedsa capitals are likewise post-Bharhut.
The sculpture at Karli, Kanheri, and Nasik is ail later than Sanchi and must be
compared to Kushan tvpes among which close similitudes are to be found.

The sandstone hills known as Khandagiri, Udayagiri, and Nilagiri, situated
in the Puri District, Orissa, a few miles from the Bhuvanesvar temples, are honey-
combed with Jain caves of various dates, probably covering a considerable period.
The local worship appears to have been devoted chiefly to the Tirthankara Parsva-
nath. The elaborate, but ugly and semibarbaric sculptures in the Rani Gunipha,
or Queen's Cave (Plate 24), are interpreted as representing @ procession in honour
of Pagﬁ}h This work 5 unskilled rather than primitive and is probably
post . .

At the Jayavijaya Cave on Udayagiri a female statue about 6 feet high, and
almost in the round, seems to be of early date and to possess considerable merit.
The goddess, or whoever the personage may be, is represented as leaning her
weight on the right leg, the left foot being bent in behind the right, so that the
toes touch the ground. In her right hand she holds uE‘au ubjnﬂ,sﬂmmmahly-a
flower, while the left forearm is bent horizontally across her waist. ¢ apparently
wears drawers, and is nude above the waist, in accordance with the fashion of
ancient India, maintained in the south until recent days. The head-dress is a

tar ribbed cap with long lappets. The features have been destroyed, The
orm is naturalistic and the pose easy.

! Suprareas and Efnmarar, Lv. Khandagn, Ami. Ry 4. 5., b, 19023, pp, 4042,

! Bixty-aix caves, viz. 44 on Uduyegini, 19 on Khandagini, The best nccount ol the caves b that by Baln Mgrm
on icription of King Klurusels Chakruvartl in Gas Pusi District (1908), Sce  also

in the Mahi Gomgia, o Elepham w ol ihe sscond Pwrsnu:&ﬂm. aof India amd Eastern Architeetiore, 20 e

CERTry m.C., hﬂnﬂgm&plr daisd, i formetly & (910§, IL pp. %18

; 10, p.-242). See Imp. Gz (|906),
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NOTES TO CHAPTER THREE
ungs rule extended lrom ciren 185 B.C. 1o 75 B.C.

e

it tovk about 60 years for completion {Lalit Kald, Nos. 3 & 4).

sculpture ut Bhaja (PL 258 und C) also belongs to the 20d century B.C.
The P m Yuksha though made in Chunar stone and smoothly finished has no trace of the
Hu‘lﬂntn : %h I:;nét. It belongs to the early Sunga period and can be dated approximately to the

A number of polossnl Yakshs and Yakshi sculptures are now known. They have been found in
different parts of the country, They all appesr to bélong to the 2nd and st centuries B.C.

A few tures from Bharhut did remain at the site and are now housed in the Allahabad

Museum (PL 130) while # few fragments are in the Prince of Wales Museum. Plate 13D represents
& group of acrobats.

e a&umr the panels have been indentificd with Jamka stories or incidents from the life
o .

A magnificent publication on Sanchi by Sir John Marshall, in three volumes, has now been |ssued.
The seenes have been identified therein by M. Foucher. _

. The interval of time s 4 period of two centuries.  OF course there s esrlier and later work at
Sanchi. The earlier style is typified by PL 20A and Pl. 218, Foh:bly late 2nd century B.C.

Though the early sculpturc of the Western India cave temples is nowhere so prolific as at Bharkut,
Sanchi, Mathurs and Amuatavati, it is of high importance m the study of early Indian sculﬂum and
particularly in the study of the plastic an of the Krishna Valley during Satavahans rule. The earfiest
relicls are those at Bhaju (Pl. 258 and C) usually identified a1 Indra and Surya though this identi-
fication has been doubied. The sculprure at Bhaja can in several respects be likened to Sungu st
such us PL. 20A of the early period of Sanchi, and may be dated round about 100 B.C. or even earlier.
Its eastern counlerpart can be seen in the slightly latter sculpture of Jagyapetta where one finds similar
elongation of Ggures and low selief, The sculptures of the Karle Chaitya belong to the period 40 A_D
to 100°A.D. and the Mithuna couples on its facade are amongst the finest creations of Indian art.
An exact chronology of the early scolpture of the Western Caves has yet 10 be worked out, but in

eral they cover the period eirca 100 B.C, (Bhaja) to the second half of the 2nd century A.D.(Kanheri).

ecently some very fine carly sculptures have been brought to light at Pitalkhora, not far from Ajarita.

g

date of the Karle Chaityn can be fixed wirh reasonable ceftainty belween 40 and 100 4.0,

> >
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Chapter Four
MATHURA AND AMARAVATI
Part 1. THE KUSHAN PERIOD (A 1)

ATHURA is the chief find-spot of Kushan sculpture and, since it is linked
directly to Bharhut and Sanchi by many works from its studios which
clearly belong to the Ea:l[y Period of Indian sculpture, it is advisable

to discuss the Kushan sculpture of this site by itself, apart from Gandharan art
and questions of foreign influence,

The chronology of the Kushan dynasty is still unsettled, and decisive proof
1s lacking of any one of the m:mly rival theories on the subject. Six swerai_}ﬁ:s
of the dynasty are of importance for the history of India and of Indian art. The
first two are most conveniently cited as Kadphises 1 and 11,  The next four kirllfs,
Kanishka, Vasishka, Huvishka, and Vasudeva I, certainly reigned in that order
for & century in round numbers.! As a working hypothesis | revert to Professor
Oldenberg’s old theory, and assume that Kanishka (Plate 39A) came to the throne
in A.D. 78 (A2). Thus the first and second centuries after Christ are approximately
filled by the rule of the leading kings of the dynasty.”

In the carly centuries of the Christian ern Mathura on the Jumna, a city of
immemorial antiquity, and prosperous to this day in spite of many disasters,
was sacred in the eyes of the adherents of all the three indigenous Indian religions
— Jainism, Buddhism, and Brahmanical Hinduism. The abundant supply of
excellent red sandstone at Rupbas and other quarries in the neighbourhood
favoured the development of an active school of sculptors, whose wnrkahr?'gs

e

supplied all parts of Northern India with idols, much as Jaipur does now,
cragsmr.n, of course, were pre to supply whatever was wanted by their
patrons of any religion. The c r of the local stone is so distinct that the

roducts of the Mathura studios arc ecasily recognized wherever they may be
ound.” Wealthy worshi(p’pcrs did not hesitate to undertake the cost of transport-
ing heavy, even colossal, statues for hundreds of miles.

Sarnath, like Mathura, was holy ground to the Jains as well as the Buddhists,
and is connected with Mathura and declared a Kushan site of importance by
finds of fine sculptures of red Mathura sandstone inscribed in the Kushan era
(A 3), lIts richly adorned buildings, crowded with sculpture, were involved in
common ruin by the violence of the fierce hosts of Islam at the close of the twelfth
century. The Brahmanical Hindus lavished their devotion on the neighbouring
city of Benares, and shared the misfortunes of their rivals. The sculptors of
Sarnath ordinarily used the excellent pale sandstone from the quarries of Chunar
in the Mirzapur District, which had supplied the blocks for Asoka’s pillars. But,
as already observed, wealthy donors sométimes preferred to import red sandstone
images from Mathura. During the last few years much progress has been made
in unearthing the buried treasures of Sarnath, but much more remains to be found,
' Imacribed pillar of Maharmn Shahi Vasishke, dated by the Koushon Penod, wioch he apgillex to everything up
in Jh year (Mathura Museum, Q. 13, Catel, p. 189). 10 the Gupiss (c. AD. 320), Including Amaravati, 1y

i i uvi aiiic clissi
i B o i Yo g Mo R s S s S i

Huvishks sscoseded (o the empire on Kannhka * Vindhyan sandstone, homever, ofieg | inpe
du:ihubmn A 123 ; fistakes have occurred where the trhhn:e :ﬁrﬁ Iul.:::u

* Vincent Smith pun forward o dymaetlc cheonology of  lus been set above that of the style. expecially wiih
fodian Art His Sunga Period (Sanchi) is thus followed to medicval sculptures. by with regand
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Racchanalion scene on pedestal of bowl, from Mahull, nesr Mathora,  2nd Cent. AD. Koshan period,

(Copyrgphe by Departement of  Archocodoey. Government of  Irdia)
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Several statiies of Bodhisattvas, executed in the round on a large scale, are almost
identical with the Mathura specimen reproduced above (Plate 33C), and one
of these is dated in the third year of the reign of Kanishka, which may be regarded
provisionally as equivalent to A.D. 80. The Kushan age of such works is thus
definitely determined. Halos, when present, are plain, not highly decorated as
m the Gupta period (A 4{.

A finely executed bas-relief, which once decorated a doorway and exhibits
artistic lotus and vine patterns, besides a picture of an elephant worshipping
& stupa, 18 quite in the Mathura style, and may be assigned with some confidence
(o the first century of the Christian era.' The style of the Samath works is so
closely related to that of Mathura that illustrations may be dispensed with,

As at Bharhut and Sanchi the earlier sculptures at Mathura are derived from
stupas. Many of them are pre-Kushan and may be directly compared to Bharhut
and Sgnchi as belonging to the early period. The Lonasoblika votive-tablet
(A 5) shown in Plate 31B may be taken as illustrating the Mathura stupas, of
which none have escaped the hand of the iconoclast. It must be referred to
Kushan times, however, being distinguished from the latest work of the Early
School (Sarichy) by its three superimposed tiers, the form of its corner pillars, and
the stylized representation of the octagonal railing pillars, as well as by the freer
treatment of the flying spirit-host.

This ‘tablet of homage’, with a relief sculpture of a Jain stupa (2 feet 4 inches
high, 1 foot 97 inches wide), now in the Mathura Museum, was found embedded
in a wall near the Holi gate, but is said to have come from a field near the village
of Maholi. It was dedicated by a certain courtesan named Lonasobhika to the
Arahar Vardhamana or Mahavira. and gives a good picture of an ancient Jain
Stupa, which was constructed and decorated on exactly the same lines as the
Buddhist edifices of & similir kind. In this case the building depicted stood on a
high plinth, and was approached by nine steps, leading to a forana gateway of the
Sanchi type, with & garland hanging from it. The stupe was surrounded by a

lin railing, and two similar raili:prﬁmm carried round the drum:. The posturing
emales are immistakably nude. side columns are of the so-called Persepolitan
type and bear the Wheel and Lion.?

ot only are certain of the Mathura sculptures (Plates 31A, 32B and D, 34C)
definitely comparable to Bharhut and Sanchi, but it is evident that the tradition
was never broken, Kushan sculpture sprinﬁg directly from the older school.
As has been said, most of these sculptures as their function the adornment
of Jain or Buddhist siupas and consist chiefly of railing pillars and medallions.
Many of the ancient motives are preserved such as the bull of Plate 35E and the
fish-clephant (Makara) of Plate 35F. The bracket figure in Plate 35C is a develop-
ment of the “Woman and Tree' motive used for the same structural purpose as at
Sanchi. Here the rendering is a little more schematic and architectural but much
of the bold sinuous freedom of the East Gateway nymphs is preserved. The
work of this period shows an increasing schematic and patterned quality (Plate
35D) well illustrated in the knotted foliage of Plate 35B. This delicate abstract
treatment of foliage, suggesting the half unfurled leaves of the vine, was afterwards
used with great effect in the doorways of Gupta shrines.

Reliefl of
a Jain stipin.

Early
sculpture gi
Mathurs.

The excavations at Mathura have yielded numerous specimens of pillars of Sculptures

| Sse Auw. A8 T, pp. 55104,
' The ],l:'lucf;r'ﬂphﬁ:il dates quoted in V. Smith's Juin Sipo cammot be pocepred.

on railings,




A Bodhisattva.
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stone railings associated with stupas, both Jain and Buddhist. Most of the
Buddhist ones were found on the site of Huvishka's monastery in the Old Jail or
Jamalpur mound, now entircly removed. The Jain speciméns came from the
Kankali mound, which included the remains of an early sfupa and two temples.
The pillars have high-reliel statuettes, usually of females (Plates 32C, 34B, 36A.
B and D, 39C), on the front, and other panelled scenes one above the other, or
floral patterns on the back.

Plate 35A represents a Jain rmiling pillar on which is carved a ¥akshi in the
conventional Woman and Tree pose. Her beaded belt, heavy ear-rings and
anklets are interesting and typical of the period. The sword she holds is of the
ancient Indian kind which was still in use in Mughal and Maharatta days. Such
rather immodest females adorning many of the pillars were smed by Cunning-
ham to be dancing-girls, an opinion certainly erroneous. i rather,
as argued by Dr. Vogel, to belong to the Yakshi class, like the similar fi of
the Bharhut railing. Some of the figures seem to be naked, but in o the
apparent nudity is merely an artistic convention, the female drapery being treated
schematically by flowing incised lines, This treatment of drapery persists through-
out Indian art, and is radically different from the deeply undercut naturalistic
dr&m of certain Gandharan work.

Plate 32C represents a variant of the common Woman and Tree motive. The
female stands on a prostrate dwarf, a male Yakshe, The pose, as in many other
cases, is easy and graceful. A sculpture in Calcutta shows two females together,
under a tree (Plate 34A). A pillar in the Mathura Museum (Plate 34B) presents
a hall-back view of a female. The unusual attitudes shown in Plate 36A and B
are treated much more skilfully, the first being obviously a dancing . The
male figure, seemingly of a soldier, in Plate 36C is T(im exceptional anr] effectively
designed. A well-executed Sculrmm in the Indian Museum (Plate 36E) represents
a youth riding a conventional lion.?

There is a dearth of.photagmrtﬁ of the ma‘fﬂﬁccnl sculptures in the Mathura
Museum and an illustrated catalogue is urgently needed.

A seated Bodhisattva (Plate 34C) in the Mathura Museum (A 6), bearing a
dedicatory inscription, “for the welfa.rean&‘bl;?:mess of all beings’, is of special
interest as exhibiting the saint seated in the itional yogi attitude, which became
general subsequently, with his right shoulder bare, and the right hand raised in
Abhaya Mudra! The drapery is excessively formal in its folds, though the modsl-
ling of the figure is very suavely accos‘;-;]a.ljshﬂd. The two flying spirits are early
examples of 2 motive common in the sculpture and painting of later periods. The
formal portrayal of their scarves and the knotted waist-clothes of the other two
attendant figures is typical of Kushan work. Thelushnisha or skull-protuberance
is aunpol'y represented in a unique manner which must be accepted as the primitive
form this divine sign of Buddhahood, afterwards influenced by Gandharan
forms. The figure is a Bodhisattva in the inscription, although he is seated
underncuth the Bodhi-iree and wears the orthodox costume of the Buddha, The
tree is the Pipal [ ficus religiosa), the proper tree of Gautama.

' Marshull, Yavila, Pl. XXIL Mlhmugbnﬁmammﬁmumd, N s of

ogel describes 4 sttrihiied to this D Polycephalic jmage which <n be
teft handd resting o6 his hip (Mathura Museum, E 12, *In the Kushun period the hand in this Mudre ls 1t
Catul, p. 108), which evidenily had three heads, of which n bloc with the shoilder. The Abbaya ix the sl
that on the proper right has been lost,  The atyle indicates  Miudra, both af Mathurs and Amaravail
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This sculpture closely corresponds to the Anyor Buddha [Mathura ‘Museum,
No. A 2], and is typical of the middle Kushan period 1o which the bulk of Mathura
sculpture belongs.

standing Buddhz of the Mathura school found at Sarnath, mentioned
above, is the carliest dated Buddha-figure, being inscribed in the Kushan third
year, It may be compared to a Boﬁ:isanm in the Indian Museum, Calcutta
(Plate 33C). In the Sarnath sculpture the wshmisha seems to have been inset
m the head by means of @ tenon or mortice. It is interesting to note how naively
this divine excrescence is treated by the sculptors who first dared to portray the
Buddha in stone; quite different is the sophisticated attempt at disguisement
of the Graeco-Buddhist tradition. The treatment of drapery and jewellery in
these Kushan Buddhas and Bodhisattvas (Plate 33D) is purely Indian. How-
ever, # distinet type of Buddha-figure is to be found at Mathura, which approaches
the Gandharan image in its treatment of the clothing and ifs drapery. Most of
these figures appear to belong to the later reigns ufg the dynasty, They have a
certain clumsiness about them that suggests foreign influence (A 7).

Among the Mathura sculptures of the Kushan period is a rather anomalous
group which is usually considered to be the result of foreign influence. The
technique of these sculptures is one with that of the purely Indian sculptures
already discussed. The treatment of the figure is easy and naturalistic, althou
somewhat heavy and lacking in rhythm when compared to Bharhut and Sanchi
The drapery is somewhat markedly less stylistic than that of the carly Buddhas
and Bodhisartvas. The foliage backgrounds are also absolutely according to the
Indian tradition. However, the subjects of this group of sculptures do not seem
to be either Jain or Buddhist.

The much discussed group, usually described as ‘Herakles and the Nemean
Lion’, was discovered by Cunningham serving a lowly purpose as the side of a
cattle-trough and is now in the Indian Museum, Calcutta. It is 2 feet 5 inches
high. The hero grasps the beast with his [eft arm and presumably threatencd it with
a ¢lub in the missing left hand. He is nude, exmrt for a skin hung behind his back,
and fastened by the paws round the neck. The lion with stylized mane is typically
Indian,; like the lions supporting Kushan thrones. The naturalistic, full modelling
of the figure has been considered to be the result of Greek reminiscences,'

The Herakles-and-Lion motive is of great antiquity, going back to Assyrian
art, which represented Gistubar, the *Assyrian Hercules’, clubbing and strangli
& Hon in the same way.® This Indian version is usually dubbed Hellenistic wit
an airy indication of Western Asia as the source of the foreign influence.

A eertain group of sculptures from Mathura (A R) or its neighbourhood (Plates
33A, 38), ailgi!:a ing with strong drink and intoxication, which may be classed
together as ‘Bacchanalian’, have excited much interest and discussion, in spite of
wﬁ'lh their mterpretation is still far from clear. The supposed Greek character
of these sculptures, when first discovered, was much exaggerated by the early
commentators, - As with the Herakles and most examples of Western influence
i Indian art this ‘Greek character” is difficult to define.

% E:{; W oM, 17, L M., Caloatts - Anderson, Maspero, Ancient Egyps and Assyein (trans. 1892), p. 302,
24 e i, o Q. Rt 1 4.5 B, Hellenai soou et e . GanilatsScubaes

Ip i A u

Bonami, Nemevek and its Paluces, 2nd. od T, 136, Fig. 36;  Hindu, por Juin.

, 190, Sce Cunningham, 4. 5. Rep, vol. Fig. 152,
PL Ivl, 7 163, Pl thele subjects re clearly Indisn though neither Buddhin,
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influénee,
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The block discovered in 1836 by Colonel Stacy at Mathura and now marked M. 1
in the Indian Museum, Calcutta, was at first supposed 1o represent Silenus, and
so became known as the *Stacy Silenus’. But everybody now acknowledges that
the subject is Indian, whether the sculptor was influenced by the Silenus model
or not. The stone is 3 feet § inches hi%:.‘s feet broad, and | foot 4 inches thick,
with a circular basin on the top 16 inches in diameter and 8 in depth, seemingly
intended to serve as the socket for a column. Both this block and its r?hm.
to be described presently, were carved on back as well as front, and were evi ently
designed to be viewed from both directions. Apparently they were the bases
of columns, which stood at an entrance. or entrances. But the difference of
dimensions suggests that the two blocks may have belonged to distinct buildings,

The front group comprises four persons in two pairs, each consisting of # man
and woman ing under an asoka tree in flower. The stout man on the right
has his lefl arm round the waist of his female companion, who holds his right
hand in hers, thus giving him the sup rendered necessary by his intoxicated
condition, due to the liquor, pots of which stand on the ground.” The couple on
the left stand facing, in attitudes apparently indifferent. but their countenances
have been destroyed, so that their expression is lost. Traces of chaplets may be
discerned on the heads of all.

The recling man wears nothing except a pair of short bathing-drawers, and

a scarf or cloak ing behind his back and fastened round his neck by a knot.
The slighter and perfectly sober man on the left is decently dressed in long drawers
extending to his ankles, and a close-fitting tunic reaching below his knees. Both
of the women are clad in a short tunic coming down a little below the waist, and
possibly also in a long skirt, Each holds a piece of loose drapery, worn as a
scarf, across her legs. The woman on the left has it thrown over her left arm in
the fashion adopted by some of the Gandhara Bodhisattyas. Both women are
adomed with heavy Indian anklets, armlets, and collars.
. The reverse group, much mutilated, comprises five figures, of whom the principal
is 2 fa elderly man sitting on a stone seat with his left leg tucked up, and so drunk
that hgghas loMﬂeﬂ on his left side by a man and a boy, and on his right
by a woman d ike the females in the front group. The drunkard does not
wear drawers like the merry fellow i that composition, but has a waisicloth
loosely fastened. 1n style both reliefs arc similar, the modelling being life-like,
and the action clearly expressed.

The companion block of nearly the same dimensions, but somehwat larger,
was discovered many vears later the late Mr. F, S. Growse at Pali Khera,
a suburb of modemn l\{gnhura incl within the limits of the ancient city. The
reverse group, exhibiting the effects of deep potations, being almost identical
with the reverse of the Stacy block, need not be further described. The front
group, however, differs from its companion. Five figures under an asoka tree
again appear. The principal is a fat man, seemingly nude, seated with his left
leg tucked up, on a low heap of stones laid in courses, m the copventional manner
usually used to indicate mountain-heights, He is drinking from a noggin, appa-
rently of wood, which a male attendant is ready to replenish. The pr mngs
are watched by another man, a woman, and a small boy (Plate 33A),

Two other analian groups, found among the sculptures in the Mathura
Museum by Dr. Vogel and described by him, throw welcome light upon the date
and meaning of the earlier discoveries described above. One of groups,
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| Toot 2 inches high (Plate 33B), represents a corpulent, coarse-looking man,
apparently nude, squatted, and holding in his right hand a cup, which a female
attendant is about to fll from a jar. His left hand grasps & long object, presumed
to be # money-bag, This last attribute and the physique of the obese drinker
permit of little doubt that the personage represented is Kuvers, the god of riches,
whose podgy form has become familiar from the many images collected of late
years in connexion with Buddhist monasteries from the Punjab to Ceylon. This
mure, however, 1s medieval and closely corresponds to another of reddish

on¢, probably of Mathura workmanship, found at Osia. Rajputana.’
Kuvera (also called Vaisravana and Jambhala) was king of the Yaksha demi-ﬁsds
or spriles, and forms of his effigy are closely related to certain images from
Ga - Dr, Vogel probably is right in associating all the Bacchanalian
sculptures of Mathura with Yaksha worship® (A 9).

Mr. Growse also published a mulilated statue, 3 feet | inch high, lying at
Kukargrama in the Saadabad pargama of the Mathura District — a singularly
graceful figure of a Naga youth with a canopy of seven cobra heads, holding his
right hand above his head, while his lefl grasps a cup similar in shape to that seen
on the Pali Khera block, but apparently without the curved handle. A earland of
wild flowers is twined round his body, and he wears 4 high head-dress of a patiern
commonly found in Kushan sculptures. The worship of the Nagas, the spirits
of the waters, was much favoured by the ancient inhabitants of the Mathura region
in Kushan times.” This drinkinﬁhﬁrga is related to another fine life-size statue
of a Naga water-sprite from C on, near Mathura, now in the Mathura
Museum, the approximate date of which is fixed by an inscription on the back,
recorded in the forticth year during the reign of Huvishka. According to the
chronology provisionally adopted in this work, the statue (Plate 32A), which is
5 feet l:u'ﬁ may be ascribed to the year A.D, 117 or 118. The modelling is good.
The arran nt of the waistcloth in a twisted roll is typically Kushan. The
broken lefl hand probably held a cup.*

Besides the Kushan Buddhas or Bodhisattvas and the Nagas, various canonical
land other] scenes are found in bas-relief (Plate 37), A common representation
is the visit of Indra to Buddha in the Indrasila cave. The mountainous. locality
is conventionally indicated by ‘rock-work’ and its desolateness by birds and beasts
looking out from their lairs,” Plate 31A represents a three-tiered stupa with trees
on either side of it and pairs of harpies (Suparnas) and centaurs (Kinnaras) bringing
offerings and garlands. These 'oﬂ'enng—ﬁam-' scenes are very common and,
of course, are also to be found at Bharhut and Sanchi. At Mathura and in
Gandhara they develop into processions and pageants as in the archway spandril
L Birde p . af Mith the 'Indian Bacchin® of the T
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a4 MATHURA AND AMARAVATI Chap, IV

(Plate 37A). The figure-sculpture here is excellent, the garland-bearers of the
middle band beigg portrayed with a fine rhythmic effect. The floral-bands are
very simply treated and are typical of a common style of Kushan decoration.

It is to be noticed that just as there are fewer Joraka scenes at Sanchi than
at Bharhut, there appear to be still fewer at Kushan Mathura. The canon is
fast crystallizing into a literary form, lo the exclusion of the ancient popular

bles. The Jatakas, which are to be recognized at Ajanta, are on the whole
of a different class, most of them being definitely literary.

Part 1I. AMARAVATI

Amaravet  The sculptures from the siupa of Amaravati and its surrounding railing or
ﬂ:ﬁm screen of marble may claim the distinetion of being the most accessible imens

Destruction
of the stpa.

Date of the
principal
sculptures,

of early Indian art.” No visitor to the British Museum, however indiflerent to
Indian curiosities, can help seeing the spoils of the stupa and railing displayed on
the walls of the grand staircase.

The small town of Amaravati on the south bank of the Krishna (Kistna) river,
in the Guntur District, Madras, represents @ more important ancient city called
Dharanikota, a place of considerable note from at least 200 B.C. A rie:h!ﬁ
decorated stupa, known to have been in good repair and still venerated m the twelft
century, continued to exist to the south of the town up to the close of the cighteenth
or the beginning of the nineteenth century, when it was utierly destroyed by a
greedy local landholder, eager to obiain cheap building material and convinced
that marble slabs, plain or carved, formed excellent food for a lime-kiln. About
a century ago Colonel Mackenzie visited the place and had drawings made of
numerous slabs, now no longer in existence. Various archaeological éxplorers
huve salved remnants of the sculptures, which are now mostly housed in cither
the British Museum or the Central Museum, Madras. Our knowledge of the
extraordinary richness of the decoration of the stupa and its railing is derived from
the poor remnants thus rescued and Colonel Mackenzie's drawings, which have
been published fully by Mr. Fergusson and Dr. Burgess.

The stupa in its earliest form was of high antiquity, dating, as inscriptions prove,
from about 200 B.C.' But the great mass of the smﬂ;}:{ure is much later, and
belongs to the Kushan period. The authority of the Kushan kings, however,
did not extend as far south as Amaravati, which was then within the dominions
of the powerful Andhra dynasty of the Deccan. By the help of two inscriptions
mentianing_ Andhra kings, the construction of the greal railing may be assigned
to the half-century between 150 and 200 after Christ. The highly ornate slabs
which cased the sfupa itself may be a little later. We are almost certainly safe in
saying that all the sculptures of the railing and casing fall within the hundred years
between A.D. 150 and 250, Originally it was believed that there used to be two
railings, and all the printed descriptions give details of an ‘outer” and an ‘innet’
railing. But Dr. Burgess later stated that he and everybody clse were mistaken,
the fact being that no more than one railing, the so-called *outer’ one, ever existed.
The slabs sul.gosad to have belonged to an ‘inner’ railing really formed a casing
applied to body of the smpa® However, two types of sculpture clearly
| Thess inscribed slabs are unsculptured. The churacters  tures pa being not earlfer than second century AD. and
are described a3 being of “Mauryan type', a mther incxact most of them tater—on veal ;
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belonging to two different periods are distinguishable. In the first the Buddha
figure is not found: in the second it i1s. The latter is stylistically also very much
easier and richer. The bulk of the sculptures belong to this second period (A 10).

The railing, by far the most magnificent known cxample of such structures,
was 192 feet in diameter, about 600 in circumference, and stood 12 or 14 feet high
above the pavement. It was constructed of upright slabs connected by three
cross-bars between each pair of uprights, which stood upon a plinth and supported
a coping about 2 feet 9 inches in height, On the outer face each upright was
adorned with a full disk in the centre and a half-disk at top and bottom, minor
sculptures filling the interspaces. Similar but ever-varying disks decorated the
cross-bars, and the coping was ornamented with a long wavy flower-roll carried
by men, numerous figures being inserted in the open spaces. The plinth exhibited
a frieze of animals and boys, often in comic or ludicrous attitudes, The deco-
rations on the inner face were even more elaborate; the coping presenting & con-
tinued series of bas-relicfs, and the central disks being filled with delicate soulptures,
treating every topic of Buddhist legend. Thus ‘emvgy part of the strucutre, with
a surface of about 16,800 square feet, was co with sculptured reliefs.

The slabs forming the casing of the lower part of the stupa, 162§ feet in diameter,
were carved more richly even than the inner face of the railing, if that be possible.
Apparently there were twelve in cach quadrant, the principal object depicted on
each slab being a highly decorated stupe with its railing, the rest of the surface
being covered with an infinite variety of figures, Study of Plate 41A, reproducing
the best preserved of such slabs, will dispense with the necessity for detailed des-
eription, and at the same time give 4 good notion of what the appearance of the
Amaravati srupa must have been in the days of its glory. When fresh and perfect
the structure must have produced an effect unrivalled in the world, However
much severe taste may condemn the characteristic Indian lavishness of decoration
which scorned to leave an inch of plain surface, the vast expanse of sculpture in
white marble gleaming in the brilliant sunshine cannot have failed to exhibit a
scene of unequalled splendour. 1

While absiaining from minute description of Plate 41A, which serves as a
synopsis of the sculptures genemll{,:zl may invite the attention of the reader to a
few points. In the relief picture the sculptured decoration is carried high up the
dome, but the extant slabs seem to have been attached only to the lower part of
the Amaravati stupa. It is possible that higher bands of decoration may have
existed and been wholly destroyed. The railing in the relief has four cross-bars,
and not only three as in the real monument. The *moonstone” at the entrance
agrees in form, though not in design, with the Ceylonese examples. The lions and
some of the architectural forms are survivals of the Assyrio-Persian patterns of the
Asokan age. The meaning of the five stelae or pilasters on the face of the stupa
is not known (A 12). The worshippers in the central scene adoring the chair
occupied only by an object which may be the sacred head-dress relic, might have
appeared in a Sanchi or Bharhut relief, where images of Buddha are unknown;
but here, at the top of the picture, we also find Buddha seated in the conventional
yogi attitude. The frieze at the top of the slab contains nearly fifty figures, and
the general effect, like that of y all the reliefs, is excessively elaborate. But
the skill of the artist in design and drawing, and his technical powers of execution,
are beyond dispute.

The railmg.

The casing,
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NOTES TO CHAPTER FOUR

_ While dealing with early Indian an after the Mauryan period the most acceptable classification
1s-one which recognizes the growth of an indigenous art in stone sculpture in Noribern and Central
India under the Sungas (¢irca 185 B.C. 10 75 B.C.), 'to be followed by a Scythian perind (P1. 328 and D)
iinder the Mathura Satraps such as Ranjula snd Sodasa {15t century B.C.), merging into the splendid
achievements of the Kushan period in the 15t and 20d ¢enturies A.D. at Mathura and elsewhere. As
fir as art in the Western and Eastern Deccan is coneerned thers i a great movement in the Krishna
Valley. Iis earliest manifestation is in the West at Bhaja (PL 25B and C) and in the East
at Jagyyapetta, both about 100 B.C., if not earlier, and this isfollowed by the work of the other Western
cave monasteries extending to the second half of the 26d century AL, as well a5 the work at famous
sites such as Amaravati and Nagarjunskonda in the east right into the 3rd century A.D. All this
early art of the Western Deccan and the Krislina Valley is designated as Andhra or Satavahata arl.
At was done under the Satavahanas and also under the Kshaharata Satraps who for some lime ousted
the Satavahanss in the Western Deccan, The reliefs of Nagarjunakonda belong to the yule of the
Ikshavakus who were the successors of the Satavahanas in that arca.
The year 78 A.D. for Kanishka is the theory generally accepied today though others have sug-
120 A.D. and 123 A.D. and recently 144 A. D, has been put forward thongh not on convineing
grounds. Severa! mugnificent portrait statues of the Kushan period have been found. That of
the great Kanishka ks reproduced as Plate 39A, 1t is insoribed with his name, The head is missing
but we know his Fearures lrom coins. .

There s reason to belicve that the Sarnath workshops of the Kushan period began to copy the
Mathura style. A colossal Bodhisativa from Sarnath in the Samath Museum, in the characteristic
bufl stooe, is obviously based on Mathura models.

The Kushan halocs are almost Invariably plain save for a scalloped edge.  In the Kushan-
Gupta transition period and in a few Instances even during the Kushan period itself, decoration on
the halo begins to appear. The Buddha bead (PL 34D) belongs to the transition period.

These yotive tablets pertaining to the Jain faith are known ss Ayyagapartas, and are a characteristic
of early Jain sri at Mathura,

This image came from the Katra mound. There was a flourishing Bodhisattva cult st Mathura
in the Kushan period, The whorl-like ushnisha is a charactenistic of Kushan Buddha figures.

In facy, there is no fortign influence in these Kushan Bodhisativa figores (PL 3'::'6 and D),
Plate 33D is from the Mahuli mound at Mathura. The great ancestor of the colossal standing
Kushan Bodhisattva figurcs is the Parkham Yaksha (PL 11C). '

The finest of all Bacchanalian groups was found at the Mahuli mound & few vears ago (Pl 38).
It Is sculptured on both sides and on the top is the Buddha's alms bowl, One side depicts the vice
of drunkenness while the gther depicts 8 courtesan enticing a young man, Such sculptures may
have been intended Lo act 48 warnings against the pitfulls of life in the gay and opulent city of Muthurs
famed for its ganikas who were not common prostitutes but very superior courtesans.  Another
beautifiyl sculpture with 2 bowl is illustrated as PL. 3VB.

This. does. not appear to be so in all cases. Plate 38 has nothing to do with Yakshs worship.

The penerally accepted view is that there are four periods in the development of Amuravati
extending from the carly I8t century B.C. to the 2nd century A.D. Most of the squlptures of Amaravati
Ere now m the Madms Museum and the British Museum.

‘This seems ta be incorrect for the carliest sculptures must be well before the Christian ern, though
the majority belong to the Ist and 2nd centuries A.D.

These are what are known oa Apaka pillars, They are characteristio of the Krishoa Valley Stu
architecture. A site of as great importance &s Amaravati is that of Nagarjunakonda, also in the
Krishns Valley, where there were extensive Buddhist monastic settlements.  The scul of this
site (Pls, 458, 46) s a continuntion of the Amarvati radition and is equally fine. wark at

igarjunakonda is associated with the Ikshvaku dynasty, the political successors of the Satavahanas
in that area, i the 3rd century A.D. Tt is in the same greemish limestone and much that has come
to light is well preserved. A stupa at Goli i4 also of the same period and has some interesting panels,
now in the Madras Muscam.

METAL SCULPTURE IN THE KUSHAN AND ANDHRA PERIODS

Till m_mll{' nothing was known of the art of metal sculpture in the 1st and 2nd centuries A.D,
The metal sculpturé of the Indus Valley civilization has already been referred to, bul no examples of
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48 AMARAVATI Part IV

metal sculpture thereafter have come to light till we come (o the rale of the Kushans in North Indm
and of the Satavahanas in the Deccan.  [n 1945 the excavetions at the Brahmuamiri mound, Kolhs

in the Western Deccan, brought to light 8 mimisture clephant with riders (Pl 30C), closely resembl
the elephant and rider capitalé of the Western Indian cave temples such s those ut Karie, Nasik
Kanheri, Therg is no doubt whatsoever that it belongs to the Satavahane period, probably mid-2ad
centiny AJD,  In the same hoard were found two circular metal rings sarmounted with the heads
of mythical ereatures; a metal repouss® plague of & mythical lion; and o small vessel engraved with
an elephiint on itz lid, and wild animals, birds and aguatic creatures on the exterior of the vessel
Other objects in the hoard included a metal rod termmating in an clephant's head. The rod is pan
of & hanging lamp. . A large plite engraved with typical Satavdhana period fgures of men and
women liag not yet been completely cleaned.  Along with this hosrd were found many other vessely
for dizmestic and tilual use as also several objects of provineidl Romun orifio, furthey emphasizing
the well known contacts between the West Coast of India and the Red Sea ports from where the ships
engaged in the Roman trade set sail. The clephant with riders (PL 20C) {8 beautifully modelled
and is 4 penuine example of metal sculpture in the round. It scems lo have been an arnamental
metal sculpture used a4 the findal of a hmEomncmc burner or some other utilitarian or ritual nhfml.
The presence in this Satavahana period hoard of these miniature scuiptured objects as well as
articles with decorative figure engraving indicates that metal sculpture in miniature and engraving
on metal must have had & considerable vogue as decorative features for articles of ritual and domestic
usc, The elephimt with riders is skilfully Fashioned indivating the existence of shilled craljsmen.
Two well finished toy metal carts, such as are seen in a sculptared slab at Nagarjusdkonda, were alio
found in the hoard which probably belonged to a trader in miscellaneous metal objects. A small
plaque in the Baroda Museum depicting @ man and woman seems to belong o the Satavahana
period while & very unique miniature bronze was found at Nagarjunakonda,

With regard to metal soulpture in Kushan times a few images can with confidence be assigned
to this period.  One 15 of & female statuetie mn_ﬁpuud'_lllgl.m the Kushan railing figures of Mathurs.
It'is now in an American Muscum st Kansas City, + other, n male figure, was found in the
excavations st Rupar (PL 40C), A heard of Juin images from Chausa, Bgri now in the Paina
Muscum, glso offers most inferesting material for a smd{nof metal sculpture during the Kushan

iod, One example from this hoard is reproduced in Plate 40A while another, which probably

longs to the Kmhan-Gufla transition: period, is illustrated s Plate 40B. Though the metal
sculpture of the Kushan and Andhra periods is very limited in quantity it is not lacking in that pro-
ficiency which is later on seen in the more refined Gupta period metal images,
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Chapier Five

FOREIGN INFLUENCES ON INDIAN ART
Part 1. THE HELLENISTIC SCULPTURE OF GANDHARA

Indian art as'a whole may complain of undeserved depreciation and Discovery

rneghm. one branch of it, the Hellenistic sculpture of the regions on the
north-western frontier, anciently known as Gandhara, has received its full
share of attention in Europe and been the subject of voluminous discussion.
The existence of an Indo-Hellenic school of sculpture was not recognized generally
until 1870, when the late Dr. Leitner brought to England a considerable collection
of specimens, to which he gave the name of Gracco-Buddhist. But so far back
as 1833 Dr. Gerard had disinterred the first known example, a circular relief of
Buddha, from the chamber of a ruined sfupa near Kabul.' In 1836 James Prinsep
ublished’ his account of the so-called “Silenus’ discovered by Colonel Stacy at
athura, which has been already discussed; and in 1848 Cunningham examined
the ruins of Jamalgarhi to the north-cast of Peshawar. His observations, how-
gver, were not published until many years later.  The first description of a selection
of the Jamalgarhi sculptures was that grinfacl by Sir E, C, Bayley in the Journal
of ‘the Asiatic Society of Bengal for 1852, with illustrations so miserably rude
t they gave little notion of the aesthetic value of the objects described. The
~ thus imperfectly illustrated, having been subsequently brought to
and, perished in the fire at the Crystal Palace which also destroyed Major
copies of the Ajanta frescoes. Thus it happened that, as already observed,
Dr. Leitner is entitled to the credit of having first convinced the learned world of
the fact that during the early centuries of the Christian ¢ra North-Western India
was the home of & school of Hellenistic sculpture of considerable artistic merit,
The fiact was so novel and surprising that one distinguished antiquary, Mr. W,
Vaux, F.R.S., was bold enau%h to dispute it, and to declare his mability to perceive
any manifest traces of Greek art on the sculptures procured by Dr. Leitner and
other collectors in the neighbourhood of Peshawar. In a short time, however,
evidence accumulated so rapidly that no possibility of doubt remained, and Profes-
sor Curtiug was able 1o announce that the discoveries opened ‘a new page in the
history of Greek art’. That is the explanation of the keen interest taken in them
by European scholars, who are eager to follow out in its most minute details the
story of Greek art, on which that of modern Europe is based, while they usually
remain indifferent, or even contempiuous, towards manifestations of artistic power
in the nations of the East developed indepcndenti!r of the Hellenic tradition.
During the last forty years thousands of Indo-Hellenic sculptures have come o
light, while consi numbers, including most of the choicest specimens,
have been catalogued, described, and photographed. The number. indeed, is
so great that it is difficult to make @ small selection thoroughly representative.
Most of the examples chosen to illustrate this chapter have been selected in virtue
of their conspicuous aesthetic merits, and may be regarded as evidence of the highest
attainment of a school of artists working on Indian soil, and applying more or
less modified Greek methods of composition and technique to Indian subjects.
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A few of the figures mark the gradual disappearance of the Hellenic tradition and
the progressive Indianization of the treatment.’ !

The country from which comes this wonderful wealth of semi-foreign sculpture
may be described in general terms as the North-Western Frontier. It includes
the modern District of Peshawar, the valley of the Kabul river, Swat, Buner, and
other tribal territories, as well as the western portion of the Punjab between the
Indus and the Jhelum. The kingdom of which Peshawar (Purushapura) was the
capital having been known in ancient times as Gandhara, the sculptures are usually
described by that territorial name, although Graeco-Buddhist finds in Khotan
and in the vicinity of Kabul render this title rather meaningless: )

The richest sites as vet explored are those crowded together in the Yusufzai
country to the north and north-cast of Peshawar, comprising Jamalgarhi, Sahri-
Bahlol, Takht-i-Bahi, and many more which il would be tedious 1o enumerate.
Some of the best sculptures come from Swat, but the hostility of the tribes prevents
systematic exploration of the antirl.lujtics beyond the British frontier,

Even within the frontier most of the exploration done until recently has been
the work of amateurs, conducted in a haphazard fashion, without the formation
or preservation of adequate detailed record. Consequently. many buildings have
bean utterly destroyed, and the value of the large collections of sculptures found
by many public institutions and private persons is seriously impaired by the lack
of information concerning the provenance of the specimens. M. Foucher, the
most leamned and authoritative commentator on the sculptures, declares that it
is impossible in the present state of knowledge to arrange them in chronological
order. As a general rule, no doubt, the most Greek may be considered the oldest,
and the most Indianized the latest, but the practical application of this principle
mmts many difficulties. Arrangement by localities is equally i cticable,

cause nobody knows where many of the best examples were found, and also
because there is no distinet evidence of local variations in style. The goneral
style over the whole region is fairly uniform. The result is that the only practicable
arrangement is one by subjects. In this chapler it will not be possible to illustrate
more than a few of the multifarious subjects treated by the artists, and students
who wish to examine the whole field must be referred to spwmj treatises. [t
is hoped, however, that the specimens reproduced will suffice to enable the reader
to judge of the aesthetic qualities of the sculptures, and to place them in their
due relation to Greek art on the one hand and to indigenous Indian art on the
other, subject (o a certain amount of vagueness in the ﬂumlag}* of the school.

Whenever the date of Kanishka, the celebrated king of Gandhars, shall be
determined, that of the best period of the Hellenistic sculpture will also be known.
Many of them undoubtedly are contemporary with him, though some are earlier
and others later. Without going into complicated antiquarian discussions, if
may suffice 1o say here that none of the sculptures are later than A.D. 600, few,
if any, later than A.D. 400, and that in all probability extremely few are earlier
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than the Christian era. The culmination of the art of the school may be dated
from about A.D. 50 to A.D. 150 or 200. It is quite safe to affirm that the works
of good ogualily belong to the first three centuries of the Christian era. Thus the
best productions of the Gandhara Indo-Hellenistic school nearly synchronize
with the art of the Flavian and Antonine periods in Western Asia and Europe,
and in India with the reliefs on the great rail at Amaravati in the Deccan, as well
as with many sculptures at Mathura on the Jumna, both of which will be discussed
in the next chapter.

Without exception, all the sculptures come from Buddhist sites and were
executed in the service of the Buddhist religion, so far as is known. No trace
of works of the pure Gandharan school dedicated to either Jainism or Brahmanical
Hinduism has discovered. Moreover, the subjects treated are not only
Buddhist but purely Indian, Buddha may appear in the E:is: of Apollo, the god
Brahma in that of St. Peter, or a door-keeper in that of Pallas Athene, but how-
ever Greek may be the form, the personages and incidents are all Indian, and centre
round the person of Buddha, whose image dominates the compositions.

Herein lies the most obvious, and at the same time, perhaps, the most important
difference between the ancient schools of interior India at Sanchi, Bharhut, or
Bodh Gaya, and the school of Gandhara, and the contemporary art of Mathura
and Amaravati, In Gandhara art, as M, Foucher observes, Buddba is every-
where; and whatever be the form which he assumes, s Prince Charming, emaciated
ascetic, or ideal monk, or by whatever name he may be called, whether it be
Siddhartha, Sramana Gautama, or Buddha Sakfamuni, he dominates almost every
composition, so that the preparation of a full list of the sculptors’ subjects is
equivalent to writing an illustrated life of the Master. The early schools of Indian
art, as we have secn, were content to indicate his s presence by mere
symbols, and did not presume to imagine his bodily likeness.

The material of the sculptures is usually a blue clay-slate, described as “horn-
blende-schist’. The stone was finished with fine plaster, like the rock sculptures
of Ajanta and many other localities in India and Ceylon, and the offect was height-
ened by the free use of colour and gilding, traces of which are still nearly always
discernible.

Great numbers of detached heads, made sometimes of stucco and sometimes

of terra-cotta, have been found, varying in dimensions from tiny objects 1wo or
three inches high to life size. These heads, as various in character as in dimensions,
are often of high artistic merit. One mode of their usc is explained by an obser-
vation of Masson, who noted that at Hidda, near Jalalabad in the upper Kabul
valley,
“idols in great pumbers are found, They are small, of one and the same kind, about six or eight
inches in f:. \, and consist of a strong east head fixed on a bady of carth, whence the heads only
cun be brought away. They are seated and clothed in folds of drapery, and the hair is woven it
tows of curls. The bodies are sometimes painted with red lead, and mrely covered with leal-gold,
they appear to have been interred in apartments, of which fragments are also found.”

A period of work in stucco and clay seems to have succeeded the best N?cﬁnd
of work in schist. The latter work at Taxila is all stucco and clay. Moulds
were used for the wholesale reduplication of these heads. Buddhists consider
the multiplication of sacred images an act of merit, and the practice of making

' Aréang Antigus, p. 113 * Murshall, Tanila Guide, p. 108,
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the bodics cheaply with clay enabled the pious donor to accumulate a credit balance
of numerous good works without undue expense. Mr. J. P. Rawlins, who was
stationed for a considernble time in the Hazara District, now in the North-Western
Frontier Province, informs me that in that country he hus seen numbers of perfect
plaster casts, ‘for the most part only of heads, of all sizes-and descriptions; fastened
to the walls in appropriate groupings or singly. Many of them seem to be por-
traits of living people at the time, full of expression, and with many and varied
head-dresses. My informant believed the practice to have ‘come down from
Greek times'. The age of the heads actually seen by Mr. Rawlins does not appear,
but, whatever it may be, the practice referred to by him proves that the ancient
stucco and terra-cotta heads might have been used to fix on walls as well as on
clay images. When objects of this class were exhibited before the Asiatic Society
of Bengal, Sir J. B. Phear remarked that similar heads from the neighbourhood
of Peshawar preserved in the Indian Museum, Calcutta, '

‘obviously had been attached to masonry, and no doubt formed part of o subject worked oot i high
retiel upon the freze of some building, It was also remarkable that every one of them wis unsym-
ml:n'iul;ﬁ.c., compressed or flattened either on the right side or on the left side. The purpose of this
must have been to adapt them to bemg seen with the greater arustic effect from & particulsr point
of view; ‘and it indicaled considerable advance in knowledge of the peculiar conditions. necessary
for the suceess of sculptural ornament.'!

The British Museum possesses about forty such detached heads, mostly from
the Peshawar District, puchased in 1861, fifteen of which have been pubhs{:ed' by
Dr. Burgess. Two of those are here reproduced (Plate 53A and B), Terra-cotta
heads, somewhat similar in character, have been found in excavations at Sahet-
Mahet in Oudh, supposed to be the site of Sravasti?

No trace of the existence of Greek architecture in either India proper or the
borderland has ever been found, that is to say, no building yet examined was
designed on a Greek plan, or with an elevation exhibiting one or other of the Greek
orders, Doric, Tonic, or Corinthian. But the Indo-Hellenic architects freely
used certain debased Greek architectural forms — columns, pilasters, and capitals
— for decorative purposes, much in the same way as English architects of a century
ﬁo often aplpiiad a Greek iment to the front of an English dwelling-house.

¢ lonic column has been found in two temples on the site of Taxila, associated
in one case with coins of Azes I, who is supposed to have reigned between 90 and

40 B.C." Growse noted the occurrence of a ‘niche su!spam:d by columns with

Ionic capitals’ on a fragment of sculpture ai Mathura,* and Simpson found the
plaster fragment of a capital with corner volutes of the Romano-lonic kind in the
Ahinposh stupa near Jalalabad in the valley of the Kabul river.) More recently
two more quasi-lonic capitals have been discovered, one at Patna and the other
at Sarnath, but they are really only variants of the Indian bracket-capital* The
Kashmir columns are often denominated ‘Doric’, but there is no real corres-

p - !
The abundance of modified Corinthian columns, pilasters, and capitals in
the art of Gandhara contrasis strongly with the total lack of Doric and mepextmme
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rarity of Ionic forms. Most of the Gandharan friezes exhibit representations of
columns or pilasters with capilals more or less related to those of the Corinthian
ordes, and which may be (airly called Indo-Corinthian, The shafls, whether round
or squire, are never futed, and resemble those of the second or third century afier
Christ at Palmyra and Baalbec. The bases of structural pillars have been found
at Jamalgarhi, and show that the shaft might be either cylindrical or square. The
conviction of the architects that the form of column used concerned merely the
decoration of a facade is well illustrated by the often-published slab from M -
mad Nari, on which Persepolitan columns are mixed up with Indo-Corinthian
pilasters (Plate 47A).

The Indo-Corinthian capitals vary widely in detail, but all may be described
as agreeing generally with the luxuriant cosmopolilan style in vogue throughout
the Roman Empire during the early centuries of the Christian era. Six good
specimens, believed to be from Jamalgarhi, are grouped together in Plate 47B.

introduction of figures of Buddha in two cases may be illustrated from Gracco-
Roman art of the time of Augustus, and again, two centuries later, at the Baths
of Caracalle. The shell canopy is found in the art of both Alexandria and Asia
Minor. Even the modillions of cornices are sometimes made in the form of
miniature Corinthian pilasters.' All capitals of the Indo-Corinthian class seem
to be post-Christian, and their introduction appears to have been associated with
the Kushan conquest of Kabul and the Punjab during the first century of the
Christian era.

The figure sculptures, as distinguished from detached heads and from merely

decorative motives, may be grouped in two classes, as detached statues or small

. often completely or nearly completely in the round, and relief pictures
illustrating sacred stories in successive scenes. The reliefs, commonly spoken
of as *bas-reliefs’, are, as a matter of fact, more often in high relief.

The statues and small %;ugs represent Buddhas, Bodhisattvas, or saints on the
way to become Buddhas, besides minor deities of the populous Buddhist pantheon.
The stone pictures, like the later painted pictures at Ajanta, deal with the infinite
variety of subjects Fmsenled by the scriptures; legends, and traditions of the
developed system of Buddhism, known as the Mahayana, or ‘Great Vehicle'.
That system practically deified Gautama the Buddha, as well as other Buddhas,
and surrounded them with & crowd of attendant deities, including Indra or Sakra,
Brahma, and other members of the Brahmanical heavenly host, besides a multitude
of attendant sprites, male and female, of diverse kinds and varying rank, in addi-
tion to human worshippers. . '

All the elements making up this motley retinue appear in the reliefs, and offer
infinite opportunities for the exercise of fancy by artists, who did not feel
bound by strict rules, such as those of the Silpa-sastras. Although the accessible
scu&lugﬂ amount to only a small fraction of those which once existed, or even
of those known to exist, they are thousands in number, and so varied in subject
and treatment that several bulky volumes would be required for their adequate
description and illustration. [In this work it is not lposslhlc to give more than a
small selection, representative so far as practicable.

The Gandhara sculptures suggest problems and speculations of many kinds,

Regarded as an authentic expression of an obviously literary religious tradition,
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Historical they control and illustrate the testimony of the Buddhist scriptures. throwing
interest of much fresh light upon the beliefs and practices of the early followers of the Great
the sulp- Vehicle. Viewed s a collection of sacred effigies they serve as a guide to the
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iconography of Buddhism, an aspect of the study specially attractive Lo Dr. Burgess
and M. Fuu{:hﬂr. which must be almost ignored in this volume, .

Considered as pictures of human life, they present as in a mirror & vivid image
of almost every phase of the life of Northern India, lay and clerical, durin several
centuries. The artists cause to pass before our eyes landscapes, towns, domestic
interiors, streets, fields, trees, and animals, with unlimited realistic detail, All
the material objects of the civilization of the times — furniture, vehicles, arms,
tools, and the rest, are depicted as they were used by the ancients, and numberless
ilustrations of the manners and customs of the times bring clearly before our
imagination the way in which those ancients passed their days. Every class of
the population from prince to pariah is represented, and, in short, no subject of
human interest was regarded as material unsuitable for the sculptor’s chisel.!

Just as the sculptures and paintings of the Catacombs and the writings of the
garly Christian Fathers prove that no trustworthy tradition concerning the person:
of Jesus survived in the Church, and that artists for several centuries felt them-
selves at liberty to give free scope to their fancy in delineating His image; even so,
during the first two or three centuries of the Christian era, Buddhist sculptors
had not arrived at any settled convention as to the correct way of representing
the e of Gautama the Buddha, whose real appearance in the flesh had been
utterly forgotten. A Inuf: course of experiment was needed before Buddhist
orthodoxy, guided by the later sculptors of the Gandhara school, settled down to
the monotonous and insipid conventionality of the figures of Buddha now manu-
factured by the thousand, and adopted, with rare exceptions, in all Buddhist lands.
Ultimately, the conception of the Indiun yogi ascetic as worked out in Mathura,
?mmvati. and Gandhara became dominant, and passed through Khotan to the
“ar Bast,

A Buddha with long hair and moustaches, although not unknown even now
in Japan, would seem strange and improper to most modern Buddhists. 1t is,
indeed, essentially un-Indian. In Gandhara such a presentation of the Master
long continued to be legitimate, and the legend of the cutting of his locks when
he dismissed the charioteer, although known, was usually ignored in sculpture.

The remarkable figure, which recurs frequently in vanant forms at the B 's
side, r’plguircs explanation. His characteristic attribute is the thunderbolt (Sanskrit
vafra, Tibetan dorje) held in his left hand.  The older writers on Buddhism wrongly
identified the Thunderbolt-Bearer as Devadatta, the heresinrch enemy of Gautama
Buddha: or as Mara, the Buddhist Satan; or as the Fod-Sakra, the Indra of Brah-
manical myﬂmlnﬁy. Dr. Vogel has developed a fourth theory, ingenious but
not proved, that he should be regarded as a personification of Dharma, the Law.
The best-supported hypothesis is that which treats him as a Yaksha, or attendant
sprite, inseparable from the person of the Buddha. Probably the sculptors
intended that he should be considered invisible 1o spectators, in accordance with &
well-understood convention. The figure occurs on one relief of the Mathura
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school, & fra t of a siele found to the south of the city of Mathura (Catal.
Archaeol, Musewm, Mathura, No. H. 5, p. 127).

A seated Buddha in the Berlin Museum (Plate 48B) is one of the finest examples
o}it':lrw early Buddha type, with coiled hair, moustaches, and the robe falling over
t (- s 8

One of the most elaborate and beautiful products of Gandhara art is the relief
panel from Loriyan Tangai in Swat (3 feet 10 inches « 2 feet 8 inches), repre-
senting the visit of the god Sakra (Indra) to Buddha while seated in a cave near
Bodh Gaya (Plate 48A). Here the central figure has a sweet, calm dignity, while
the numerous subordinate figures and the scenery are rendered with much grace
and beauty. The device of exhibiting wild beasts looking out from their dens
as 4 conyentional indication that the scene is laid in a wild mountain country is
common in early Indian art, and occurs more than once in sculptures of Gupta
age.

The meaning of the composition is explained by Grunwedel:

“The Swat sculpture reptesents the visit of Sakra und his retinue, with the Gandharva harper
Panchasika, to the Buddha while he was living in the Indrasailuguba, a cave near Bodh-Gaya. The
entrance of the cave js surrounded by flames to represent the glory of the Teacher, “resplendent with
& halo of many colours, extending to @ fathom’s length all round his person.”  Above and below,
the birds, beasts, and trees indicate the isolation of the place. Indra appears as a roval nage
on the right, -:Iuinﬁ reverence Lo the ascetic, with his pamsol-bearer close behind, and the Devas
fminor deitics] of his train beyond on both sides, His peculiar crown or head-dress is very qaimilar
{0 what we find nlso in the Mathura sculpture.  The figure of the Gandharva musician on the other
side hias been much damuged by the fracture of the stone, but his harp is still visible."

Four various representations of Buddha are shown in Plate 49. In Fig. F
the Master is depicted with flames issuing from his head and the water of life from
his feet. This represents the fire and water miracle (Yamaka-Pratiharva) men-
tioned in Jataka. No. 4837 A remarkable parallel occurs in the Catacombs of
Rome, where we find similar representations of the water of life streaming from
the feet of Christ” Fig. E shows Buddha seated under a tree. Fig. D is a good

ecimen of Buddha seated on the ‘diamond throne’, closely resembling the Berlin

gure seated on a 'lion throne’ (ante, Plate 48B). The remaining figure G is
interesting as a distinctly more Indian Buddha type, on a ‘lotus throne’, and with
the soles of the feet turned ‘IIE ilhyagf fashion. The right shoulder is bared. This
rcrrﬁmts the latter part of the Great Miracle at Sravasti when the Buddha multi-
plied his person in the air and was heard prﬂ&ﬁhini on all sides.™

Tt is impossible 10 omit notice of the remarkable sculpture, 2 feet 84 inches
high, representing the Emaciated Buddha, or, more accurately, Bodhisattva,
in the Lahore Museum, excavated from the ruins of a monastery at Sikri in 1889,
which is the most notable known example of the treatment of a repulsive subject.
It depicts the Master as he sat at Bodh-Gaya making the vain attempt to attain
by the severest austerity that supreme knowledge which did not come to him,
according 1o the story, until he abandoned the ice of self-torture (Plate 48C).
The subject is sometimes treated by Chinese and Japanese artists in another fashion,
e ch  are TR vohe B 3 208 bt o oy e oy iy
PL LXXXVIT, Figs. 2 3, 4 T B s OF Giliviie, ubon Tadia for! inspmation (ban 1
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as may be seen in the South Kensington Museum and the Musée Guimet. The
Brahmanical parallel is Bliringi, an atiendant of Siva, who “was 4 model ascetic,
and fasted so continuously that he became not only emaciated, butaliving skeleton,
He is so represented in the sculptures of the caves of Elephanta near Bombay.™

We cannot linger over the Buddha figures, or attempt to follow the personal
history of Gautama from his conception and infancy to the funeral pyre and the
distribution of his relics, as depicted in a long series of rehels; but must pass on
to another class of images, formerly described as ‘kings’ or ‘royal personages, ‘but
now recognized as Bodhisattvas, or saints destined to become Buddhas. All
considerible collections include specimens, and many have been published.

An image in the Lahore Muscum (No, 0239), with finely sculptured drapery,
is a beautiful work, and typical of its class (Plate 49C). The small relief on the
pedestal follows the tradition of the Early School in the interior by abstaining from all
attempt to image the dead Master, his presence being symbolized by lhx:enzﬁc seal,

A larger statuette found near Peshawar, and generally regarded as most
striking piece in the large collection of sculptures in the Central Museum, Lahore,
rcﬁ'mems a royal personage seated in European fashion on a throne, with his
left foot on a footstool and his left hand grasping a spear, his attitude being obyi-
ously reminiscent of that of the Zeus of Phidias (Plate 50B). This notable figure,
at one time believed to be the portrail of an Indo-Scythian monarch, is now recog-
nized as Kuvera or Vaistavana, god of riches and king of the Yakshas, who played
a very important part in Indian Buddhism, and will be met with again in medieval
times, The image is free from the tinge of effeminacy which mars some of the
best finished works of the school, and must always command admiration for ‘ils
virility and dignity.*

Excavations at Sahri-Bahlol yielded another figure of the thronmed Kuvera
with the goddess Hariti as his consort seated beside him (Plate 49B), which is
one of the most delicately modelled works of the Gandhara school, and is presuma-
bly of early date. Hariti, in one of her aspects, was the protector of children
from the dangers of epidemics. A standing figure from Sikri (Plate 49A) presents
her in the same aspect of her character, but posed in quite another fashion. The
clever and unusual treatment of the drapery may be noted.

One of the most interesting statuettes is the well-known image of Pallas Athene
in the Lahore Museum (Plate 50C). The goddess is represented standing, facing
front, wearing Greek costume, chiton and himation, and holding a spear across
her body. Both hands have been lost. Probably the right hand Fraspm; the
mr was raised to her head, as was the right hand in the Palias type of the coins of

\zes 1 (? first century B.C.), while the left hand held the acgis, e late Dr. Bloch
seems 1o have been right in interpreting the image as that of a foreign female guard
set over the women’s apartments of a palace, and forming 5Pm of a court scene.’

A panel from the Dames collection, now in Berlin (Plate 51E), is an uncommon

| Mosmer Willloms, Reliphot Thoughe amd in fafla, copservée ay Musée de Laliore' (B, E :

o, 481, *A man of rge —peciaps fech ey loan: o, 1903) I
th-lanﬁ'b-u_nl.mdm- his left Jund' *A cast i in the Indlan Sectlon of the Viieria snd
Lt ] Rock Temploz of Elephanrg or Ghargpnrl,  Albert’ Muscom, South Kensington, For the com. of
Mmi!"ﬂ"' p. 21, Ares reférred 1o see Gardeer, B M. Cwal, Colne of
* Found mt Tahkai on the ofd yoad from Peshowar to the  Growk . and Scpeble Konps, PLo XYL 4 The ehaiusite
Khyber Pass. A cast is in the Imlian Soction of the liss been published i 7. A. 5. B, Pari1, wol. Wil (1889),
B o e B sk M 10 . T S L1 %
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varia Im of the ‘g:oman ari_Id. Tree' motive, Ehi::h wéll be discussed later, The ;’}andt from
panel seems to be part of a larger composition, and is apparently of tolerably Damess
carly date, although the figure is very Indian. Plate 31C, I{alﬁlo from the Dames Colection.
collection, is not equal in merit to the preceding, the drapery being treated in a

more formal and commonplace manner. A man stands under @ tree playing the

vina, or lyre which, however, does not correspond to the Indian kind of to-day.

These three figures apparently formed parts of a frieze or larger composition.

The trees, necessarily treated conventionally in order to bring them within the

limits of the panels, have a fine decorative effect.

One Hellenistic group, known from at least five or six specimens, is of special Adaptation
interest as being demonstrably adapted from a nmsm-gim- of Leochares, a famous “E‘h'? Rape
Attic artist of the fourth century before Christ (372-330 B.C.). His bronze work, :;IEE:""'
praised by Pliny (d. A.D. 79), but long since lost, inspired many later copyists, :
who translated the theme into marble, with variations. One of the marble copies,
or imitations, is in the British Museum, another at Thessalonica, a third at Venice, :
and the fourth and finest is in the Museo Pio Clementino at the Vatican. The
subject is the carrying off of the beautiful boy Ganymede by an cagle, represented
sometimes as the messenger of Zeus, and sometimes as the god himself transformed.

In the Vatican copy the eagle is shown as supported by the trunk of a tree in the
background, with wings expanded and neck stretched upwards, grasping with
tender firmness the nude youth, whose feet have just to touch t}w-rmdinﬁ
earth. His robe, disclosing the nude figure, is so disposed #s to protect his bac
from injury caused by the bird’s talons. A dog, seated below, howls piteously
for his vanishing master, as described by Virgil.'! Nobody can look at Plate 50A,
reproducing the best of the Buddhist adaptations, obtained from the monastery
at Sanghao in the Yusufzai country, and compare it with the Vatican copy of
the Attic artist’s composition, without perceiving that the composition is cssentially
the same as that of Leochares, made familiar to the Hellenistic world in marble
replicas.  All the Buddhist adaptations omit the dog, and so agree with the groups

ved at Venice, Thessalonica, and in the British Museum, while in the pose
of the eagle and the introduction of the trunk of the tree they resemble the Vatican
example. The subject, although retaining the cssentials of the Greek myth, has
been thoroughly Indianized, both in general treatment and by the substitution
of a heavily draped female for the nude boy. The notion once held that the
woman should be regarded as Maya, the mother of Buddha, is erroneous. The
better apinion is that the group was intended to represent to Indian minds the
carrying off of a female Naga, or snake sprite, by a monstrous Garuda, the impla-
cable enemy of the snake tribe. As in all the Gandhara sculptures, the subject
is absolutely Indian, no matter how foreign the presentation of it may be in out-
ward form.*

Plate SIA is a remarkable panel in the Lahore Museum (Catal., Plate VII, 3),
showing two boys of Greek appearance armed with the old Indian broad-sword,
as described by Megasthenes and represented in the Bharhut and Sanchi sculptures.

' TPusr, . quem praepes wb  fda F..4. & B, Pare |, vol, Ivill (1580}, p. 134,  The Vatican

Sublfimesn pedibus mpult Tovie ammiger uncis; group s reproduced in Viscont, Musee Pio«Clementino,

Longaevi palmas pequiquam ad sidern tendunt wol. i, p. 149, in (8= histories of soulpture by Winckelmarm,

Custodles, soevitque cannm Jutratus in auee’ Liibke, and Perry, and Encyel. Brir., 11ih ed. "Greek An',
(At ¥, 252-1.) P I Fig Sx

*Full references to the marble groups will be found in
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The work is artistic and attractive, and, as Prolessor Gardner reminds me, recalls
the Pergameng style. . )

I now proceed to illustrate a few representative relief scenic pictures of high

uality, beginning with the Dames specimen of the Nativity, unpublished, and
the finest example known to me of that favourite subject (Plate 52B). According
to the legend, (gaumma Buddha was born in a pure fashion by springing from his
mother's side as she stood under a tree in the Lumbini Garden, the modern
Rummindei, to the east of Kapilavastu. The composition is arranged in a perfect]
symmetrical manner. On the left of the picture the god Indra, or Sakra, with his
characteristic high head-dress, receives the child, behind him stands Brahma, and
two other unnamed gods complete the divine party. The woman who supports
the mother is her sister, and three attendants balance the gods on the other side.
The figures are thoroughly naturalistic men and women, cleverly modelled, and
ingeniously arranged so as not to interfere one with the other, The draperies
are treated with freedom and variety. On the whole, 1 am disposed to rd
this group as the finest of the more complex stone pictures produced by the gﬁnl
of Gandhara.

The story of the ‘Great Renunciation” of domestic joys and the splendours
of princely life by the young Gautama or Siddhartha when he went forth from
his father’s palace to take up the career of an ascetic, as told in both the books
and the sculptures, comprises many incidents, which were wteated in art with
much freedom and variety of detail. Here I select for reproduction a rare repre-
sentation of the groom Chandaka leading out the horse Kanthaka ready saddled
for his master’s use (Plate 53C). The modelling of the horse is better than that
of the animal in Indian sculpture generally, which often fails with the horse, while
almost always successful with the elephant. This minor accident is intended
to serve as a symbol of the whole story.

Plate 53D represents the worship, by shaven monks, of the frisul symbol, signi-
fying Buddha, the Law, and the Church. It closely resembles the representation
ol the adoration of the labarum in the Catacombs.'

The well-known unique relief representing a group of figures with demoniac
faces attended by three soldiers (Plate 52A) has puzzled the interpreters, who
usually assume the demons to be a part of the host by which Buddha was assailed
in the Temptation. It was Dr. Leinter who remarked that the so-called demons
are simply monks wearing masks for a “devil dance’, such as those now worn by
Tibetan Lamas. The equipment of the soldiers has been described sometimes
as Greek and sometimes as Roman.  But it is neither. The men evidently belong
to the Himalayan region, and wear the dress and armour used in that region about
the time of Kanishka, say A.D. 100, The arrangement of the scales of Armour,
probably made of leather, with the curved ends uppermost, is explained by Sir
Aurel Stein's discoverics of similar scales at Dandan-Uiliq in Khotan, and by
a suit of Tibetan mail preserved in the British Museum. The Khotan scales
date from the seventh or eighth century, but there is no difficulty in believing
that the fashion of armour may have remained unchanged for ages.*

An imperfect frieze in the British Museum, about 16 inches long by 64 inches
high (Plate 53E), which puzzled Dr. Burgess, has been convincingly interpreted
! Rolker, Lex Catacombes e Rome, P, LXXXY11 scale armour shivm in Phate 11 mmy be ax ol us the seoond

* Suein, Asciens Khoran, pp. 252 411, P 11, and Adderds. fry.
st primesn ,ﬁ R O % et f e Aow %mwd approximulely contempotary with



M——

A, The Mankowsr Buddha (AD. 448, B. Buddna from Mirpur Kims. Stocce, ¢ 500 A.D

Gupta peried,  Locknow Musewm) Giupta period with some Gandhisra inflluence.  Prince
of “Wales Musourm, Bamibay.

Sth Cent.. AD. Gupin period.
Mathura Museam,

C. Female hesd. Sth Centi AD. Guopta period, [, Female hed.

PLATE 3¢




Mathurs Mowcum

AD

Huddlia

Ceni

B

Giupth. perind

ALl

Sarnath. (Sith Cent.
Sarnmih Muoscam)

Sented Buddhi

Al

Ciuptn persod )

[Sth

(Copyeiypli by Depovirment of Avchogalopy, Goverapieni of T

PLATE 60



Part | THE HELLENISTIC SCULPTURE OF GANDHARA 39

%_{' M. Foucher as a tepresentation of marine deities in a guasi-Greek fashion.
he character of the personages as Iritons or manne deilies of some kind s esta-
blished by the Tgadﬂlcs which they carry and their kilts of fins cut in the shape of
vine-leaves. ¢ object borne in the vight hand of the figure the second from
the right end appears to be & dolphin, indicating that the holder was intended
for Poseidon. The figure on the extreme left is in the familiar pose of Herakles.
The Corinthian pillar on the right is in the style of Palmyrene work of the second
or third century. The modelling of the forms would deserve praise but for the
disfiguring exaggeration of the abdominal muscles. The bearded faces resemble
that of an unmistakable triton, also in the British Museum, who has & fin and a
curly tail (Foucher, Fig. 123).°

The general impression produced by study of the Gandhara sculptures is that
they form & class standing to a considerable extent apart from the main current
of the evolution of art within the limits of India. . Foucher has succeeded,
| think, in demonstrating that the Gandhara school has no direct filial relations
with the earlier art of Maurya and Sunga times, notwithstanding the appearance
in both of certain elements common to the Hellenistic art of Wesiern Asia. The
artists of the north-west. who were masters of the technique of Asia Minor, had
no need to copy tritons, centaurs, and so forth, from the works of their humbler
predecessors in the interior, The true view seems o be that, whatever may be
the sources and extent of foreign influence on the work of early Indian sculptors,
fhe rapid development of the Gandhara school during the first century of the
Christian ert was the direet result of a fresh importation into the frontier regions,
by accomplished artists introduced from outside, of Hellenistic ideas expressed
in the forms then current throughout the Roman Empire.

According to Cunningham such importation of artists and ideas appears to
have been closely associated with and dependent on the extension of the foreign
Indo-Scythian and Kushan empires, as they gradually advanced their borders
from the Oxus to the Ganges, and possibly as far as the Narbada. Unfortunately,
as already observed, the chronology of those times is uncertain ; and until the
chronological question, summed up as the thlem of the date of Kanishka,
shall be definitely solved, the exact relations of theart of Gandhara with that of the
Gracco-Roman world and India proper cannot be elucidated with all the
precision desirable.

Tt is, however, safe to affirm both that the Kushan kings had become lords
of Kabul, with at all events part of the Punjab, before A.D. 100, and that sometime
after that date the character of the Gandhara style was fixed. Much of the better
sculpture of the Gandhara school undoubtedly was produced during the reigns
of the later Kushans, The characteristic of this work is the modified Corinthian
capital, similar in style to the capitals fashionable throughout the Roman empire
in the early centuries: of the Christian era.

The appearance in sculpture of that sfmia[tjr Graeco-Roman form coincides
with the introduction of the Kushan gold coinage, ::frwin in weight with the
Roman aureus, though somewhat debased in standard.* All the evidence leads
to the inference that the rapid development and exiension of the distinct Gandhara
schoal, with its charactenistic Indo-Corinthian capitals, were effected under the
patronage of the great Kushan kings, who may ‘even have imported foreign artists.

| Faucier, L' Are préco-boidililyoe ol Gandemo, po 244, Fig- 126,
* For detnils n:: Cunmingham, Coter of Mediaeval Jndi, 31, 16,
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Such foreign artists, accredited by royal authority and the fashion of the court,
would have been readily accepted as teachers by the local Indian sculptors, who,
after their accustomed manner, would have proceeded to adapt the new methods
1o thmrlown purposes, sometimes, perhaps, bettering the instructions of their
maslers, i
The popularization of the Persian style of painting in India undér Akbar in
the sixteenth century, and the immediate development of a prolilic Indo-Persian
school, surpassing its prototype in certain respects, while inferior in others, offer
an almost exact parallel to the events which hagﬁﬁre_d, as | helieve, in the Kingdom
of Gandhara during the first century of the Christian era. The pasallel fails in
so far that the Persian s:gg of painting, being congenial to Indian taste, readily
admitted of certain modifications which may be reasonably regarded as improve-
ments, whereas the ultimate models of the Gandhara sculptors having been the
masterpieces of Attic and lonic ari, alien in spirit fo the art of India, were usually
susceptible of modification by Indian craftsmen only in the direction of degradation.
It is obvious that the foreign clements in the art of Gandhara tended to diminish
as time went on, and that, generally speaking, the sculptures with most clearly
marked Gieek character should be considered early, and those most Indianized
as comparatively late. But, as already pointed out, this criterion affords no
infallible test of age. Some of the best hinished works in Hellenistic style may
have been executed by clever Indian imitators long afier the introduction of the
style, just as among the Mughal paintings we find close imitations of Persian
models side by side and contemporary wilth paintings profoundly Indianized.
Many Euro critics, convinced of the unapproachable excellence of the
highest type of Greek art, the model of the less excellent Hellenistic an, see in the
process of Indianization a decadence. But the critics of the ‘nationalist’ school
are persuaded that this view is erroneous, and that the process of Indianization
is in itself an artistic improvement, Mr. Havell, in general agreement with Dr.
Coomaraswamy, teaches that the earliest Gandhara sculptors were no better than
mechanical crafismen, hirelings following more or less impure Hellenistic tradi-
tions, engaged by the frontier kings in the manufacture of inferior objects of
handicrafi, which are mere ‘*soulless puppets, debased types of the Greek and
Roman pantheon posing uncomfortably in the attitudes of Indian asceticism’,
and tarred with the vices of commercialism, insincerity, and want of spirituality,
most conspicuous in the carliest examples. The indictment continues:
"The |nsincerity and want of spirituality typical of nearly all the art of Gandhara are, 85 1 have said,
most conspicuous in the carliest examples, or those which are attributed to the first century of our
era, when the Roman influence was strongest.  Two centuries later, in the sculptires of the Lorivan
Tangai Monastery, which Professor Griinwedel describes as belonging to (he best period uf Gandhara,?
the art has become more Indian, more national, and more spiritual, but it kas not vet nchieved the
true idedl of Indian art.  Since, however, it is Indian influence, Indian thought, which has so far

ected the style, it is surely incorrect to say that the ideal of Indian Buddhist art has been created
y foreigners. Foreign hands may have held the tools, but the influences which have dominated

tlie art have been ut Indian. ., . The perfected ideal of Indian art fs as far in advance of
the Gandharan type as the art of 1he Parthenon surpasses the art of Gandhara, Neither artisticully
nor technically is it possible to place the best Gan sculpture in the same plane with that of

Boarobodur, Elephanta, or Ellora, or ¢éven with the best modern Nepalese meml-work, such as the
Buddha in Plate VL'

' This expiunation of the rise of Gnndhara ant docs pot Y Now in the indian Museum, Calcutte.  See Plite 48 A.
ke inty consideration the part played by Parthiun and  * lmdion Sealphure sml Painting, pp. 45-50,

- Sasszmian Persin, miervening borween Eaat and West.
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The critic then proceeds to liken Gandharan art to ‘cheap, modern lalian Alleged
plaster work’, and to extol the later medieval sculpture and bronzes as exhibiting faults.

‘quiet testrained dignity, calm conviction, and effacement of physical detail...
the embodiment of & great national tradition, a synthesis of Easiern philosophy
and religious art’. We are further told that the Brahmanical art of the e
and ninth centuries expresses “the true Indian conception of divinity in a super-
human, s?mtmumed body', or, as elsewhere phrased, ‘the idea of a purified, tran-
scendental body formed by the practice of Dliyana [meditation] and Yoga [ascetic
testraint]’. So Dr. Coomaraswamy declares tﬁﬁm

Yust as through all Indimm schools of thought there runs like a golden thyead the fundumentil idealism
of the Upanishads—the Vedanta—so in all Indian art there is & unity that underlics all s Bewildering
variety.  This unifying pn‘nr:iglr: i here also Tdeslism, and this must of necessity have been so, for
the synthesis of Indian thought is one, not many'.!

The substance of these criticisms seems to mean that all high-class Indian
sculpture must be an expression of Brahmanical mﬂtaglh;fsies, nothing else being
truly Indian or national. But the Gandhara artists, who certainly did not worry
about a *superhuman, transcendental body’, or take any interest in the Upanishads,
agreed in those respects with the artists of all the early Buddhist schools, who
were, nevertheless, just as Indian and national as any ninth-century Brahman could
be. Although the technique of Gandhara diffi widely from that of Bharhut,
Sanchi. and the rest, all the early Buddhist schools alike, that of Gandhara included,
were animated by the Buddhist kindly humanistic spirit, as different as possible
from the Tanfric notions dominating medieval art, both Brahmanical and
Buddhist, but equally Indian. We are not entitled to denounce Gandharan ari as
"lacking in spirituality’, and so forth, merely because it does not cxpress the ideas
of Ellora and Elephanta. As a matter of fact, many of the good Gandhara sculp-
tures may be fairly held to express with admirable feeling and sincerity the ideal
of & saintly Indian man, and to be not lacking in ‘restrained dignity’. For instance,
the beautiful Bodhisattva (Plate 49% is very far from being a "soulless puppet’;
the Lahore Museum Kuvera (Plate 50B) has & good share of ‘restrained dignity';
and many of the Buddhas are quite equal to any of the Javanese or Ceylonese
images, Much credit is given by the new school of ¢ritics to the achievements
of medieval sculptors in t resentation of %mum and strenuous action; but,
without depreciating their work, it is permissible to insist on the similar merits
of the Gandharan heads and Atlantes. .

Political conditions scem to have been responsible to a great extent for the
failure of the art of the north-western frontier to penetrate d&:.}lljl' into the interior.
The Kushan empire ap y broke up in the time of Vasudeva I, the successor
of Huvishka, and was lollowed probably by a time of unrecorded anarchy. The
next empire, that of the Guptas, who completed the conquest of the Gangetic
valley about the middle of the fourth century, did not include the Punjab, and so
was separated from Gandhara by foreign territory. .

But outside India the Gandhara school achieved 2 grand success by becoming
the parent of the Buddhist art of Eastern or Chinese Turkistan, Mongolia, China,
Korea, and Japan. The stages of the transmission of the style to the Far East
have been cleatly disclosed by the abundant discoveries of sculptures and paint-
ings in the manner of Gandhara throughout Chinese Turkistan, both to the north

5 The Atms of Indion Arr (Essex House Prets), 1908,
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and south of the Taklamakan (Gobi) Desert, Through China lhc‘impunnd forms
of Buddhist art passed to Kores, and thence to Japan. Pious pilgrims, like Fa-

‘hian and Hiuen Tsiang, played a large part in determining the course ol Buddhist

art in China by bringing back from the Indian Holy Land multitudes of images
and pictures which became the authoritative models for Chinese monastic artists,
The Indian influence, it must be clearly understood, affected the art of China
and Japan only in its application to Buddhist uses. In other departments Chinese
art, and its daughter in Japan, developed independently of Indian ieaching.

The pursuit of the eastern ramifications of Indian Buddhist art lies beyond the
scope of this work, but a slight sketch in outline of the process by which
the Gandhara style became the basis of the art devoted 1o the service of Buddhism
in the Far East is an almost indispensable supplement to an account of the
Gandhara school, and may be presented in few words.

Communications between China and the western countries were first opened
up during the time of the Early Han Dynasty (226 B.C, 10 A.D. 25)' by means
of the mission of Chang-Kien, who was sent as envoy to the Oxus region, and died
about 114 B.C. That mission resulted in the establishment of regular intercourse
between China and the Scythian powers, but did not involve contact with India.
In the year A.D. 8 the official relations of the Chinese government with the western
states came to an end, and when the first Han dynasty ceased to exist in A.D. 25
Chinese influence in those countries had vanished. But in A.D. 73 a great general
named Pan-chao reduced the King of Khotan to subjection, and from that date
continued his victorious career until his death in A.D. 102, when the power of
China attained ils test western extension. In the last decade of the first
century Pan-chao inflicted a severe defeat on the Kushan king of Kabul somewhere
beyond the Pamirs in the Yarkand or Kashgar country. Most probably that
king was Kanishka, Afler Pan-chao’s death the Kushan King retrieved his defeat
and occupied Khotan, at some time between A.D. 102 and 123. To that Indo-
Scythian conquest of Khotan 1 would attribute the rapid spread of Indian languages.
scripts, religion, and art in Chinese Turkistan, as disclosed by the discoveries
of recent years. Kanishka's defeal of the Chinese and conquest of Khotan afford
an adequate explanation of the archagological facts.” Probably the Indo-Seythian
occupation of Khotan did not last very long, but no documentary evidence on
the subject has yet been discovered, During the third century Buddhism effected
considerable progress in China, and from the beginning of the fifth century to the
eighth & constant stream of learned pilgrime devoted themselves o the task of
saturating Chinese Buddhism with Indian ideas and Indian art. Early in the
seventh century Bajna and his son, Wei-tschu l-s{m%, distinguished painters from
Khotan, visited the Chinese court, and founded an Indo-Chinese school of paint-
ing, China transmitted the Indian forms ol Buddhist art to Korea, whence
they passed to Japan. That is the outline of the facts.” Duning all the centuries
mentioned there is no indication of a reflex action of Chinese on Indian art, the
supposed Chinese influence on the Ajanta paintings 2 little before or after A.D. 600
bemg very doubtful.

Chinese dynaitic dales ure piven uecording to Tohans, K (MGhchen und Leipzig, 189), p. K

S ere hathidw—Spabromismes m#ﬁ:amum 1965), ﬁmmrmu in Turkistan, sec Stdin's wmkf.wn:'d" IE

*Sce Ox. Hisr. Ll p. 128 for V. Smith’s theory on this Cimnm;m l:;l-_liﬂm miving the tesuly of Whe fest German
i expedition to Turfan, med b

St F.. Urber frumds Evqlsar in der chinesischm 0.7, K. 4,5, 1909, 0300 ¥ Dx vk Coq

=



I Liv1d
(o) (0 RGO F) LN OfeIRY f I shirfagy g pypeadios )
fxgindaann  jou W ey Wi Spoasdd
wiN g M7 0 Wy SRR R TR Sae)d J__; _._.._:.J_.‘ :_.?._....

UV WA g Al RESO(0Y)  CImaen gy wiiRaning
o ol osou Bupses-asddoy  Ceyppeg  (usBunyng. Cf

TUEACT  Man TA
(hmoneny poad wdng  CFY N30 WIE CUIETE 0a] BYPRitG Y




E Female head. Sth Cent. A.D, Gupla
perudl  Wathurs Mussum,

A, B, Sculptuared door-jombe, Garwhs (5 Cem. A
Crupta period),
{Fhoros ;. Indian Musoum, Caloutia)

¢ Femdle muee, stucco,  Rajels, (A nagind 6 Cent i
AD, Guptu period.  Mow crumbled) ik Ceni. AD

[Copyrighe by Lepariment af Avchweolugy, Governmens of India)

Female figure playing lvre.  Terricotia from Rupur

Gupta period.

PLATE &2



Part 11 THE EXTENT OF THE FOREIGN INFLUENCES 63

The fact that the prevalent existing forms of Buddhist art in the Far
East originated in Gandhara has been fully proved in detail by Professor Grin-
wedel and other authors, whose finding on that point is generally accepted.

Pary Il, THE EXTENT OF THE FORFIGN INFLUENCES

_ The isolation of India, so apparent on the map, has never been absolute. Her
inhabitants from the most remote ages have always been exposed to the action
of foreign ideas conveyed by one or all of three ways — by sea, through the passes
of the north-eastern frontier, or through the more open es of the north-west.
The only foreign art which could influence India from the north-east being that
of China, which certainly produced no considerable effect on Indian art prior to
the Muhammadan conquest, the ingress of foreign artistic ideas through the north-
eastern passes may be left out of account.

Long before the dawn of history traders from distant lands had brought their
wares 10 the ports of India, and in all probability introduced the alphabet and
art of writing. But in those ancient days the sea, although open to the passage
of adventurous merchants, was not the bond of union between distant lands
which il has become in these latier times for a great naval power, and the influence
excrcised upon the art of the interior by small bodies of traders at the ports must
have been comparatively trifling.  The constant invasions and immigrations from
the continent of Asia through the north-western passes had more effect;' and
one prehistoric immigration, or series of immigrations, which brought the Vedic
Aryans, ultimately settled the future of all India for all time by laying the founda-
tions of the complex, exclusive, religious, and social system known as Hinduism,
When history opens in the sixth century B.C., Northern India, at all events, was
already largely Hinduized, and in the third century, when the earliest extant monu-
ments came into existence, the Hindu sysiem staod firmly established. In attempt-
ing 10 estimate the nature and extent of foreign influence on Indian art,
as conveyed by sea and through the north-western passes, we must assume the
existence of Hinduism #s an accomplished lact, and acknowledge that nothing
positive is known about Hindu ari before the age of Asoka,

In his days the dominant foreign influence may be designated Persian, traceable
elearly in his monolithic columns, in the pillars of structural buildings, and in
architectural decoration. Capitals, crowned by recumbenr bulls or other animals,
are found at Bharhut, Sanchi and elsewhere, in the Gandhara reliefs, and at Eran
in Central India, even as late as the fifth century of the Christian era, but these
do not very exactly correspond with the true menian type. The capitals
of the monolithic columns, likéwise with their seated and standing animals,
although distinctly reminiscent of Persia, differ widely from Persian models, and
are artistically far superior to anything produced im Achaemenian times, Sir
John Marshall, as already observed, can hardly be right in ascribing the beautiful
design and execution of tf‘:e Sarnath capital (ante, Plate 4) and its fellows to Asiatic
Greeks in the service of Asoka’® _ ' _

We are thus led to consider the second foreign element in the most ancient

! Sugpested indications of Babylonian Influence inclode  ethnological facis.  Any "Babylonisn” wifluence that left
the enrlioal tlr:ﬁillul m:w:n-umqw..Ir the knowledge of wom,  ats mark on the it and ity people must have been pre-

L and the ¢ Taxila. See Kennedy,  Suiuerian. _
B O wmcrce f Indin ith Babylim' (7. K. . 8. *See J.. & A. &, 1907, p, 997, Pl 111 ; bid., 1908,
1808, pp 241-881  This view docs ol secord with the {110 1S -
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schools of Indian art, that is to say, the Greek element, expressed in Asiatic
Hellenistic forms. In Asoka’s age the chief schools of Greek sculpture were
in Asia Minor at Pergamum, Ephesus, and other places, not in Greece, and the
Hellenistic forms of Greek art had become largely modified by Asiatic and African
traditions, reaching back to the ancient days of Assyria and Egypt. It is conse-
quently difficult to disentangle the distinctively Greek element in early Indian art,
The acanthus leaves, palmetlos, centaurs, tritons, and the rest, all common factors
in Hellenistic art, are as much Asiatic as Greek. The art of the Asokan monoliths
is essentially foreign, with nothing Indian ¢xcc,pl details, and the fundamentally
alien character of its style 1s proved by the feebleness of later attempts to copy it.
I think that the brilliant work iypified by the Samath capital may have
been designed in its main lines by foreign artists acting under the orders of Asoka,
while all the details were left to li:u: taste of the Indian workmen, much in the same
way as long afterwards the Kutb Minar was designed by a Muhammadan architect
and built by Hindu masons, under the orders of the Sultan Altamsh.'

Our knowledge of the fine art of Asoka’s reign (273-232 B.C.) is restricted to
the monolithic columns almost exclusively. The other sculptures of the Early
Period probably are all, or nearly all, of later date. They present a great con-
trast, being essentially Indian, with nothing foreign except details, and they
presuppose the existence of 2 long previous evolution of native art probably
embodied in impermanent materials, and consequently not represented by actual
remains.

Are we 1o regard these sculptures, and especially the reliefs of Bharhut, Sanchi,
and Bodh Gaya, as purely Indidn in origin and inspiration, or as clever adaptations
of foreign models? The sudden apparition simultaneously of stone architecture
stone sculpture, and stone inscriptions during the reign of Asoka, when considered
in connexion with the intimate relations known to have existed between the Maurya
empire and the Hellenistic kingdoms of Asia, Africa, and Europe, raises a reason-
able presumption that the novelties thus introduced into the ancient framework
of Indian civilization must have been suggested from outside. That presumption
is strengthened by the foreign style of the monolithic columns, which undoubtedly
were & novelty brought into being by the command of an enlightened despot in
close touch with the outer world, It must be remembered, however, that Early
Indian architecture was essentially wooden. No sudden transition can be traced
dating from Asoka’s age. The small, square Gupta shrines are the earliest stone
structures in India proper.

Although 1 do not now feel justified in expressing as confidently as I once did
my theory of the Alexandrian origin of Indian bas-relief sculpture i stone, 1 am
still disposed to believe that such reliefs would never have been executed if works
essentially similar had not previously existed in the Hellenistic countries, and
esrpu:lally at Alexandria® The Indian reliefs certainly are not modelled on those
of Persia, which are utterly distinct in character; and it seems unlikely that the
Indians should have suddenly invented the full-blown art of stone bas-relief out
of their own heads without any foreign tion. The Alexandrian reliefs
were available as indications how stone reliefs should be executed, and the clever

' M Foucher, writing of the Saoutn relicfs; observes that  iranens”. (La Parte Grientole oy Stupd oe Sdweks, p. 34,
*gusntité de mo|ls decomtily nous oot pury o directement ¥ Jep, Gaz, (1908), wol. U, ; 105 fﬂt-:tninp. Eu;ﬂyn}

& la Perse leur thon ne #' Ry amyf. Exficr, a5, “Amari :
e gttt el e i et G e B LY, A



A.. Temphle gt Sanchi. Early Guia style: Sth Ceal. AD.

B Temmle il Desgarh. oth Cenr. Al Gupa penod

(Copyright by Departmest of Archacology, Government of tudta)

PLATE 63




9 LV 1d

{mgpwip fo prertiaiogy “Adopomyaay fo wswedng Aq wdaddoy)

{{poLad mdnry
‘gawiipag] ‘(rfademie ) MR UR TR BAlg . Y

Apottad widney gy luacy 11g)  cgieBoag] ‘enivey U0 nugsiy g Y TR g AR )




H,

A. The Buddho with Bodhisattvas, Bagh Caves

50 AD,

Gupta period.

{Copyright by Departimeni of Arckioloey, Geversment of India)

Fhmukha Lmga, leown Khoh. 6if Sen

A D

Ciupta period.  Allnhabid Mussum

PLATE 63

C. Female Iigur:_ feom Bhumam. Gl

Cent. AD., Gupta period

Misseunt.

Allahabad



.ql.,. .

?‘f-t."‘-.:.s-"

AD. Deccan Gupa period,

wed)

Budidia  Crom A Juntg

i

<
-
-
-

Deccan Gupia period.

AL,

poagibly from Sar

Buddha from Kanhen Cay

A




Part 11 THE EXTENT OF THE FOREIGN INFLUENCES 65

Indian artists and craftsmen, once they had seized on the main idea, would have
had no difficulty in transmuting it inta purely Indian forms, just as the Hindu
play-writer, mentioned by Weber, transformed the Midsummer Night's Dream
into & piece thoroughly Indian in character, showing no trace of its English source.!
Con ted relief pictures, like those of Bharhut and Sanchi, placed in exposed
positions, could not have been satisfuctorily exccuted in wood or ivory; but the
trained wood and ivory caryers, who existed in India from time immemorial,
could easily have applied their skill to making stone pictures 45 soon as the novel
material had become the fashion. Carvers in wood and stone often are the same
people and use tools substantially identical. The truth seems to be that the
Indians illustrated the Jatakas with Indian scencs just ss the Alexandrians illus-
trated pastoral poems with Greek scenes, and that the Indians got from abroad
the idea of so doingz.  But the theory must be admitted to be incapable of decisive
proof, although to my mind it appears to be highly probable. The subject-matter
and treatment of the post-Asokan reliefs are certainly on the whole Indian, and
such obviously foreign details as they exhibit are accessory rather than integral.

M. Foucher, however, may be right when he discerns in the Sanchi sculptures Indirect
more subtle indications of Hellenistic influence in certain examples of bold fore- evidence
shortening, in clever presentations of the thres-quarter face figure, and in the of Greek
harmonious balancing of %mu . 1t is, indeed, inconceivable that the Indian hflnetice.
sculptors of Asoka’s time should have failed to learn something from the Greek
art if it was accessible to them. The exact channel of this foreign influence is
nol historically or pugmﬂically clear. And its extent is debatable if it existed
atall. A great deal must be allowed for natural, purely native development, when
discussing such improvement of skill as is visible in the East und West gates of
Sanchi 'w%tm compared with the North and South. But whatever was borrowed
the Indian crafismen made their own, so that their work as a whole is unmistakably
Indian in character and original in substance.

| nroceed to discuss in some detail certain motives of ancient Indian sculpture
which seem to be of foreign origin, and in some cases lend support to the ry
of specially Alexandrian influence. _ :

TE@ first to be considered is that which may be conveniently designated the The
‘Woman and Tree® (Plate 54B). The form which may be regarded as normal “Woman
represents @ woman standing under 4 vine or othor tree, with her legs crossed, plin, o
‘the left arm twined round a stem, and the right hand raised to her head. Many wm;,m,,_._
variations, however, occur. Ogcasionally, the left hand is raised above the head,
as in an example from Mathura, in which also the right arm is not twined round
astem. Sometimes the legs are not crossed. The woman, in some cases, 1S mOre
or less clothed, but frequently, and especially at Mathura, is unmistakably and

essively naked. Very often, but not always, she stands on a dwarf, animal,
or monster (Plate 320). )

The atitude is well calculated to display the charms of the female form, and,
as M. Foucher observes, is frequently described in Sanskrit poetry, so that it
may be regarded as ‘la pose plastique par excellence” of India.® The dates of

i Jnd. Ant., vol. xax (1901); p. 287, nole 59, Weber refates  treat Furopeun pleys and tales m the s Wiy,

a simialnr  tromsformation E s Samckrit sduptatlon of " LA wht Gandhara, p. 235 A scul
Euclidl's Elomeats *All thal remiiined of the origimel  tre in the Mathim Suseum exhibits o mele flgure jn |
was the order of (he comtants usd the substance ol the  satie pose.
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Sanskrit literature are so uncertain that it is quite possible that the descriplions
may have been suggested by the statuary. It seems to me highly probable that
the plastic rendering was a foreign introduction. Dates seem to forbid the sugges-
tion that Western art might have borrowed it from India.
The motive  The earliest Indian example known to me is the Bharhui draped figure of the
in India. Yakshi Chanda, who is represented in what I call the normal manner. That
may be dated about 200 B.C.' The pose is in exact keeping with her character
as a primitive godling. The lady also appears on the Sanchi gateways, and m
Gandharan art over and over again with many variations. 1 cannot find her
at Amaravati, but at Mathura she is speci :.R* characteristic of the local art, both
Jain and Buddhist, and is often represented with lascivious suggestiveness in a
manner to which the Mathura school was too much inclined. Slightly modified
she becomes Maya, the mother of Buddha, in the Nativity scene (Plate 52B).
The Intest example that I can quote is a Brahmanical sculpture of the period at
Vijayanagar Tadpatri (Plate 134B) in the Anantapur District, dating from the
sixteenth century. Thus, it is established that in Indian sculpture the motive had
an history of more than 1,700 years.
_The motive.  In Greek art it occurs in the fourth century B.C,, a century or two before its
in Gresk art first appearance in Indiz at Bharhut. The Hellenistic artists transported the
motive to Egypt, where, by reason of contact with native Egyptian sensual notions,
ils treatment acquired a lascivious linge, agreeing suangeﬁ' with the Mathura
Frcse:nl&!ion, the nude figure, however, in Egypl being often male instead of
emale. M. Sirzygowski gives the name of Copto-Alexandrian to the mixed or
mongrel art produced by the intermingling of Hellenic and Coptic ideas. The
art of Gandhara does not share with that of Mathura the reproach of lascivious-
ness. It deserves credit, as M. Foucher ];mims out, for its “irréprochable tenue'
in dealing with the relations of the sexes.
The Aachen  The most striking illustration of the close resemblance between the Mathura
‘Bacchus”. presentation of the Woman and Tree motive and the Copto-Alexandrian form is
ound in an unexpected place, the cathedral of Aachen or Aix-la-Chapelle in
Rhenish Prussia. Six remarkable ivory panels on the sides of the cathedral pulpit
have been examined in a special disquisition by M, Strzygowski, who has proved
to my satisfaction that the Aachen ivories are of Egyptian origin, and should be
considered as & les of the to-Alexandrian school, They may have reached
their resting-place by way of either Ravenna and Milan or Marscilles.’
Two figures, one on the right and one on the left of the pulpit, identical save
in certain minor details, are known conventionally as ‘Bacchus’. Each repiesents
a nude young man facing, standing with the right leg straight and the left
crossed over 1. The body is supported by the left arm, which is twined roun
the stem of a vine overtopping and surrounding the youth with its foliage. His
right hand is raised to the crown of his head (Plate 54A). The pose is precisely
the same as that of the Woman and Tree motive in Indian art, and the resemblance
between the Mathura and Aachen figures is so close that, in my judgement, it
cannol be accidental.  Both must have a common origin, which should be sought
in Syria or Asia Minor, from which Egyptian Hellenistic art drew its inspiration,

".‘i‘rﬁw Bhorir, Pl XXIT; Griinwedel-Burpess, ihtu&mamhnmmﬂmnmt,
u.uﬂ'“%mﬁwmﬁsm 748, The ‘o 'L?E&’m J":liur.' &ﬁmmm % :wu:
w:ﬂm,mm: Gandhora Sculptures, PL XXIL Vienne), 1902), s " .
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Part 11 THE EXTENT OF THE FOREIGN INFLUENCES 67

The motive was variously treated in Egypt, and, at least in one case, 8 woman
takes the place of the youth. There is no difficulty in believing in the transference
of Alexandrian ideas to India cither before or after the Christian era. From
Asoka's time for several centurics intercourse between the ports of Egypt and
Indig was conlinuous. The cupids, hirds, and beasts interspersed in the folia
of the Aachen ivory are also often found in India. Compare, for instance, tﬁg
Garhwa pillar (Plate 62A) and various Mathura sculptures.

“The female figure in the Woman and Tree design used Lo be described as a The
'daf%nrg-%rl’. ut, whether nude or clothed, she is never represented as dancing, Woman not
an

~ Vogel certainly appears to be right in maintaining that she should be
interpreted, not as a dancing-girl, but as a Yakshi, or female sprite.! The Yakshas
and Yakshis played in ancient po wlar Indian Buddhism a prominent part com-
parable with that played by the Nats in modern Burmese Buddhism.

a ‘dancing-
girl’.

Other motives must be discussed more briefly. At Amaravati and in Gandhara The Rider
a fayourite subject is the departure of Gautama Buddha as Prince Siddhartha motive.

from Kaqlilavaslu on horseback. Generally the horse is shown in profile, but
occasionally is m%asanmd as em-rrginﬁ from a gateway, and facing the spectator,
fore-shortened. is latter form of the design especially seems to be connected
with the Rider motive as seen in the Barberini ivory diptych in the Louvre, of the
fourth century, and in one of the Aachen pancls, the origin of both being traced
back by Strzygowski to the Egyptian representations of Horus triumphing over
ers of evil represented by a i

¢ Indian sculptures usually show eaﬂh-s}:;iﬁts, or Yakshas, male or female, The carth-

holding up the horse’s hoofs.” As Grinwedel and Strzygowski point out, the spirits.

seulptures illustrate the Buddhist legend that the earth-goddess displayed half
her form while she spoke to the departing hero, and also are & reminiscence or
translation of the Greek motive of Gaia rising from the ground, familiar to Hellenic
art from the fourth century B.C. Similar earth-spints are seen in the Barberini

i The Rider motive is used on the uprights of the Sanchi gateways, and
there is a large Kushan Horse and Rider in the Mathura Museum.

The use of @ long undulating stem, band, garlind, or roll to break up a long
frieze into sections was familiar to Indian sculptors from early days. As seen
‘on the Bharhut coping, the device used is a lotus stem with jack fruits attached.
The stem is not carried by anybody. This design seems o be ly Indian,

But the later forms of the motive must be compared to the garland carried
by amorini, Erotes, or cupids, which was constantly used in the later Hellenistic
and Graeco-Roman art. In Gandhara an imbricated roll, quite in the Graeco-
Roman fashion, carried by boys, equivalent to cupids or Erofes is substituted for
the Indian lotus stem. At Mathura and Sarmath we find 2 smooth roll carried
by men, not boys (Plate 34C), and at Amaravati a bulky tinsel roll with Indian
decoration, also carried by men (Plate 41B). ) . .

The hippocamps, tritons, Centaurs, and other weird creatures, which certain!
were borrowed from Western art, occur, as we have seen in Chapter II, at B
Gaya and other places in the sculptures of the Early Period. It does not much
matter whether we call them Hellenistic or Western Asiatic. Forms more or less
' * And al. 1 M. 1, p. 241; Grinwedel-
! dm. Rep. A, 5. fmi:,mlmﬁ-‘!. p: 146, nmun:.. ﬁ'ﬁ'f"ﬁ:;_“gi m L 241 R

B . gréco-
Gandhara Sculptures, PL XX, Fig. 1=F. 1 A, I, b dy Gandhars, p. 239, Figs: 11618 ; 7. 4. 5. B.
v, v * 1 | s Fart 1, vol. Ivili (1889), p. 158, ciing & Roman parllel.
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similar recur at Mathura and Amaravati and in Gundhara, The strongly-marked
muscles of some of the Gandhara figures and the snake-tailed monsters suggest
the notion that the sculptors of the north-west fell the influence of the vigorous
Pergamene school. The Atlanfes of Jamalgarhi (Plates 54D and 55A) especially
seem to be reminiscent of Peigamum; from the Buddhist point of view they may
be regarded as Yakshas. A few of these Western Asiatic Hellenistic forms are
shown together in Plate 55. Atlantes occur in later Hindu art in the form of
dwarfs, usually four-armed.

Certain architectural details represented i ancient sculptures, in addition
to the well-known Corinthian and lonic capitals, may be mentioned as being
common 10 Indian and Western Asiatic Hellenistic art.  The fluted spiral column,
frequently met with on the sarcophagi of Asia Minor and in later Roman work,
does not seem (o occur at Amaraviti or im Gandhara, but is found a1t Mathura in
sculptures which are difficult to date, but which seem to be post-Kushan.! Subse-
ri::entljr it was freely used in the cave-temples of Western India. The scallop
shell of ‘shell-niche” canopy, often seen on Asiatic sarcophagi and in Egyptian
art, occurs in India, so far as | am aware, only in Lhe details of the Corinthian
capitals at Jamalgarhi. M. Strzygowski holds that the form prubahlﬁauriginaled
in Mesopotamia, and that it was ultimately developed inmto the characteristic
Muhammadan mifirab,” Bul that suggestion seems to be of doubtful validity.
The rectangular incised pane! frequently found on pilasters in Guandhara reliefs
is specially characteristic of the Roman architecture of Palmyra (A.D, 105-273).
Much of the Gandhara art resembles that of Palmyra and Baalbec more closely
than that of any other specific locality. The buildings at Baalbee date from the
second century. It is, of course, unn lo point oul in defail the numerous
echoes of Greek art in the Gandhara sculplures. 1 have confined mysell to
noticing certain_points of particular interest,

The introduction of the vine into Indian bas-reliefs used to be considered s
initself evidence of copying from Hellenistic models, But that view is not tenable.
The vine is still largely grown in India proper, and until the recent Afghan conquest
was freely cultivated in Kafiristan, Sir George Watt believes that the plant is
indigenous on the lower Himalayan ranges, and is even inclined to think that its
cultivation may have been diffused into Eurq]gc from that region. However that
may be, itiscertain that Indian artists had ample opportunities of studying the forms
of vine-growth at first hand, and were under no necessity to seek foreign models.

In certain cases, however, Indian sculptors chose 1o treal the vine motive after

style of the Euro or West Asiatic manner.' The best example of such treatment is

freafimentc

the well-known frieze from the Upper Monastery at Nathu, Yusufzai, which is
almost & replica of & similar work at Palmyra, executed in the third century after
Christ (Wood, Palmyra, Plate 41). The design (Plate 55C) consists of a vine
stem knotted into five circles forming small E&mels. the first of which, to the left,
contains leaves only; the second is occupied by & boy or “genius’ plucking grapes;
the third ¢xhibits a boy playing with a goat; the fourth displays a crudely executed
goat nibbling the vine: and the fifth represents another boy plucking grapes.
Plate 56A reproduces a Mathura soulpture treating the vine after the ?ncr:n
manner, and admirably executed.

‘%:fn Sinpa of Matkmra, PL XLYI, 5. tonl  rendermg  of  the  ociagonal | eniling-pilier.

&7, Hellanic Shglies, 1907, p. 114, Fig. 1]. Codelaglon, Amciewt fndle, Flg, 22,
iln Ganilhars this ‘-:nrnl‘ o :nunnﬁmm-od e * Latter dated & Novy, 1909, *
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The motive consisting of # vine or other conventionalized plant springing from
a vase is common to Egyptian and ancient Indian art. M. Strzygowski gives
three examples in the essay cited above. The motive is found every-
where at Bharhut, Qanchi. and Amaravati, and is the basis of the later vasc-and-
foliage capital.
~ The Indian treatment of indigenous animals in both sculpture and painting
is 44 original and artistic as that of plant motives.

“You haye only’, Sir George Watt writes, "o look at the plants and animals emploved i the most
ancient designs to feel the strong Indian curreat of thou {here conventionalized, which must have
ivolved centuries of evolution. The treatment of the elephant, monkey, an t is Indian, and
in no woy Greek. No Greeks {as few Englishmen to-day) could give the life touches of those:
animals seen on all the cldest sculptures and frescoes.!

Those observations are perfectly true, and in all discussions of the foreign
elements in Indian art we must remember that in certain respects Indian artists
were not only free from obligation to the Greeks, but actually superior to them.
The illustrations in this work bear abundant testimony to the Indian power of
defineating indigenous living forms, both vegetable and animal. The Gandhara
treatment of the elephants is inferior to that of the same subject by the artists of
the interior, who were more familiar with that wonderful beast, which is not easy
to model or draw well.

The general result of examination of the foreign influences upon Indian pre-
Muhammadan art, whether sculpture, painting, or architecture, is (0 support
the oninions of thosc who maintain the substantial originality of Indian art. It
may be true that the general use of stone for architecture and sculpture was sug-
gested by forei example, and that the notion of making story-telling pictures
in stone came from Alexandria; but, even if both those hypotheses be accepted,
the substantial originality of the Indian works is not matcrially affccted.  The
principal forms of Indian architecture, so far as appears, were developed in India,
and it is impossible to connect them with Western forms. They have, as M. Le
Bon observes, a character of “frappanie originalite’. The actually proved borrow-
I India aro confined o details, such as Persepolitan columns and capitals,
and a multitude of decorative clements, some of which continued in use for many
centuries,

"M. Le Bon is well supported by facts m his opinion that India,

‘malgre ntact assez prolongé avee la civilisation . ne lui @ empruntd, et ne pouveit lu
mpnmgxn:u::m de ses arts;  Les dewx races éaient trop differentes, leurs pensées trop dissemblables,
Jeurs génies artistiques frop incompatibles pour qu'elles sient pu sinflusncer, . . Le génie hindou
mtdi:mmt spécial que, quel gue soit 'objet dont fes nicessités lui imposent I'imitation, I'aspect de
oot ¢ transforme immédiatement pour devenir hindow.' The same author continues :—'Cetie
' de I'art grec & influencer U'Inds a quelque chose de frappand, et il faut bien I"attribuer
A celte incompaltibilitd que nous avons signalée entre li génie des deux races, €1 non A une sorte
d'incapacité native de 'Inde & s'assimiler unart étranger.’

The readiness of India to assimilate suitable foreign material is shown by her
proved willingness to borrow freely from Persia in ancient times and again after
the Muhammadan conguest. . ; ,

Whatever influence Greece had exercised on Indian art was practically exhausted
by A.D. 400, Afier that date the traces of Hellenistic ideas are too trifling to be
worth mentioning. The medicval Brahmanical and Buddhist schools have nothing

12-15: et Tides, No, 75, Mars 1910, p. 190),
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in common with Greek art, and the strange artistic forms introduced by the
Muhammadan conquerors dl the beginning of the thirteenth century were y
alien to Hellenic fecling. From the fifth century the art of India, whether Hindu
or Muslim, must stand or fall on its own merits, without refeience to Hellenic
standards. The medieval Hindu revival and the advance of Islam, in large. part
synchronous, both involved a revolt against Hellenio ideas and a reversion to
ancient Asiatic modes —a ‘renaissance aux dépens des influences helléniques’.’

NOTE TO CHAPTER FIVE

The chronology of Gandharan sculpture is a very vexed problem and as such it has not been deemed
necessary to deal with the pros and cons of conflicting theoties, One thing seems fairly’ certain
however and that Is that many of the scalptures of the Gandharan school dre later in poinl of time thisn
they were originally thought to ‘be.  But much diﬂ"mullz:sis expericnced in coming to i delinite
conclasion by resson of the fact that the few dated examples we possess are not ascribable with con-
fidence to any particular ¢ra. There is still 2 controversy as 1o which era 8 particular date shotdd be
ascribed and in fact some of the eras suggested are (hemselves matters of conjecture,  Even stylistic
analysis is not always helpfil in this Geld of study, The fomous Kanishka reliquary found st
Peshawar (P1. 57) itself raises problems for those who base chronology on style, The more so when
Kanishka's date is so controversial, The art of Gandhara is generally referred to as Graeco-Buddhist,
but several writers have pointed out that the reat and immediate influence is that of Roman sculpture
and Roman art in . This theory has in its turn been criticized and [t has been mainiaingd
that the Western in is really that of the Hellenistic period of Greek art.  The truth may well
be that more than one infiuence i to be discerned in'Gandharan sculpture at all periods of its develop-
ment. In its earlier stages the influence that dominated may well have been of the Hellenistic period,
while in its later development a more dominating influence may have been that of Roman arl. It
must be remembered that a variety of crafismen may have been emploved in North-West India and
that different groups of artisans may have been trained in different traditions.

The aesthetic merits of the art of Gandhara and the significance of the role it played in the history
of Indian art have been widely debated. 1t has been dismissed as & debased art of little im
or os an Isolated phenomenon of no resl acsthetic or cultural valus,  On the other hnmE ‘it was
regarded by the earliest writers on Indian art as the high water mark of Indian sculpure, no doubt,
because it reflected the influence of Greek sculpture.  The present editor at one time belonged 1o
the former school of thought but has come to recognize that most of those who have debated this
question have rather overstated their respective viewpoints, There is quite an sppreciable body
of Gandharan sculpture and stucco art from Afghanistan which merits serious conzsideration for a
solution of certain problems of Indian sculpture and which at the same tme can lay a claim to
sesthetic merit,  Broadly t:lpcnkins, we have two l'mrzlclenmnt groups of work in the plastic art of
the North-West, loosely referred toas the school of Gandham llwu;ﬂi it was produced over a much
wider arca than the ancient province of Gandhara. There are the stone narrative reliefs, stone
Buddhas and stone Bodhisattvas in the gray schist of the region ; while from Afghanistan, s well
as other sites, lurge quantities of termeotta figures, including the most fascinating individualistic
pertrait studies, have come to light. 11 has been sugzested thal most of the stone sculpture is anterior
to most of the uction in terracotts. This is again a problem of chronology and it has already
been indicated that this problem still remains unsolved. "a;mwl:r seeks the feeling of Bharhut, Sanchi
or Amaravati io the Gandharan reliefs is bound to be disappointed; but il one approaches this
art and evaluates it within the ambits of its limitations, there is much, particularly in minor sculptural
details, that will repay study and afford aesthetic pleasure, Wilh tegard to the stucco production
there is a fair output of portrait studies which must surely be regarded 21 brilliant. '

! Simpson (), Koy, Meer. Brii. Architects, 1894, p. 100, Foocher, LA gréco-bowbihigue du Ganathara,
Fig 1)1 V. A. Sith (7. A_S. b Part L vol. Vil p.160),  Fige 290, ' LS
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Chapter Six |I
THE GUPTA PERIOD

HE displacement of the Arsacid by the Sassamian dynasty of Persia in Revolutions
A.D. 226, the approximately simultancous downfall of the Andhra kings 1o third
who had ruled the Deccan for four-and-a-half centuries, and the dis- #H5-

appearance of the Kushan or Indo-Scythian sovereigns of Northern India about

the same time, unquestionably must have resulted in violent litical and social

disturbances on Indian soil during the third century. But hardly any record,

archaeological or literary, has survived of that stormy interlude.

The rise in A.D. 320 of the Imperial Gupta dynasty, with its capital at Pataliputra The Gupta

(Patna), the ancient seat of empire, marks the beginning of 2 new gpoch, Under smpire.

a2 succession of able and long-lived monarchs the Gupta dominions rapidly in-

creased, until in the first quarter of the fifth century th comprised in modern

terms Central and Western Bengal, Bihar, the United Provinces of Agra and

Oudh, part of the Central Provinces, and the whole of Malwa and Gujarat, with

the peninsuls of Swrashtra or Kathiawar. We know from the contemporiry

testimony of the Chinese pilgrim Fa-hien that the co empire thus formed

was then well governed by Chandragupta II, surnam Vikramaditya. |

During the last quarter of the fifth century the Gupta empire was shattered Hun in-

by the inrush of swarms of fierce Huns and allied nomad tribes from Central vasions,

Asia. The short-lived Hun power was broken in India by a decisive victory Harsha, &c.

gained by native princes about A.DD. 528, but a long time elapsed before new political

combinations oﬂ:n}r stability could be formed. In the seventh century a greal

kﬁcm Harsha (606-47) reduced India north of the Narbada to obedience,

while the Deccan submitted to his able contemporary Pulakesin [1 Chalukya, :

and the far south was governed by a powerful Pallava king. The Chalukya fell u

before the Pallava in 642, and five o six years later Harsha died childless, leaving
the empire which he had won a prey to anarchy. i
During the seventh and eighth centuries the foreign settlers had become Limits of
Hinduized, tribes developing into castes. When the ninth century opens we 1h=_DGdl=Pu
find a new distribution of power among kingdoms mostly governed by so-called P10y
Raj in many cases the descendants of chieftains belonging to the fom:ﬂ
tribes of Hunas, Gurjaras, and the like. The Huna or Hun invasions with
subsequent readjustments mark the division between the history of Ancient and
that of Medieval India. ] _ ! |
All students of Indian literature oW recognze the fact that during the reigns Gupta 1
of Cbmd;:gupta II and his next two successors, from about A.D. 375 to 490, literature, ;
every branch of Hindu literature, science, and art was vigorously cultivated under science, and I
the stimulus of liberal royal patronage; and thete is general agreement that
Kalidasa, the greatest of Indian poets, gﬁ;ﬁd the Gupta court and produced his
masterpicces in the later years of the century.' The plastic and pictorial
arts shared in the good fortune of literature and science. In painting we have
the frescoes of Ajanta and Bagh, and also those of Sigiriya in Ceylon. In coinage
a marked improvement took place during the reigns of the earlier Gupta kings.*
Until quite recently the merits of Gupta sculpture were not generally or freely

N eiy Hisr, Indio, Ind ed., sup of wculpture of the actual Gupta fifth century ls
mhﬁwhm"'m’ B b compared with the buik of medieval sculpture.
* Marshall, J. B 4, 8, 1907, p. 1000. However, the



Gupta
scolpture.

Earliest
Gupa
works

Gupta
architecture.

72 THE GUPTA PERIOD Chap, V1

recognized (A 1). Owing to the destruction wrought by iconoclast Muslim
armics and kings who overran and held in strength almost every part of the Gupta
empire, few remains of the period exist above ground, except in out-of-the-way
localities, and our present knowledge of Gupla art is largely the result of excavation.
Sarnath, especially, has proved to be a rich treasurc-house of Gupia, as well as
of Kushan and earlier art.! The ravages of the Huns did not wholly stop the
practice of the arts of civilization, and one of the surprises of recent exploration
has been the discovery of many large Buddhist monasteries at Sarnath and other
places in Hindustan dating from the fifth and sixth centuries. The sculpture of
the period is mainly Buddhist and Brahmanical, the Jain works being few and
af little artistic interest (A 2).

Except certain coins of high artistic quality, as judged by an Indian standard,
no work of art yet discovered can be referred to the reign of Samudragupta (A-D.c.
335-75), the victorious general, and accomplished poet and musician, who has
recorded his achievements on Asoka’s pillar at Allahabad. The earliest known
Gupta remains date {rom the beginning of the fifth century (A 3).

In the fifth century were built the earliest stone buildings that have survived.
They are chiefly tiny shrines (Plate 63A) situated in out-of-the-way places,
Cunningham treated those little edifices as examples of the ‘Gupta style’, and
enumerated seven characteristics of that style, namely,

(1) flat roofs., without steeples of any kind;
(2) prolongation of the head of the doorway beyond the jambs;
(3) statues of the personified Ganges and Jumna guarding the entrance;
(4) pillars with 4 massive square capital, surmounted by two lions hack
to back, often with a tree between them;
(5) bosses over the capitals, and peculiar friezes;
(6) continuation of the architrave of the portico as a moulding round the
building; and
(7) deviation of the plan from the cardinal points,
A characteristic example exists at Tigowa in the Jabalpur District, Central Pro-
vinces® (A 4). :

These small shrines are really the proto of much of the architecture of the
great cave temples at Ajanta and Ellora. All the known examples are Brihmanical,
At Udayagiri caves are to be found cut in the rock on exactly the above plan. At
Ajanta the Buddhist rock-cut Vihara, which was originally nothing but a large
pillared hall with cells for dwelling purposes leading into it on the three inner
sides, was converied to ritual purposes by cutting a shrine exactly corresponding to
the Gupta structural shrines in the back wall. doorways, with their pilasters
and river-goddesses are reproduced in detail, proving the near relation of Ajanta
architecture to the Gupta. Some of these shrines actually stand free, havinga
circumambulation passage cut around them. In the Saive caves at Ellors and
Elephanta the shrine is pushed forward into the body of the hall directly in fromt
of the main entrance. "Thes¢ Linga shrines have doorways and door guardians
on all four sides. The river-goddesses of the true [early] Gupta shrines are placed
on the level of the lintel on either side of the door [as at Udayagiri caves excavated
in A.D. 401-402, Plate 58A]. Ganga stands on her Makara (Plate 58B) and
L Greek Infhuencs hins been 4 in the drama of  coinsge rmy besl be taken o an ordarly development of

. Yincent Smith European influenée in  the numtiseoatic art of the Kudhass.
the Guypra coirs, bul owns 10 & lsck of proaf.  The Gupta. [ Now Madhya Pradsl |
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Chap, Y1 THE GUPTA PERIOD 73

Yamuna on her tortoise. At Udayagiri, on the doorway of the C ta
Caveexcavated in A.D, 401-2, the goddesses are represented without their vehicles. 'I
Here and elsewhere they stund beneath trees usually in the Woman and Tree

wsture. It seems that originally they were tree-spirits, like the Yukshis at
Bharhut, and only became river-deities later.! [Other sculptures from Udayagiri
of the early 5th céntury, A.D. are illusirated as Plate 58C and D],

In the Ajanta frescoes it is evident that the palace and town architecture was
entirely of wood, beantifully carved and painted.

Although in the matter of style no distinctions based on the roligious destination Siva and
of particular images can be drawa, it will be convenient to finish the deseription Parvati.
of selected Brahmunical stone sculptures before proceeding to the discussion of
the Jain and Buddhist works and the metal castings. '

The Indian Muscum, Caleutia, sesses a remarkable group of Siva and
Parvati (Km. 40) from Kosam in the Allahabad District, bearing an inscriplion
dated A.D. 458-9, The consorts stand side by side. each with the right hand
raised and the open palm turned to the front. The head-dress of the goddess is
described as a most elaborale construction, which recalls that ‘of some Dutch
women, and consists of a huge, Iransverse, comb-like ornament projecting bevond
the side of the head, and terminating on both sides in large wheel-like ornaments,
from the centro of which depends a Jarge tassel. ‘There are huge ear-ornaments
and very massive bangles.” .

A temple st Deogarh (Plate 638), in the Lalitpur subdivision of the Jhansi Sivaas
District. U. P., is adorned with sculptures of exceptionally good quality in panels mahayosi.
inserted in the plinth and walls, which may date from first half of the sixth
century. That region probably escaped the Hun troubles owing to 1ts remote
situation. A panec! on the eastern facade, representing Siva in the garb of an
ascetic gmm'myagi), attended by another yogi and various heavenly beings hovering
in the air (Plate 64A). may cliim a place among the best efforts of Indian sculplure,

The gﬁnmpal image i 50O heautifully modelled and so tastefully posed that we
figures

forget the inartistic excrescence of the extra pair of arms, The flying

are admirably designed so as 10 give the appearance of aerial flight. The
modelling of the feet an hands deserves particular notice, and the decorative
carvings are in good taste, The close-fitting girments of all the figures and the
wigs of some of the attendants are charactenstic of the period.

fnmhcr panel from the south facade of the same temple is equally good Vishnu on
g:m: MB?. The subject is Vishnu as the Eternal, reclining on the serpent Anania, Ananta.

s symbol of eternity, with the other gods waiching from above. The principal
image 1§ beautifully posed, and the extra arms most dnxta:musl;r- arranged. The
Wigdike dressing of the hair is very prominenl in this fine group. _

%’hz little-known tuins at Rajgir, the ancient capital of Ma include 8 A Raigir
reliof of a female, facing [ront, which is of the Gupla age (Plate 62C)" EA $). sculpturs.
The sculptures at Nachna-Kuthara in Ajal h State are very fine, especially the
doorways of the two shrines, Cunnin describes them as ‘being much
superior to all medieval sculptures, both in ease and gracefulness of their attitudes,

as well as in real beauty of the forms'.
m, A, 5 Kep

' Cunninglusn, A. 5. ol K p 43:s6; b, For Deogath art uithes see Cunninhiam,
woll ix; . l:«bf NEKIIW Rep. }tr.q.'.'i'-, Ears, Circle, vl 3.0 100-3, . XXXV The aroups of ssulpture
7.8 - Cousem, Progr. Rep. A £, Woss. fad,, 19034, have not be=n pritbiished previowaly

+ Anderion, Catiel, Part I 1. 286 5 Cunningham, A4 £ ° Cunningham, Rep. vol. xd, p- 9,

Rap., vol. 5, p. 3§ phuto, 469 iy Lo M. L
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Fifth-century  Several ancient sites in the south-western part of the Allzshabad District have

Garhwa

senlptures,

Seated

lrom
Sarnath.

. Standing
Buddha at
Mathura,

ielded to slight excavation many remarkable Buddhist sculptures in stone, roved
y dated msgt tions to be assignable to the reigns of Chandragupta II, lll:.,!s son
Kumaragupta I, and his grandson Skandagupta in the fifth century.

The vigorous, and at the same time refined, sculpture adoming the ruins of a
Gupta lemg:li: al Garhwa, twenty-five miles south-west of Allahabad, is illustrated
on Plate 62A and B, giving back and side views of one pillar. The on
the front are arranged according to the ancient Indian fashion, and e style is
related to the art of Sanchi and Bharhut much more closely than to medieval art.
There is no trace whatever of Gandharan influence. The figures are well drawn,
and modelled on purely naturalistic principles,

t_Tlm beautiful ornament on the side is described by Cunningham as consisting
0ol—
‘the undulating stem of a creeper, with large curling and intertwining lcaves, and small human figures,
both male nmf female, climhing up the ﬂcﬁ. or sitfing on the !en:':f in ::'il'ﬂm attitudes. Thcﬂgruhnl:
scroll is deeply sunk and very clearly and carefully carved; and ., fy. one of the most plessing
and graceful specimens of Indian architectural orpament.”

The commendation is fully justified; nothing better can be found in the earlier
work at Mathura, and the Garhwa design would do credit to an lalian fificenth-
century artist.

Among the numerous excellent sculptures of Gupta age, disclosed by recent
excavations at Sarnath (Plates 60A, 61A), the most pleasing, perhaps, is the
seated Buddha in white sandstone, 5} feet in height (Plate 60A).

The deer-park at Sarnath having been the place where the | of the Law
was first turned, or, in other words, the doctrine of the Buddhist way of salvation
was first publicl preached by Gautama Buddha, his effigy is naturally repre-
sented with the fingers in the position (mudra) associated by canonical rule with
the act commemorated. The wheel symbolizing the Law and the five adoring
disciples to whom it was first preached are depicted on the pedestal. The woman
with a child on the left probably is intended for the pious donor of the image.
The beautifully decorated halo characteristic of the period is in marked contrast
with the severely plain halos of the Kushan age. The sivle, marked by refined
restraint, is abso ut-lzjlg free from all extravagance or monstrasity, lowance
being made for the Hindu canon prohibiting the display of muscular detail, the
modelling must be allowed to display high artistic 53{ The angels hovering
above may be compared with the similar figures at Deogarh.  The close-fitting
smooth robe is one of the most distinctive marks of the style, which is si
original and absolutely independent of the Gandhara school® The composition
Is s0 pictorial that it might have been designed after the model of a painted fresco,

An excellently inscribed standing B of the fifth century in the Mathura
Museum (Plate 60B), height 7 feet Lzr% inches, while clearly refated to the Sarnath
seated image in several respects, differs widely in the treatment of the drapery.

which at Mathura shows a reminiscence of Hellenistic forms. The skill with

' The Garhwa remains are fully described and ifimerated endsd wfter which deigriomtion
by lﬁmﬂg_” hlhmﬁm ﬂ:ll]i’;. F. Rep., yol. lil, pp. 3381 ; wol. &, ﬂl:id Thia pu'mﬂnd :‘nﬂm b by an_eatra-
r%milnlnﬂ:mhubwndlﬁﬂnndinlhn Gupta codem, :mumh'.my.,f [F A o

1;: COmgues! ﬂf':'ﬂ@ml:h undoubtedly opened m!mcmzi;udm
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which the body is shown through the transparent garments is characteristic of the
best Gupta sculpture.'(A 6). = - = '

~ The unigue copper colossus of Buddha, about 71 feet high, now in the Museum
and Art Gallery, Birmingham (Plate 61B), is, perhaps, more closely -akin to the
Sarnath than to the Mathura image, the robes being almost smooth, with the folds
marked very faintly. The transparency of the garmenis is clearly marked. The
statue was excavated by certain railway engineers in 1862 from the hall of & ruined
monastery situated between the modern mart and the raifway station at Sultanganj,
on the Ganges, in the Bhagalpur District, Bengal. One of the discoverers brought
it home, and some years later presented it to the Birmingham Muscum. The
image was found lying on the ground, haying been wrenched [rom ils massive
granite pedestal: but was practically perfect, except thal the left foet was broken
off above the ankle. The earliest possible date is indicated by the discovery
in an adjoining stupa of a coin of the last Western Satrap of Surashira, accom-
Ej:lllu.iad by one of hi Chandragupta 11, Vikramaditya, who annexed

is dominions
century

§ COnguerors,

about A.D. 390, The statue, therefore, may be dated eurly fifth
~According the material is ‘very pure copper’, cast i tWo
distinet layers, the inner of which was moulded on an earthy, cinderlike core,
composed of a2 mixture of sand, clay, charcoal, and paddy (rice) husks. The
gether by much corroded iron bands,

ts of this inner layer were held to
onginally three-quarters of an inch thick. The outer layer of copper seems 1o
erdue process. It

have been cast over the inmer one, rpresumably by the cire
was made in several sections, one © which consisted of the face and connected
parts down to the breast. .

Lumps of copper ore found close by indicate that the smeiling and
were done on the spot. The hand of another largs copper statue was pick
up, and three small Buddhas of the same metal were discovered. One, nearly
destr by rust, was scated, the three others were standing, with halos broken
and detached. A large Bihar image of carboniferous shale was found nearby:
this image is also in the Birmingham Museum.*

At the adjoinin kuwar a very perfect seated Buddha of unusual
type was found (Plate 59A), bearing a dedicatory mscriplion dated in the year
129 G.& — A.D. 448-9. The peculiar head-dress, il it be a head-dress, is, as Cun-
ningham remarked, like that now worl by the Abbots of Bhutan, and the ima
may be the work of & northern artist.’ The webbed hand was one of the
tional marks of a Buddha, according to some schools, The wheel below
symbolizes the turning of the Wheel of the Law, that is to say, the preaching of
tﬁ? i i like the chariot wheels of a conquering
f the face differs from that of most images, and the
of fifth-century sculpture. clothing
vol. waiin (1863), pp, 36). seqq, with lithograph :
Cunmingham, A, S. Eﬁ ol & o 127 1m0,y 1262
ndorson, Catatopse, §. M., Part 11, p. 481. " The modern
cire perdue process of casimg bronae over & <oro reeade of
modelling clay iged whth E;umlod
of Paris i described, ibid,, p. 85, The Sult
mn:n *;;‘ ﬁwhhr:nnfwlhuy the same, with
O et Dr. Mioch (7, A . &, wol. txvl, Part 4,

Aoy, what fooks like.a close-fiting cap really ks & coos
ventional srrangoment of the hair.
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is merely the Indian waist-cloth, quite different from the robe of the ordinary

Buddha,
The existence of the Sultanganj Buddha, weighing nearly a ton, is good evidence

Pillar of of Indiagn proficiency in metallurgy at the beginming of the fifth century, Stll
Delli- gironger testimony to that skill is borne by the celebrated Iron Pillar of Delhi,

Giipta
monolithic
tolimns

Gupta lorms
of capital,

set up about A.D. 415 by Kumaragupta [ in honour of his father, Chandragupta 11,
Vikramaditya. The total length of the pillar from the top of the bel cagiml
to the bottom of the base is 23 feet 8 inches, and the dismeter diminishes [rom
16,4 inches below to 12.05 inches above, The material is pure malleable on
of 7.66 specific gravity welded together, and the weight is estimated to exceed
six tons. ‘Il is not many years since the production of such a pillar would have
been an impossibility in the largest foundries of the world, and even now there
are comparatively few where a similar mass of metal could be turned out.' The
statue originally surmounting the pillar having disauppeared, this marvellous
metallurgical triumph does not further concern a history of fine art.'

The old Asokan practice of erecting isolited monumental columns, usually
monolithic, was revived in Gupta times. Samudragupta, perhaps the most
brilliant of an able dynasty, docs not seem to have erected pillars of his own,
and was content to record the history of his reign on a pillar of Asoka, now at
Allahabad (Prayaga), which, a tly, has removed from Kausambi.
The earliest extant stone pillar of Gupta age is that erected at Bhitar in the Ghazi-
pur District, U.P,, by Skandagupta about A.D. 436 to commemorate his wars with
the Huns and Pushyamitras. The next, set up at Kahaon in the Gorakhpur Dis-
trict, U.P., in A.D, 460-1, carly in the reigh ol the same king, by a private member
of the Jain community, i5 adormed with the images of five Jain saints, one in &
niche at the base, and four on the summit. The statues, as usual with the Jains,
are conventional and of little artistic interest.

The third in date is the fine monolithic pillar, 43 feet high, set up at Eran in
the Sagar District, C.P., as ‘the flag-staff of four-armed Vishnu’, in A.D. 484-5.
The statue now on the top is a two-armed male figure with two fzces and a radiated
halo —a form not easy of interpretation.

Two great monolithic columns, the better preserved of which is 39 feet 5 inches
long, exciuding the detached abacus, lie at Sondani or Songni, near Mandasor
in Sindhia's Dominions, and bear inscriptions recording the decisive defeat of the
Huns by King Yasodharman about A.D. 328. Several specimens of good con-
temporary sculpture adjoin.

Another t monokthic column, with a worn inscription of late Gupta age, and
47 feet high, stands ai Pathari, about thirteen miles to the south-west of Eran,

Furthermore, Cunningham’s illustration of the Sanchi torso, now in the Victoria
and Albert Muscum, South Kensington, proves it to have stood at the base of a
column. It is to be dated . A.D. 500° (A 8),

The Gupta form of capital is generally characterized by a large square abacus.
of twice the breadth of the shaft, surmounted by two lions sitting back to back,
sometimes with a tree or human figure between them. The Budhagupta column
has four lions, one at each corner. The process by which the medieval capital
was evolved from the Persepolitan through the Gupta forms is explained by &m‘
ningham as follows: -

e B TR LRI A e oty of s e



Chap, V1 THE GUPFTA PERIOD 7

“The old bell-capital of the Asoka period has now been considerably altered by bands of ornament
and the addition of foliated turn-overs. In later times these turnovers were greatly increased in size,
while the body of the bell was lessened until it resembled a water-yessel or Kumbha, which eventually
became its well-known designition. This curious changs from the old bell-capital of Asoka to the
water-vessel of the medieval temples is very clearly traceable in the different examples of the Gupta

period."

~ The foregoing select illustrations (A 9) will, it is hoped, be considered sufficient A transition
to establish the claims of the Gupta sculpture of Northern India EA 10) to favoura- sculpture.

ble consideration on its merits as art, It is; as Sir John 0 , en-
dowed with ‘freshness and vitality', while the designs are singularly refined and
the technical execution of the best pieces is exquisite. Students who desire to
pursue the subject further will find more material in the publications noted below.”

NOTES TO CHAPTER SIX

Gupta art covers the perind 320 A.D, to circa 600 A.ID, even though the Tmperial Guptas ceased A 1
to reign in the first half of the 6th century, The Gupta idiom continued 1o influcnce Indian art both
ini the north and the south even after 600 A.D. and that is why il is essential to recognize a4 post-Gupla
period from about 600 AD. to 800 A.D. 1t is an error 1o characterize the art of this post-Gupta

od as medieval. It is not metely a matier of nomenclalure, Post-Gupta scul is different
in concept and treatment from the marked architectonic sculpture of the medieval period namely,
cirea 800 ALD. to 1300 A.D,

Some of the Jain Tirthankaras of Mathura, belonging to the Sth century A.D., are indeed very A 2
fine, They can be seen in the Mathura and Lucknow Museums,

Tt would be more correct to say that the earfiest dated Gu sculpture belongs to the last quarter A 3
of the dth century A.D,, judging by an example dated 383 A.D. in the reign of a ruler named
Trikamale, probably a [ ory of (e Guptas. It is @ Buddha in Mathura red-stane and was Tound
at Gaya. It is pow in the Indian Museum, Caleutts, Its stylistic chargctenstics indicate that the
Gug: idiom was already being formulated in the reign of Samudragupta,

Plate 63A where the lovely Gupta shrine at Sanchi is illustrated. 1t belongs to the Sth century A4
A.D, and is characieristic of the early Gupta temple without shikera (spirc). 1t has the classic
simplicity of early Gupta ari.

'Flmu stucco sculptures have now crumbled. AS

Diaphanous drapery is a characteristic of the Sarnath school, but that is not the cass with the A 6
Mathura schoal where the folds of Buddha's garments are emphasized by delicately carved lines.

This magnificent § is ascribed by some writers to the Tih and 8th century. They do not A7
regard it as an example of Gupta art. This viewpoint is difficull o ¢comprehend in view of its marked

characteristics.

t appears to be considerably later and is not & Gupta period sculpturs. - A

‘Gupts sculpture is famed for many exquisite female heads and two fine mens are illustrated A
on Plate 59C and D and Plate 62E. A female nymph from Bhumara (PL 65C) is chamncteristic
of this period. Terracotta art wis also at its height during the Gupta age and its variety and excel-
lence deserve & separaté volume with varied lllustrations. The excavations at several sites such as
Rajghat near Banaras, Kausambi, Ahicchatra, etc., have brought to light many thousands of
Yerracottas of the Guptas and pre-Gupta periods. A Gupis terracoltd of 4 female lynist from Rupar
is reproduced ss Plate 62D.  Amongsi the sayeral ekamukha Gupta lingas known, that from Khoh
(P1. 65B) is perhaps the finest. It is marked by great digmity and feching.

It is essentinl 1o ire that the Gupta idiom 15 not confined 1o Notthern India. It spread A 10
intty Central India (Pl, 65A) Which was under the dire¢t sway of the Guptas and it also influenced
the contemporary art of the Deccan and nearby in no «mall measure when the powerful Vakatakas,

L 3. ., & B8 Refercaces for the pillary nre . — Mos. 353, Patharj—Conningham, Rep., vol. vil, p. 6T;
it ghum, 4. 5. Re, vol. b p ﬁ?mmx %, p. 70 = not in Flest. Smmiler pillars or séefas ol
XXX ¢ Floer, Gupra  bucr,, No. 13 Kohaon— a2z exist al several places. '
. Cummingham, Rep., vol. 4 L 02, Pl XXX ; Flect, op. cif, SR AL S, 1907, pp. 996-1000 | Ane. Bep. A, 8., Iulict,
No. 15, Eran inggnm, . wol, wit, p, 88; 19034, pp 213 . 19045, pp, 4358 and 19-104
nop. 81 PLOXXY]L L Fleet, ap, ¢it.. No, 10, Somdami-— 19056, pp. 61-85 and 13540 ; 1906-7, pp. 4467
Ant., 1008, p. 107, with plates © Flest, cap. el 65101,
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78 THE GUPTA PERIOD Chap. Y1

and thereafter the Chalukyas of Badami, were the leading dynasties in that area. Thus the nomen-
glature “Deccan Gupta School” has now come to b recognized. This Deccan art
varies from site to site, A strong influence, cﬂmluhiy emanating from Sarnath, is to be seen in some
of the figures at Kanheri near Bombay, such as Plate 66A. On the other hand chamcleristically
heayier types resulting from the fusion of Gupta and Vakataks idioms are seen ai Ajanta (Plates
668, 67A and B, 68A and B, 69A and B, 704 and B). In the Chalukynn districts of Badami and
Aihole during the 6th ceutury the Gupta Influence though present is considerably transformed by
marked local preferences both in the handling of form and the portrayal of facial tvpes. It is
ily referred to as the early Chalukyan uiml and its output is often of & very high onder
indeed (Plates TIA and B, 72A and B, 73A and B, 74A and B).
Even in Sind at Mirpur Khas, a strong Gupla [ofluence i (o be seen in the beauliful stucco
sculptures of a Buddhist Stupa (Pl. 59B). They belong probably to the late 4th or carly Sih century
A.D. und reveal the presence of art currents from the North-West intermingling with the Gopta idiom.
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Chapter Seven
THE MEDIEVAL CAVE-TEMPLES

ILe the most characteristic and distinctive sculptures of Gupta a
occur in Northern India, the rock-cut shrines and monasteries of the
Deccan are adorned with numerous sculptures more or less closely related
to those of the north. These as a whole are later and must be considered as
intermediate between the Gupta work and the later medieval. At Ajanta, interest
having been concentrated chiefly on the paintings, the accounts of the sculptures
are meagre and detailed photographs are scarce (A 1). _
The numerous _scu'iflures in Cave XXVI include a gigantic recumbent Dying
Buddha, 23} feet in length, bearing a general resemblance to the fifth-century
image at Kasia in the Gorakhpur District, U.P. The most notable sculpture on
the walls is the large and crowded composition representing the Temptation of
Buddha, which Dr. Burgess describes as ‘beautiful’, adding that ‘several of the
faces are beautifully cut’. The subject is also treated at Ajanta in fresco and al
Borobudur, Java, in sculpture. The fantastically dressed hair, characleristic
of the period, worn by several of the figures in the Ajanta sculpture should be
noted. The elephants are well drawn, as usual
In Cave I, supposed to be the latest of the compleled excavations, a great guantit
of rich sculpture exists, dealing chiefly with incidents in the lives of Buddha. X
scene depicting the chase of the wild bull is praised as being “spiritedly carved'.
The sculptures in the Bagh caves, Gwalior State, until recently known only
through drawinﬁs%:rﬂpamd for Dr. Burgess, have since been officially photo-
graphed. The images, representing Buddha, or possibly a Bodhisattva,
with two attendants, are the south-western group in the Gosain's Cave, No. 1L
The style connects them with the Gt}géa rather than the medieval period, and
jally with the sculptures in Cave 1X, Ajanta. They may have been executed
in tlmj fatter half of the sixth century (A 2). The pose is easy and the modelling

ood.
g'Tlm late Buddhist caves at Aurangabad in the Nizam’s dominions, not far
from Ellora, are supposed to date from the ‘seventh century of our ¢ra, and perhaps
towards the end of it} Whatever their exact date may be, the sculptuies (Plate
86A) are related more closely to those of the Gupta age than to the Tantric works
of the medieval period.

The principal cave, No. 111, contains many columns most elaborately decorated
with figure sculpture as well as complex patterns. On certain of these columns
a sixteen-sided portion is
‘earved with sixteen scenes which may be an anticipation of Cruikshank or John Adam, for they
seem intended to picture the “Drunkard’s Progress™. The number of figures varies from two to
four in each. Two persons are fepresented sitting together, apparently drinking in the most friendly
way, then staggering along, then dancing with their bicks to cach other, then quarrelling; one s
being dragged along helpless between two men, and so on in successive paneh’.’?

It is & pity that no reproductions of these lively stone pictures have been published.
The subjects recall the much earlicr ‘Bacchanalian’ sculptures of Mathura, and
mﬁm speculations concerning certain varicties of Buddhism in practice.

the same cave an architrave bears on the front a long frieze of fourteen scenes
sabe Bagh cayes (I i F Avchir, 384 ed. Ellom gy Pl ki R e B M 5 =i
(1910, wol. §, p. 205 The Aurangsbad work ¢ Burgss, ASWL, vol dil, p. 67,

Ajanta
sculptures.

The Temp-
tation.

Chase of
wild bull.

Sculptures
of Bagh
CavEs.

Aurangabad

CAVES,

‘Drunkard's
Progress".

A fricze.
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of the Jataka kind in relief, including an impalement, a battle in a forest, and
other incidents, the meaning of which is not known, The drawing in Dr. B ’s
volume is on such a small scale that it is impossible to judge fairly the quality of
the art, but, so far as can be seen, the action is vigorously depicted,
Egyption-  Certain groups of kneeling worshippers in the same excavation are extremely
like heads, gurious. The mode of hair-dressing has quite an Egyplian appearance.
The later cave At Ajanta much of the sculpture is reminiscent of the Gupta hith-century style.
temples. [n the Iater caves the work is definitely medieval, being based on the iconography
of the time. It is almost entirely hieratic. Tt is distingoished from the earlier
work, also, by its richly crowded design. The bands of masks (‘face of fame’,
kirtti-mukha), the grotesque animals with folinted tails, and many motives based
on jewellery designs, distinguish it from the Gupta.. For the pu of illustration
it will suffice to reproduce a few select specimens from the shrines at Badami,
Ellora, and Elephanta, with two sculptures from temples of later date. The cave
sculptures of interest range in date from the sixth to the eighth century.
The Bral works of art are shared by all the three indigenous Indian religions —
manical the Brahmanical Hinduism, Buddhism, and Jamism. The Buddhist and Brah-
most M- manical works are both numerous and very much alike m spirit and style. The
poriatit. coirit of the new art will be most easily understood from study of the Brahmanical
sculplures, to which the few illustrations for which there is space will be restricted.
In tEnu: days Buddhism was a dying faith, slowly perishing by absorption into
the enveloping mass of Hinduism. The Brahmanical works of art exceed the
Buddhist, not only in number but in merit. To Mr. Havell and Dr. Coomara-
swamy the compositions in the cave temples are ‘examples of the finest period of
Hindu sculpture, from about the sixth to the eighth centory, when orthodox
Hinduism had triumphed over Buddhism®; but most European observers experi-
gnce difficulty in appreciating the artistic qualities of those compesitions.  Mr, Fry,
commenting on Mr. Havell’s book, is more appreciative than many writers:
*The free and picturesque composition from Ellora’, he says, ‘representing Ravana
under the mowntain of Kailasa, complicated though it is, is held together by (he
dramatic beauty of movement of the figures of Siva and Parvati. The same
dramatic vitality is apparent in the struggle between Narasinka and Hiranya-
Kasipu, also from Ellora. Indeed, all the Ellora sculptures here reproduced
gﬁeal to the European eye by a relatively greater observance of the laws of co-
ination, and by evidence of dramatic force which indicates that Indian art
+ did not always convey its meaning in a strange tongue.” To be judged fairly the
sculptures should be seen in the mass and among their solemn surroundings.
undoubtedly suffer grievously by being excerpted in bits and reproduced
in illustrations a few inches square. While fully conscious of the difficulties
inherent in the at to illustrate the colossal and fantastic creations of the cave
sculptors within the limits of an ordinary page, I have tricd to select fairly a small
number of M?lﬁ generally recognized as among the best,
Sculptures  The cave temples at Badami in the B{_{apur Distnct, Bombay, exhibit among
al Badami. other decorations long sculptured story-telling friezes (Plate 72A and B), extremely
curious, but so clumsily executed as hardly to deserve the name of works of an
(A 3). They date from the closing years of the sixth century® From an artistic
. Gaz., L. Abo Qe Ree, 1910, po 335 Arch. Kip. Belgam aad Kelodys ; Rea, Chafuiiin Arohs

iNcscribed, aned fllisirated Aith Other soulpteres, By fectier, andl the monograph, Arch. Sar. Memuolms.
seven plates in fnd Jar, v pp. 35466,  Also Burgess,
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Siva & the Great Ascenic, Elephanta.  (Fiesy hall of B.  Krishon, Kailasa, Ellord.  (Second hall of 1he fth Cent
the Tih Cent. AD. Post-Gupii  period), A.D. Post-Gupia Rashifukuta period)
(Capyright bl Primce of Wales Muwym, Bombay) (By Caurtexy of A. Al Macdonell}

C, . Sculptures from Ellom. Second hall of the St Cenmt AD.  Peit-Gupta
Raghtrakuts perod
(Photos & A L Sved)

PLATE 50



18 21V71d

(g fo a0 “Koposvyaay fo. nmmdxt £q y#ada3)

Wiz astanion JpongaA ponag o Ty T ] "aan) ..::..:._....
‘H APQ] 4 L LT

T T e




Siva, and Parvail, Ellora. 2nd Ball of the Sth Cent AD.
Posi-Giupta Rashirdkuta period

B. Ravana chaking Wallstz, Ellora, 2nd hall of the 8th Cent. AR,  Pou-Guma
Radhtrakuta perwod.
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8!
point of view the bracket figures of a god and goddess on the top of a pilaster,
as shown in Plate 71A and B and Plate 738, are %y far the best things at Eﬂ.dﬂm]

There are four cave-temples, all linga-shrines, at Badami, all cut on the same
plan and at more or less the same time. As has been said, at Ajanta many of
the shrines inset in the back wall of the so-called Villaras are simply reproductions
of the flat-roofed, structural Gupta shrines of the fifth century, with doorway
and four-pillared verandah accuratﬁg- reproduced. At Badami the shrine is
cut in the same position but is simplified into & plain cell without verandah. At
Eilora this cell was cut away from the rock by means of a ciicumambulation
pass:.ilg The stylabate of Cave I is carved with a distinctive frieze of dancing
dwarts, which also appears at the base of sculptured panels and in the other caves.
The sculpture of Caves 2 and 3 is Vaishnava, and contains magnificent sculptures
of the Man-Lion and Boar incarnations, and a fine Bhogasanamurti. Cave 3
contains an inscription of the Chalukyan king, Mangalesvara, dated in A.D. 578.
Cave No. 4 is Jain. [Plate 73A is a dancing Shiva from Badami, being one of
the earliest representations of the theme]. '

The iconographical nature of the subjects chosen by the cave sculptors is well Bhairava

exemplified by the Bhairava and Kali group in the Das Avatara, or *Ten Incarna-
tions' temple at Ellora, dating from about A.D. 700 (Plate 85A), described by
Dr. Burgess as follows:

‘Beginning on the north side with the Saive sculptures — the finst from the doar is Bhairava or

abadeva in his terrible Torm; and & more vivid picture of the fervific a very dissased imaginalion
only could embody, The d‘g:ig:nnc ﬁﬂ‘ lnunglu orward holding up his elephant-hide, with neck-
lace of skulls (mundmals) depending below his loins] round him a cobra is knotted, his open mouth
showing large toetly, While with his zrinua [tridest] he has transfixed one vietim, who, writhing on
its m seems to supplicate pity from the pitiless; while he holds another by the heels with one
of his lelt hands, raising the damru [small drum) a4 if 1o rattle it in joy, while lie catches the blood
with which to quench his demon thirst, To add to the clements of . Kall, gaunt and grim,
stretehes her skeleton length below, with buge mouth, bushy hair, and sunken eyeballs, having &
¢erooked knife in her right hand, and reaching out the other with a bowl, as.if eager to share in the
“gare of its [wie] victim behind her head is the owl {one specics is called Bhairava], the symbol of destruc-
tion, or # vampire, as fit witness of the scene.  On the right, in front of the skeleton, is Parvafi; and
highet u& near the feet of the viotim Rarsastira, s o grinning fice deawing out its tongue. = Alto-
gether the group is a picture of the devilish; the very armicts Bhairava wears are ogro finces’.!

A subject rarely represented in sculpture, the rescue by the god Siva of his Rescue of

worsha;ppcr Markandeya from the clutches of the messenger of Yama, god of
death,” a s twice at Ellora, and is treated with less grimness than the Bhairava
group, carlier ¢mf1rpusilinn in the Das Avatara Cave is more vigorous than

that at the Kailasa, half a century or more later in date.

and Kali,

Ellora.

Markan-
deva.

The sculptures in the Lankesvara section of the Kailasa temple are commended Siva
as having ‘exccuted with great care and minute detail’. The best known, dancing.

‘m}lmd Hurgess, The Cawe Tempies of Imfie, Tantric Hindulsm (inchuding e Buddhism) concerm

" itself litle with cthics. The eariier Buddhom, = a
Viocent Smith's attitude 10 B jcul Indian snt  religion, busked itself mainly with morals, and consciously
was not sympathetic ;  “The religion which finds ox atmed at “ihe  wellare happiness of all creaturs™,
:?_lh so truly devilsh i pot & pleazant su s noble jdeal which Tound its ulterance in art. In Brab-
con tion, &nd mo amount of exscutive skill or manical Hmdufem of all vanetics each man seeks 3t the
cleverness in jon ol seenio cffect cun justify, mmlhhnwngu‘mlnhmtim.mdmmhi
on aesthefic mw._whhhh mnkly  art seldom exhibits & trace of hwnan sympathy, & defect
hideows. lts claim o be s work of art rests  dearly purchnsed by i much praised: ideafism,

¥
solely upon iia display of power in a semi-barhatic fashion, ¢ s & comunon subject in the later squlptire of e
Tha of the A and fts trestment is not redeemed  sowih,

by any apparont lesson. Indesd Puranlc wnd
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and perhaps the most meritorious, is that exhibiting Siva )Rerrnnning the Tandava
dance (see below), & work remarkable for the good modelling of the principal
image, and the scrupulous exactitude of the carving, The river-geddess from:
this cave is especially fine (Plate 81B).
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A good Vishnu at Ellora is shown in Plate 80B,  The god is imagined as stridi
through the seven regions of the universe in three steﬁs, :tmli isgli?erc fhit:gtﬁ
taking the third step.! [Other masterpieces from Ellora are reproduced as Plates
Ilill:[l]C and lé} 81A, 82A anj.l _B,SE]?IA and B, 84A and C. All dcﬂic: Brahmanical
themes. Some imposing Jain tures of the 9th cer .
in Plates 858 and CJ e Ry B0 Sy AT KOS

n&" sculptute is unfinihed. Tt & more probably & rendering of Krishna (ifing up Grovardhen and wheliering the
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Sculprure from Ellora, 8th Cemt, AD,
Post-Ciupta Rashurakuty poriod,
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The famous caves on the island of Elephanta in Bombay Harbour are usually Sive at
suppt)?ﬁﬁ to date from the eighth century (A 4), The colossal sculptures are Elephants.
most imposing and effective (Plates 78A and B, 79, 80A) when viewed in the
recesses of the caverns.  The first of the two specimens selected is the favourite
suhél;_:ct of the marriage of Siva with Paryati; and the second is the representation
of Siva as the Great Ascetic (Plates 78A, 80A), which may be compared with
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Das Avatdrs Cave, Ellora,

the far finer Gupta treatment of the same subject, The most imposing of the
El nta scuiptures is the gigantic Trimurti (Plate 79) or Trinity (A 3), which
is the first thing discerned as the eyes become accustomed to the gloom, on ap-

oaching the cave through the present muin entrance. The original main entrance
is to one side and leads direct to the square Linga shrine.'

) For the survival of Boddhise s w the Saive calte Nepuly 133 =gy, o guoeed by Sir R, Templo in S
we (0. O Map, vii. 218 segq, Lanpuages, &c. of Awmi, xxil, 363,
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Chronology  The chronology of these caves must be deduced from the following facts:
of mﬂi&“ﬂs‘ . The likeness of the Ajanta shrines to the Gupta fifth century shrines, taking

Al
A2
Ad

Aad

AS
At

into consideration their plan, the sculptured doorways, and the Vakataka
epigraphy. o :

Il. The :'smkzirma Cave at Ellora is linked with Ajanta by the style of its
sculptured .mfa. The seated Buddha on it is in the style of certain later
sculptural additions at Ajanta such as the bas-relicf Temptation of the
Buddha in Cave XXVL It is also linked with Badami by the little frieze
of dancing dwarfs in the bas-relief pavilions on either side of the cﬁm’%:;
window. It may be dated in the second hall of the sixth century.
sculpture of the Buddhist caves at Ellora (Plate Edﬂ? _cnm_sgon most
Exaacu{' I't:-'il.h the Ajanta frescoes in style, especially the doorway of

Ve 5

ITI. At Ellora two other styles of sculpture exist, which may be respectively
typified by the dynamic Brahmanical sculptures of the Das Avatara Cave
and the later Kailasa sculptures, The Kailasa is accepted as having been
excavated in the second of the eighth century. The Brahamanical
gwg at Ellora would seem to belong to the earlier half of the same century

NOTES TO CHAPTER SEVEN

é‘htmp‘mglpmﬁ at Ajanta which is characterstic of Deccan Gupta art is very fine indeed. See Notes
o Six.

can be daled to the Sth century A.D,, being approximalely canlemporary with caves |6 and
17 of Ajanta. See Notes 1o Chapter Six.

This approach to the Badami friczes is not likely to be accepted today. Badami belongs to the
early Chalukysn school, which was influenced to & considerable extent by the idiom of Deccan Gupta
arl. ‘See Notes lo ter Sixt.

Elephunta ¢an ¢ ently be assigned to o period not later than 650 AD, I represents the high-
water mark of post-Gupta art, along with Eliora:and Mahabhalipuram. The sculpiures of Maha-
bhalipuram near Madras are illustrated as Plates 75A; 76A, B and C, 77A, B, C and D. They
belong to the mid-seventh century and rfepresent the finest achievement of art undet the Palluvas.
Plate 76A and Plate 778 and C are lrom the rock reliel depicting Arjuna’s Penance aod for-
merly identified as the Gangavatarana myih. e slender elongated figures are characierstic of this
l}oﬂ-&upu development in the south where the other dominating influcnce was that of Amarayati,

i the immediale post-Gupta period, cirea 600 AT, fine sculpturss also were produced In other parts
of the country, Shiva from Shamlajl, Gujarat State (P, 75B), is one such example and another
from Mathura is Kartikeyya (Plate 75C). .

The famous so called Trimurts is really & Maheshwar Murti, [t depiets the great god Shiva and
not the three gods of the Trinity — Shiva, Vishnu and Brahma

Some of the caves are likely to be even carlier.

! Fergumeon and Wiorpess, Cove Temphie, P LX]



Chapter Eight

THE EARLY SCHOOLS OF INDIAN PAINTING

Part . AJANTA AND BAGH (Al)

EW, ver{_ few, people realize that the art of painting in India and Ceylon Long history
has @ long history, illustrated by extant examples ranging over a period Of painting
exceeding two thotsand years, and that during the so-called Dark Ages 1 70
the Indian and Ceylonese painters attained a degree of proficiency not matched e
m Eur before the fourteenth or fifieen century. Nevertheless, such are the
facts, In this chapter and the next following the history of the art in India and
Cevlon, so far as its practice was dominated by Hindu ideas, will be traced from
the earliest times of which there is record until the present day; but, unfortunately,
the incompleteness of the record compels the historian to leave many gaps in his.
narrative. The widest of those gaps lies between the close of the Ajanta series
in the seventh and the introduction of the Indo-Persian style by Akbar in the six-
teenth century. During that long period of more than nine hundred years hardly
anything definite is known concerning the productions of Indian and Ceylonese

ainters..

: The ancient literature of India and Ceylon contains many references to pictorial Literary
art, the earliest, perhaps, being those in books of the Pali Buddhist canon dating svidence,
from some three or four centuries before the Christian era: Several passages in

those books tell of pleasure-houses belonging to the kings of Magadha and

in Northern India as being adorned with painted figures and decorative patterns,
presumably similar to the earliest known frescoes in Orissa and at Ajanta.! Pain-

ted halls are also mentioned in the Ramayana; and allusions to portrails are fre-

quent in the dramas of Kalidasa and his successors from the fifth to the eighth
mm? after Christ. The Ceylonese chronicle, the Mahavamsa, composed
probably in the fifth century, tells of the mural gﬂil‘lling‘a decorating the relic-
chamber of the Ruwanweli dugaba constructed by King Dutthagamini about

I50 B.C. The testimony of native writers is confirmed by that of the Chinese

ilgrims in the fifth, sixth, and seventh centuries, who notice several cxamples of
celebrated Buddhist pictures; and by Taranath, the Tibetan historian of Buddhism,
who, when writing at the beginning of the seventeenth century, ascribes the most
ancient pictures (o the gods, and declares that they were so marvellous us to be-
wilder beholders by their realism.

The literary evidence thus summarily indicated would alone amp mFrm the Range in
early and continuous practice of the painter’s arl in both India a Ceylon; time of
but it is unnecessary (o labour the proof from books, because evidence of a more St
satisfuctory kind is furnished by the considerable surviving remains of ancient '

inting from the second century before Christ; which, even in their present

ry and mutilated state, enable the modern ¢ritic 1o appraise the style
of the early Indian artists, and to recognize the just claim of the art of India and
Ceylon to take high rank among the ancient schools of painting. We will now
proceed ta give in this chapter an account of the extant remains of Indian and
Ceylonese painting from the second century before Christ to the middle of the
seventh century of the Cliristian era.
*Hhra-Dﬂubg’ l;lﬁm I, p. 965 ching Fis, & E 278 His testimony will be discussed in the next

des

151 5 dv. 47 Sam., 42, 84 hapder
1 Gerchivhie , Eh axly, transl Schiefver,
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The oldest Indian pictures are found in the Jogimara Cave of the Ramgarh
Hill to the south of the Mirzapur District now attached to the Central Provinces.

These pictures, apparently exceuted in the customary Indian method of fresco
which will be explained presently, are divided into coneentric circles by bands of
red and yellow, sometimes cnriched with a geometrical design, these circles
seemingly being again subdivided into panels. The general nature of the mbms-_
of the four hest preserved panels can be understood from the following rief
description: g _

A. In the centre a male figure is seated under a (ree, with dancing girls and
musicians to the left, and a procession, including an elephaat, to the night.

B. This panel exhibits several male figures, a wheel, and sundry geometrical
ornaments.

C. One half of this panel merely shows indistinct traces of flowers, horses,
and clothed human figures.

Tn the other half is seen a tree having a bird and apparently a nude child in
its branches, while round the tree are grouped other nude human figures, wearing
their hair tied in a knot on the lefl side of the head. _

D. The upper part of one half of this pancl contains a nude male seated
and attended by three clothed men standing, with two similar seated hgores and
three more attendants on one side. In the lower part are depicted a house with
the horseshoe or so-called chaitya window, an elephant, and three clothed men
standing in front, Near this group are shown & chariot drawn by three horses
and surmounted by an umbrella, and & second elephant with an attendant. In
the second half of the panel the figures are generally similar in character, N

The early date of the paintings, which are fairly well preserved, is attested by
inscriptions, evidently contemporary, and by the style, which recalls that of the
sculptures at Sanchi and Bharhut. They probably date from the second century,
and cannot well be later than the first century before Christ. The subjects cannot
be interpreted at present, butl the nudity of the principal figures suggests a con-
nexion with the Jain rather than the Buddhist religion, if the cave and paintings
had any religious significance, which s doubtful. As regards technique, the
designs are painted usually in red, but occasionally in black, on a white ground.
The outlines of the human and animal figures are drawn in black. Clothing is
white with red outlines, hair is black, and eyes are white. Yellow appears in the
dividing bands only, and blue does not seem to occur,'

The story of the art of painting in India is continued by the celebrated frescoes
of the Ajanta caves in the west, ranging in date from about A.D. 50 or earlier, to
about the sixth century, a period of some six or seven centuries, and constituting
the most ortant mass of ancient painting extant in the world, Pompeii only
excepted. e caves, twenty-nine in number, are ‘excavated in the face of an
almost Wendmu]_;g; scarp of rock about 250 feet high, sweeping round in a
curve of fully a semicircle, and forming the norih or outer side of a wild and lonely
glen, down which comes a small stream’. This glen or ravine, a scenc of greal
natura] beauty and perfect seclusion, admirably adapted for a monastic retreat,
is situated about three and 4 half miles south-west {rom Phardapur, a small town
in the Nizam's Dominions, standing at the foot of a pass across the Indhya
Hills, which divide the tableland of the Deccan from the Khandesh District in

| The only informatim op the subject ded by 19034, . 4 and' A 1 . .
ugmﬁl.mm-mAm.m.Fs.."mmi p.mmm and Anmn. fep, A. 8., India, 19034,



Bhiiravis. Dasavaiarg Cave, Ellora,  (Tih Cent, A D.  Post=Gupti early Rashirakuia period)
{Copyrighe by Deparifrment of  Archovelogy, Geovernmment of ot

B C. Indrma (ffi) and Amblks (right). Jain deities from the Juin rock-tomple, Ellora.  %th Cent A.D.  End of the post-Gupia period.
PLATE B%




A Dapee scone from Aurangabad Caves.  Tih Cent. AD,  Immedinte post-Gupti pertod In the Deccan

(Copyright by Deparimemt of Avchaeofogy, Govermmoeni of frafiol

1 :
R
<4 CJ!-'L.-.:‘WL!.!

B, Girobp of Toreignees, fom Calling i Cave 1, Ajants, LBz hinalion senc
Probably Panchisikn and Harite.  This panel nppears o be the work of mriisgs
frown Soeth-West Indie or bevond.  6th Century, A D),

{rrom CardBitls, The Snrings of the Oave Fempries of Ajgsera)

PLATE ki
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the Tapti valley, and four miles WNW. from the town of Ajanta, not far from the
battle-field of Assaye.

"“The caves extend for a distance of about 600 yurds from east to west round
the concave wall of amygdaloid trap which hems in the stream on its north or
left side, and vary in elevation from about 35 to 100 feet above the level of the
torrent.” The numbers by which authors have agreed to designate them begin
at the east end. Four of the excavations, Nos. IX, X, XIX, XXVI, are chur-
ches (the so-called chaitvas), the rest being monastic residences, the viharas of
English writers. Some have never been completed. The principal works are
claborate architectural compositions, exccuted in the solid rock, the nature of
which is very inadequately expressed by the term ‘caves’.

In 1879 paintings to a greater or lesser extent remained in sixteen caves, Nos. I,
0, TV, VI, VII, IX, X, X1, XV, XVI, XVil, XIX, XX, XXI, XXH, and XXVL
The most i nt fragments were then to be seen in nine caves, Nos. I, 11, IX,
X, X1 XVI, XVII, XIX, and XXI, those in Cave XVII being the most extensive.'
The most ancienl excavations, Nos. VIII, XII, and XIII, have no paintings.
No, X111, perhaps the earliest of all, has polished walls, and may date from 200 B.C.
Six of the caves, Nos. VIII, IX, X, XI (with some sculpture possibly later), XII,
and XIII are concerned with the early Hinayana form of Buddhism, and may be
considered to cover a period of about three and a half centuries from 200 B.C. to
A.D. 150, All the others were dedicated to the Mahayana forms of worship,
Nos. VI and VII may be assigned to the century between A.D, 450 and 550. The
rest, namely Nos. XIV to XX, XXI-XXIX, and I-V seem to have been excavated
between ¢. A.D. 500, several having been left incomplete. No. T was held by
Fergusson to be the latest of the completed works.

a‘raimin%gl'wm not necessarily of exactly the same age as the caves which
m orm. most ancient unquestionably are certain works in Caves IX

X, partially overlzid by later ﬂictums. These earliest paintings are so closely
related to the Sanchi sculptures that they may be referred to approximately the
same age, about the beginning of the istian era, or carlier. They may, per-
haps, be credited to the [:a.lrnnaﬁn of the powerful Andhra kings of the Deccan,
who, even if not themselves Buddhists, certainly put no obstacle in the way of
Buddhist “;arﬁhip. So far as appears, no paintings were executed for centuries

The bulk of the paintings unquestionably must be assigned to the time of the
le Chalukya kings (A.D, 550-642) and of the earlier Vakataka kings of Berar.

Vakataka inscription cxists in Cave XVL It is unlikely that any can have
been executed later than the second date named, when Pulakesin 11 was dethroned
and presumably killed by the Pallava kin of the South. The resulting political
conditions must have been unfavourable for the execution of costly works of art
dedicated to the service of Buddhism, the Pallaya kings having been, as a rule,
ardent worshippers of Siva. The related paintings at Bagh in Malwa may be
dated at some time in the sixth century, or the first half of the seventh. A close
relation exists between the frescoes and certain sculptural additions at Ajanta such

i The amount remaining i now much rediced, In  * The Buddhns on the pillars of Cave X have been comsi-
1904-10 Mirs Hurh&am foiund considerable Temiim  dered 10 antedate the bulk of the paintings, bul they show
only In Caves I, 11, X, XVL, and XVI1 (Burlingfon signs of poor cafumambip rather than of antiquity.
Magarinr, vol. xvil, June 1910, pp, 136-8, with twn Plates), According 1o M, Herringham, thess are the only pain-
Ennlhuhlrmﬁr_hincw nr 1o the bafign  tings mow left in Cave X, The wall-paintings

Coart, Ferttval of Empire, in July I1¥11. by Burpess in 1879 have disappeared.

The caves,

Extent and
datg of

paintings.
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as the Temptation scene in Cave 26 as well as with the earliest work at Ellora
which is also Buddhist.

Recent  The Ajanta paintings first became known to Europeans in 1819, but failed

history 1o attract much attention until 1843, when Mr. James Fergusson, the historian

9rihe of architecture; published a description of them and persuaded the Directors

paintings. Se 'he East India Company to sanction the preparation of copics at the public

expense.  In pursuance of the orders of the Court, Major Gill, & competent

and conscientious artist, was deputed some years later, and continued at work

until the outbreak of the Mutiny in 1857.' " The copies then executed, thirty

or more in number, were sent home from time to time, and with the exception

of five, the last executed, perished in 1866 in 3 fire at the Crystal Palace, where

they were exhibited, Nmﬁfng remains of the lost copics except a few small-scale

outline engravings in Mrs, Speir's Ancient India (1856), and reproductions of them

in Ancient and Medieval India (1869) by the same lady under the name of Manning,

and also in the Notes on the Bauddha Rock-Temples of Ajanta (1879) by Dr. Burgess.

Since then fresh copies have been prepared between 1872 and 1885 by Mr.

Grifliths of the Bombay School of Art, and his pupils, which have been published

in two magnificent atlas folio volumes entitled The Paintings of the is1 Cave
Temples of Ajanta, Khandesh, India (1896). The India Office also possesses a fine
volume of photographs arranged by Dr. B (A 2).

The Crystal Palace fire did not exhaust the ll-luck of these famaous. paintings.
A subsequent fire at the South Kensington Museum destroyed or damaged many.
of Mr. Griffiths's copies, as shown in detail in the Appendix to volume @i of his
work. The copies, more than a hundred in number, which escaped the fires are
exhibited in the Indian Section of the Victoria and Albert Museum at South
Kensington, but many of them have beén damaged.

Injuries  Publicity has been fatal 1o the originals, and the Government of H.H. the
suffered Njzam, in whose territories the caves are situated, for some time showed little
by the concern for their preservation. Indeed, thinty years ago one of his subordinate
PRRETES sificials wrought much damage h{;ﬂn:uumg out heads to present to visitors; and,
shameful to say, Dr. Bird, a Bombay archacologist, was puilty of the same crime
with the intention of benefiting the Museum at Bombay. Of course, all the
fragments of plaster thus abstracted crumbled to dust and were lost irretrievably.
Much injury also has been done by smoke from the fires of Hindu ascetics mmi,:;:g
in the caves, by the folly of irresponsible scribblers of various nationalitics,
by the unchecked action of bats, birds, and nest-building insects. In 19034
wire screens were fixed up in all the more important caves, and a good deal of
cleaning was done. In 1908 the Department submitted a scheme for further
conservation to the Government of the Nizam. Since then the caves have been
amply protected and a curator appoinied. Exact copies have also been made of
the frescoes by means of tracing and photography and the frescoes themselves
have been finely preserved. R ' '

The long-continued neglect of these precious remains offers a painful contrast
to the vigorous and effective action taken by the Government of Ceylon to preserye
the fifth-century paintings at Sigiriva which will be described in due course. At
Ajanta the result of neglect and wilful injury is that the existing paintings are

' His portrait appets in Plate 34 of Ferguson's scarce  Gill (Murray, 1864); photogrph N Indla offiee
octava work entifled The Rock-cw Temples of Jika, uu{nf “:':‘.e:cﬁ-hﬂ.‘ J P15
(faxrrated by T4 photography taken onm the spor by Major



A, B, C. 1 E Smali panels from czilmg of Cave |, Alanite.
(fih Century A D Deccin Gupli period)

F. Figures in spandril of cemml cethng pangl, Cave 1, Ajunia
thily Century ALY Deccan Gopin period)

(From Griffiths, fhe Painsimgy of the Bildhist Coave Temples of Afnra)

PLATE 87




B. Scated womnan, Cave I, Amma
{18 Cent. A Satavahana period)

A. Femube figure, Cave 11, Ajanti. ' - . :
) b G . . Buddhs, Cave X, - Ajanta.
. hl'l'f‘:-iﬂ.ll;hxm Loty . Woman carrving child, Cave XV, Aluntn, (Late {(5th  Cenl A Deccan
3 Gh Cent AD. Deccan: Gupla period under the Gumia eriold.  under the
Vikstakash akatakas),

(From Griffiths, The Palatings of the Budidhict G Temples of Afmien)

PLATE &8



A, Wall painting from Vaishmavite Cove, Badan,  Lost quarier ol 1he wth Cent, AD.  Early western Chalukyan
school with wme Gupn influsnce.

AD. Pullava diom.

B, Wall painting from Juin Caves. Sitinnavasal, Irom Pudukona: Saie.  Tih Cent
Post-Ginpta | peried
(Copreight by Prinee of Walss Musenm, Bombuayh
FLATE &9




A, Sigirtys frescoes: 'Pocket ' B, Figs. 3, 4

R Sigiriva Trescoes: ‘Pocket B, Figs. 7, 8
(Capyright by Archacology Deparimens, Ceylon)
PLATE %0
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only a small fraction of those visible in 1819, when the caves were first brought
to notice. Nevertheless, in spite of all mischances, enough either remains or
has been recorded to indicate the course of Indian pictorial art for some six cen-
turies or more.

Many of the paintings referred to in this chapter, which existed in 1879, when
Dr. Burgess wrote, have since disappeared. _

The Ajanta pictures may be correctly termed frescoes, although the process
used is not exactly the same as any practised in Europe.

“The Indian practice of wall-painting at Ajanta, as clsewhere’, Mr. Griffiths ohserves, ‘b in fact a
combination of tempera with fresco, The i’lr.ydmuli: nature of Indian lime, or chunam, makes it
possible to tmﬂnu maist for # longer time than in Europe, and the Indian practice of 1rowelling
the work—unknown in Europe—produced a closer and more intimate fiaison between the colour
and the lime, and & more durable and damp-resisting face than the opon teature of European frewo,
The art has been practised all over Indin since the time of the Ajanta frescoes, and 1o this day hoises,
mosques, and temples are thus decornted, The modern method is first to spread a ground of coarse
mortar (chimam) of the thickness of from half 1o one inch on the wall.  This s allowed o stand for a
day. I on the next day the ground is too dry, it is moistened, and then tapped all over with the
edge of 4 smill piece of wood of triangular section, 10 toughen it and give it a tooth, Then, with a
coarse brush. a thin coating of fine white plaster (chinani) is applied, and the work iz allowed to stand
till the next day, being maistened all the time. I the painting is to be highly finished, the ground is
carefully smoothed with 2 small fat iron trowel about the size of a dessert spoon, which produces
a surface on which the design is fiest sketched, or transferred by pouncing from a perferaled diawing
on r. and then painied, '

ﬂr‘: outling is wsually put in first in brown or black, local colour filled in with flat washes, om
which the details are tedl.

The colours are ground with rice or linseed-water with a little codrse maolasses (gur), and water
only is used In painti Then, when the painting is completed, it s again rubbed over with the
same small trowel. , . . It is considersd absolutely necessary that the wark should be kept damp from
heginning to finish, so that the plaster is not allowed to set until the completion of the picture,  When
nmhge wmoothly trowelled surface is dry, it bears 8 distinot sheen or gloss and the colours withitand
washing :

Rerween the methods of modern India and that employed at Ajunts, the only difference is that
instend of & first cont of mortar, & mixture of clay, cow-dung. and pulverized trap rock was first
applied fo the walls and thoroughly pressed imto ifs [sic] surface; when the smull cavities and air-holes

ar to volcanic rock and the rough chisel marks left by the excavators served as keys. In some
stances, especially n the ceilings, rice husks were used.

“This first layer—which, according to our modern, notions, promises no peTmanence—was
1&id to u thickness varying from oné-cighth lo three-quarters of an inch, and vn it an egeshell coat
of fine white plaster was spread. This skin of plaster, in fact, overlaid evervthing—mouldings,
columns, carven ornaments, and figure sculptures, but, in the case of carved details, without the
intervention of the coat of earthen rough-cast; and. from what remains; It is clear that the whole
of each cave was thus plaster-conted and painted.  The texture of the volcanic rock, which I8 at onge
hard, open, impetvious 1o damp, and vet full of air-holes, is especiily. suitable for this treatment.
Great pains were taken with the statues of Buddha, ooe in the small chamber to the right of the first
floor of Cave Vi s coversd with a layer of the finest plaster onc-cighth of an Inch thick. so painted
and polished thnt the face has the smoothness and sheen of poreelnin.!

1% will b seen that a parallel to the technique of the Ajanta paimtings is scarcely to be found in
the Tslian frescoes.  But it is evident from specimens of the Egyptian work in the British Muscum
that loam or clay mixed with chopped straw ormed the subsiratum over which, as at Ajanta, a layer
of fine plaster was lnid to receive the final painting. :

1t may not be impertinent again to int otl the exceeding simplicity of the Indian and ian
methods, which have ensured i durability denicd to more recent attempts executed with all the aids
of modern chemical science,™

V15 Cave IX ihe eatly picure H which Mr, Griffabs  inch thick, applied directly to the pock, and polished lke
muut copied, after mwt?. A later duma ?nmnhm
was exoouted on m coat of finest plaater, 132 Griffiths, op. cit., p 18,

The
paintings
arc frescoes
af the
Indian kKind.

The process
used at
Ajania
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The ﬁ:rr_eﬁoing description of the technique of the Ajanta paintings, based upon
Mr. Griffiths's patient study for thirteen years on the El_. may be accepted with
confidence as authoritative, although Mr. Havell ma right in adding that the
pictures were sometimes touched up in tempera after the surface had dried, Ttalian
workers in true fresco (fresco buono) oflen it themselves the same liberty.'

But it will be well to supplement Mr. Griffiths's account by the recent observa-
tions of Mrs. Herringham, also an expert artist, who writes;

“The technigue adopted. with perhaps some few exceptions, 1s a bold red line-drawmg on the
white plaster, Sometimes nothing clse is left, This drawing gives all the essentials with force or
delicacy as may be required, und with knowledgs and intention. Next comes & thinnish terra-verde
monochrome showing some of the red through it; (hen the local colour; then & sirenglhening af the
outlines with blacks and browns giving great decision, but also & certain fatness; last, a litlle shading
if neeessary,  There iz not much definite light and shade modelling, but there 15 greal definition given
by the use of contrasting local colour and of emphatic blecks and whitss,'

Mr. Griffiths, it will be observed, does not mention the first outline in red.

The nature of fresco-painting in any of its forms implics the use of a limited
range of pigments capable of resisting the decomposing action of lime, and conse-
?urnﬂy composed of natural earths. At Ajanta and Bagh the colours most

reely used are white, red, and brown in various shades, a dull green, and blue.
The white is opague, mainly composed of sulphate of lime; the reds and browns
derive their tints solely from compounds of iron: the gr is a silicate, similar
to the mineral now known s ferre verie; and the blue is ultramarine, which was
obtained in ancient times by grinding calcined IaEis lazuli, a costly semi-precious
mincral usually imported from either Persia or shan, All the other pig-
ments are to be found locally. The long panels of the ceilings in Cave I, dating
from about A.D. 600, offer well-preserved examples of charming floral decorations
in blue (Griffiths, Plates 123-5), 1In the early paintings of the Ramgarh Hill,
Orissa (ante, p. 273), and the fifth-century works at Sigiriya in Ceylon (post, Sec. 5
of this chapter), blue never occurs. At Ajanta, yellow, so largely used at Anu-

ura in lon, apparently is very rare. The }re!fuw of ancient painters is
believed to have been always orpiment, a natural arsenic sulphide.

The subjects of the pictures, as distinguished from the purely decorative devices,

pw.:i tres. are dlmost exclusively Buddhist. They include, of course, numerous figures of

Buddha and representations of sacred objects and symbols. The more complex
m:ggositians for the most part deal with either the incidents of the life of Gautama
Buddha or those related in the Jataka stories, which narrate the events of his
former births. 1In at least two cases the Jatuka stcniy 15 indicated beyond dispute
by & painted label, but the fragmentary condition of the pictures renders difficult
the identification of most of the scenes.® There is, however, no difficulty in
recognizing in Cave X the tale of the six-tusked elephant, and a few other legends
may be identified with more or less certainty,’ scellancous edifying Buddhist
2es 0 1 AMIEIE rranes I Chatiber's Encimndti, §n Chve XVIL the Wory of Ao Rare el et it sves
(1905). ' My 3. L_Kipliog, & competant suthority, sintes 10 ihe beggat {No. 459; ‘Cowell and travat,, vol_
that th [resco-painting on the walls of the mosque of 9. 23) W lubellsd. fo Cuve Il the Kshantiiadin and
Khan “which is very frecly painted and  Mai araka wie wsumpanied by quotations
In’ good’ style, la truc mnrﬂ:cd‘ln

:

.ﬁﬁ:ﬂ-pmnﬂ;?_ tha bicmo freaco  [rom the Juicka Enﬁ: af Arys Sura charae-
of the ltallans, and, like the inldkl ooremin work, |+ e of about the sth s the former being nlso
now no longer practised, modem patve decoration hhlhﬁ&ynmmmnﬂ rs, "Arya Sura's Jataks-
buing wsoslly fresce séocn, or mere dhtmwm manlu die - ] i
(Lahert Gafdde, 1376 ¢ quoted in Birdwood, riad Geetllechaft d. Wisenschafien 2w Gostingen, Phil.

Aves- of Iuctia {1830), f 128), Klarsr, 1902, sp T5B). The wtory of the six-linkezl cle-
1 Close upon twenty Jotakas rmay be ddowmiified, Gudde nluntilﬂm 14 6 WY



A, Siinya frescoed; “Pocke B, Figs. 11, 12

(Copyright by Archovolags  Depariment, Coplom)

B Kimare and lotuses. Ruwonwel., Anuradhapura C. Dwarl, Ruwanwell, Amuridbapia

itFrom Smuher, Architectire Remsuns, Ammrrathamrg, € il
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'sutsjm not taken from the Jatuka collection, include the Litany of Avalokitesvara
and consecutive scenes from the life of the Buddha; the Wheel of Life, formerly
miscalled the Zodiac.'

The high achievement of the Ajanta artists in decorative design exccuted with
masterly skill is most freely exhibited in the ceiling panels of Cave [, painted in
the first half of the seventh century (Plate 87A to F). Mr. Griffiths, who took
so much pleasure in copying the designs, describes their variety as infinite, carred
into the smallest details, so that repetition is very rare; fancy is given full play, and
the simplest objects of nature, being pressed into the artist’s service, are converted
into pleasing and effective ornament.

“The smaller panels’, he observes, ‘are ornamented with designs as varied and graceful as they arc
fanciful. Some with grotesque little figures, rich in humour and quaintly dresséd in Persian turbans,
coats, und striped stockings; gamboliing amisl fruils and flowers; dancing, drinking, or playing
upon jnstraments; or chattering together; some with animals combined with the lotus, drawn with
remarkable fidelity and action: as the elephant, humped bull, and the monkey; parvots, gecse, end
canventional birds singly and in pairs, witg folinted crests, and tails convolited like heraldic lambre-

u‘ms.'.shwingirlh: upper and under surface of the ornament. Some contain the large pink lotus,
ull-bloom, hali-bloom, and in bud, as well as the smialler red and white; same with the mango
(Mangifera indica), custard apple (Anond sq;wrma}; g round fruil which may he the bel [Aegle

marmeloy) or the lime (fimbu}; another that ooks like the brinjal or aubergine (Solamum melengenal,
and many others.

The ommment in these punels is painted alternately on a black and red ground. The ground
colour was first laid over the pancl, and then the ornament painted solidly upon this in white. Tt
was further developed by thin transparent colours over the white.™

The reader who desires to realize fully the justice of Mr. Griffiths's panegyric
must study his numerous plates, or the full-sized copies in the Indian Section of
the Victoria and Albert Museum at South Kensington; or, best of all, Mrs. Herrin-
gham’s recent copies. Here it is not possible to give more than a few s ecimens.

Cave 11 presents some very good work. The circular panels (Gnffiths, Plates
115, 117-19 coloured and 120, 121 uncoloured) are very fine, the figures in the
spandrils being particularly good and full of movement, These circular panels
have a distant resemblance to the carved moonstones of Ceylon. The long ceiling
panels éGriﬂilljs, Plates 122-31 coloured and 132 uncoloured) are admirable,

The rative designs in Cave [ include a minor picture of considerable interest

ainted on a bracket capital (Griffiths, Plate 114). The subject is that of two
Eu“s fighting, and its treatment proves the artist's knowledge of animal form
and his power of expressin vigorous action. The same subject, with variations
of detail, is treated in a sculpture at the ancient cave of Bhaja, dating from about
the bcginnm% of the Christian era or earlier, and again in a sixteenth-century
painting at Akbar’s capital, Fatehpur Sikri. [t occurs also in a well-known
sculpture in the Louyre, brought from the Doric temple at Assos in the Troad, and
dating from about 500 B.C.

In the sixth-century Cave XVII, the charming floral dmigns combined with
human figures on the panels of the pillars (Griffiths, Plates 144-9) are closely related
to the slightly earlier sculptured work on the Garhwa pillars in Northern India

y dentiied one of the cenes in Cave 1 port * For Bhos so Forgosom and Burgess, The Coee Tmvau

raying forcigners m pointed <ape 42 the recsption of &n # hudia (1880), p. 336: lor Assom, Texicr pod Pullan,

embassy (ton Khushry Papvis, King of Pemin, 10 vincipal Rakdngs fn Ava Minor. PL 1: or Texiet, Avie

Pulakesin 11, ¢ AD. 626; the representation of wsh a Miseare, vol. I pp. 112:14. The Fathpur Sikr fresoes are

seculir scens b contrury 0 :h;oﬁm:rul tread of Ajamta  reproduced by £ W, £ i, Fathpur-Sikel, vol. i, P1 XI-

;:nmin anid Indian art we = XU XV, @, b, e: CIX-CXX, and alo panly ln the
riffittie, 0p. el pp. 41,42, Fobo AL (uly 1892}, and GrifTithe op. it
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{ante, p. 166). The kirttimukha grinning faces in Plate 146 are common through-
out medieval Indian arl. As chaste decoration it would be difficult 1o surpass
the frets in Griffiths, Plates 143 and 149,

The pair of lovers in a spandril of the central panel of the ceiling of Cave |
is admirably drawn, and although forming only & subordinate member of a deco-
rative design, is worthy of re uctiop as a cabinet picture (Plate 87F).

We now proceed to describe, so far as space permits, characleristic examples
of the larger pictures on the walls of the caves in chronological order. But the
pictures being too large to admit of intelligible reproduction as complete compo-
sitions, except on a scale far beyond the dimensions of this book, the illustrations
will be confined to extracts from the paintings, which are generully overcrowded
and lacking in the unity derived from skilled composition.

The earliest works, as already stated, are certain paintings in Caves 1X and X,
closely related to the Sanchi sculptures, The seated woman is a pleasing example
from the painting H in Cave IX (Plate 88B), which Mr. Grifliths exposed by

Outline of elephant in Cave X, Ajanta.

removing 4 later and damaged picture. The old composition was painted on a
thin porcelain-like skin of fino plaster applied direct 1o the rock.

In cave X the remains of early paintings are, or were thirty years ago, more
extensive, The fragments on the right-hand wall then consisted chicfly of ecle-
phants drawn in outline ‘in a strikingly bold and true style’. '

"On the left ‘was a procession of men, some on foot, some on horseback,
variously armed, some with halberts, and differently dressed; and behind were
groups of women; but all have been defaced by native visitors within the last
twenty years or less’, that is to say, prior to 1879, Numerous heads and
in these scenes, admirably drawn and full of spirit and character, are reproduced
in Plates VII1-X of Dr. Burgess’s Notes, from drawings rved at the India
Office, made by a Hindu student of the School of Art, Jayrao Raghoba. The

up shown in his Plate X, 2 Raja in the midst of eight female attendants (see
illustration on p. 94), is unusually well composed. The perspective of the nume-
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rous figures is satisfactory, and the drawing of the hands and arms is particularly

good.

I am disposed 1o think that the figures of Buddha painted on the illars of
Cave X (Griffiths, Plales 42, 43, and cover) are the next m date, and should be
a.ssiﬁrmd to the fifth century, but they might be later, The nimbus and draperies
recall carly Christian art and the seulptures of Gandhara. The best is shown in
Plate 88D. These are now (1910) the only paintings left in Cave X.

The whole interior of Cave XV1 was once coy with pamntings of high merit,
but even thirty years ago many of them had been 'dnslmici The plates in Mr.
Griffiths’s work include little from this cave, although his copies, execpt three
burnt, are preserved at South Kensington.

The scene known as the ‘Dying Princess’, reproduced by Mr. Griffiths in 1874,
was deservedly praised by him in glowing langusge, endorsed by Dr. Burgess
and Mr. Fergusson, which merits quotation:

‘A lady of rank sils on 4 couch Teaning her left arm on the pillow, and an attendant behind holds
her up. A gifl in the background places her hand on hier breast and looks towards the lady, Another

with & sash across her breast wields the pankha [fan), and an old man in a white cap looks in at the

door, while enother sits beside a pillar. In the foreground sit two women, In another apartment
are two figures: one with a Persian cap has & water-vessel (kalasa) and a cup in the mouth of it; the
other, with negro-like hair, wants something from him. To the right two kanchukinis [female servinis)
sit in a compartment. . . , For pathos and sentiment and the unmistakable way of telling
its stary this picture. | consider, cannot be surpassed in the history of art. The Florentine could
have put better drawing, and the Venctian better colour, but neither conld have thrown greater

Into it. The dving woman, with drooping head, half-closed cyes, und languid Limbs,
reclines on & bed, the like of which may be found mn any native house of the present day. Shels
tenderly supported by a female attendant; whilst another with caget gaze is looking into her face,
and holding the sick woman’s arm as if in the act of feeling her pulse. The expression on her face
is one of desp anxiety as she seems to realize how soon life | be extinct in the one she loves,
Another fi behind is in attendance with a pankha, whilst two men on the left ure looking on
with the exﬂr:m‘un of profound grief depicted in their facss, Below sre seated on the floor other
relations, who nssm to have given up all hope and to have begun their days of mourning, for one
woman has buried her lace in ber hand and spparently is weeping bitterly."

Other figures wearing the Persian cap appear in 2 second painting (No. 6 of
Burgess) in the same cave, and may be compared with the representation of the
so-called Persian em and connected minor pictures in Cave L

Cave XVII, which is little later in date than Cave XVI, and thirty years ago,
whatever may be the case now, could show more painting than an of the others,
may fairly be considered the most interesting of series.” No than sixty-
one distinel scenes are described in Dr, Burgess's Nofes. The two large pictures,
reproduced in outline in his Plates XVIIT and XIX, are so excessively crowded
with figures and so deficient in unity of composition that they cannot be presented
satisfactorily except on an enormous scale.

‘The represontation in the left end of the verandah of the Buddhist Wheel of
Life, commonly miscalled the Zodiac, is interesting rather as an illustration of
popular Buddhist teaching in the sixth century than as & work of art. Similar
Em are still frequently exhibited in Tibetan monasteries and used by the

for purposes of instruction, The dimensions of the Ajanta painting, now

¥ Tnd, Anr g vol, 11!1‘: v 23 . with ancsloured plate. 3 Mes, Herringham noles that “in Cave XN, slighaiy the
The teat iy quoled pﬂu:-.m, tes, p, 58. He pumbers  earlior, noarfy everything s abscured, but in Cave XVIL
itie pamtirg ay 5. The picture s not mclided In Mr.  many interesting subjects still remmin intelligible’.
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a mere fragment, are 8 feet 7 inches by 5 feet 1 inch.! The huge painting indi-
cated in Burgess's Plate XTX was supposed to represent the legend of the landing
of King Vijaya in Ceylon and his coronation as described in the Pali chronicles,
but is actually a faithful rendering of the Simhala Avadana. Painting No. LIV
(Griffiths, Plate 82) gives the story of Sibi Raja, already mentioned.

hmm:ﬁrthe later caves the Chaitya or church, Cave XIX, which is elaborately Cave XIX.
carved throughout and has its porch and whole front covered with beautiful
sculpture, was considered by Mr. Fergusson to be ‘one of the most perfect speci-
mens of Buddhist art in India’. The paintings include many effigies of Buddha
(Griffiths, Plate 89), and some exquisite panels on the roof of the front aisle, as
well as rich floriated patterns on roofs of the side aisles.

Wi; now pass to Caves I and II, No, I being probably the latesi of the completed Cave IL
WOrks.

Mr. Griffiths has devoted a large number of plates (Nos, 20-35 and 115-32)
to Cave II, besides nine text illustrations. The individual figures are remarkable
for clever drawing, the artist having apparently gone out of his way to invent
specially difficalt poses. Mr. Griffiths’s figure 8, a woman prostfating hersell,
and ¢ 16, snake-hooded Nagas, or water-sprites, are good examples of such
tours de force. The woman standing, with her left leg bent up (Plate 88A), is
capital, the feet being as well drawn as the hands; and the woman in the
?;?:g s{ﬂgg. 66) is pleasing and life-like. Fig. 5 of Griffiths is reproduced

tﬂ L]

The elegant decorative designs of Cave 1 have already been described. The Cavel.
numerous Jarge wall-pictures include the Temptation of Buddha, a subject also
effectively treated in sculpture in Cave XXVI, not far removed in date. In this
cave is also the so-called Persian embassy scene. The identification is based
(@) upon the pointed caps which are considered to be Persian; (5) upon the state-
ment of an Arab historian thai an embassy was sent by Pulakesin IT to the Persian
court in A.D. 626 (A 3),

Four smaller pictures Flncad symmetrically at the corners of the ceniral square Khusru
of the principal design of the roof, and all replicas of one subject, with variations, Parviz.
evidently have some connexion with the other ‘Persian’ pictures, which measures
15 by 6} feet. The best of these small compositions has been illustrated by Mr.

Gri both from a l)hum ph (Plate 95, Fig. 4) and from a water-colour
drawing (Plate 94, !:25:1 ). colours of the latter seem to be too brilliant, and
a more faithful reproduction by Mr. Griggs was E::blished by Fergusson, which is
here reproduced uncoloured by permission of the Council of the Roval Asiatic
Spgi@t?-nfﬂam 86B). Fergusson, developing the Persian myth, assumed that the
rincipal personages depicted must be King Khusru and his famous consort,
ghu-m, but this aftractive hypothesis cannot be said to be proved.® (A 4).

The foregoing descriptions and illustrations will enable the reader to form Acsthetic
a judgement concerning the aesthetic value of the Ajanta paintings, and 1 trust value.
that nobody will be found to agree with the opinion uprweg in Sir George Watt’s

* The picture and its Tibewn counterparts arc discussed  (F. /. 4. 5., April, 1879): Rsjerniralale  Mitra, “On
fully by Col. Waddel] in “The Budhist Pictorial Wheel of eoresentations of Fmeu in the Ajania Frescos™
Lifa iac)" I F oA 8 8, vol Ixi (1852), Part I, (7. A. 5 &, wol, xivil (1878), Pan I, pp. 6672, el foue
3 133-55, with p His P1. VII corresponds with  uocoioured. plates).  His Pl 1V corresponds  with

iffiths, Pl 56. Ferpson's plate upd the small ouline copy in Burgess,
* ], Fergusson, "On Ihe Identificauon of the pormait of  Noser, PL IV, Fig. -

Chosroes {1 smong the Paintings i the Caves al Ajantu
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book that they “can hardly be classed among the fine arts’.' The pictures and
decorative designs in the caves, when compared with I:‘fy tian, Chinese, or olber
ancient paintinFs, which did not profess to show thereliel effect of modern pictures,
are fairly entitled to high rank as works of fine art. In judging them the critic
<hould remember that the wall-paintings were executed on an enormous scale,
some being more than 20 feet in diameter, and that they were intended 10 be
looked at in the mass from a distance, and hot in minute detail:  Small reproduc-
tions on a page a few inches long cannot possibly give a just idea of the effects
aimed at by the artists. Moreover, those artists were much concerned 1o tell
sacred stories, and make their pictures serve for the edification of devout worship-
pers as instructive illustrations of the Buddhist Bible: whereas all the religious
sentiment in the spectator on which they relied for sympathetic understanding is
wanting in the modern European critic. Yel, in spite of the disadvantages in-
herent in small-scale reproductions and criticism by judges out of touch with
the spirit of the artists, the paintings stand the unfair test wonderfully well, and
excite respeciful admiration as the production of painters capable of deep emotion,
full of sympathy with the nature of men, Women, children, animals, and plants,
and endowed with masterly powers of execution.

The considered verdict of Mr. Griffiths, the artist who spent thirteen years im
the close, loving study of the paintings, may be accepted as a sound general criti-
cism, not attempting to distinguish periods and styles -—

‘n spite’, he writes, ‘of |ts obvious limatations. | find the work so accomplished in execution, so
consistent in convention, so vivacious and vaned in design, and full of much e t defight in beautiful
form end colour, that | cannot help ranking it with some of the early art which the world has
to praise in ltaly. . . The Ajanta workmanship is edmirable; long subtle curves are drawn - with
greal precision in a line of unvarying thickness with one sweep of the brush; the touch is often bold
and vigorous, the handling broad, and in some cases the fmpasto is #s solid as in the best Pampeian
work, . . . The draperics, too, are thoroughly understood, and though the folds may be somewhat
conventionally drawn, they express most ihoroughly the peculinritics of the Onental treatment of
unsewn cloth, . . . For the purposes of art-cducation no betier exam les could be placed before un
Indian art-student than those to be found in the caves of Ajunts. Here we hiaye art with life in it
human faces full of expression, limbs diawn with gruce and nction, fiowers which bloom, birds which
soar, and beasts that spring, or fight, o patiently carry burdens; oll are taken from Nature's book—
growing afier her pattern, and in this respeet differing entirely from Muhammadan art, which is
unresl, unnitural, and therefore incapable of development.'?

Whatever be the value of the incidental criticism on Muhammadan art—a
subject to be discussed in due course—Mr. Griffiths’s. hearty appreciation of
the Ajanta frescoes is, In my judgement, just and well deserved.

In support of his comparison with the performance of the early ltalians, he
aptly cites the fragment of a fresco with heads of nuns by Ambrogio Lorenzetti,
executed in the fourteenth century, and now in the Siencse Room of the National
Gallery, as being ‘singularly like the Ajanta work in colour, execution, and freat-
ment; the forms being drawn with a delicale brown outling, and the flesh-tinis

* It s dinly fiir 10 quote vhis dwrum m {ull - Paiuting— Inglim . Avy mt Delhi (1904), p. 454),  The opmions e
ﬁhm-!&;nmuhe_dh-hh:llnmmmdmhmnm corded in the book are pantly thise of Mr, Percy Brown,
The Bu!tthm excrnplificd by the frescos on the walls  Criffiths, The Paintings of the Budddhini Caves of Afanta,

aves of first mentioned i more  pp. 7. 95 Ind. Ant, Dl 28, ‘The work done by ‘the
decosative than pictorial, so that il can hardly be dlassd y sudeats shows that they were capable of
mlhl’iuhm,mdhﬂmﬂmwﬂmdfm- apprecinting tha uncienl models et before them.  Muny
description . to be mn tiocount of of the designs have been used for the decoration of pottery
mhmmmmmwmmhr. The sartiest true  mude at the Bombuy School of An, E;nmrhmm

tharelore, of which we have sny record mre tha in the Indinn Sectlon of the Victoris sod Alberi Museum,
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and drapery flatly put in with very little modelling’, The obvious comparison
with ancient ltalian art was also made by Mr. Fﬂ'E:ssun, who considered the Ajanta

intings to be better than an thiniriln Europe before the time of Orcagna in the
ourtcenth, or even Fiesole (Fra Angelico) in the fitcenth century. Similarly,
M. Havell, another trained artist, who selects the charming Mother and Child in
Cave XVII (Griffiths, Fig. 76) as the most attractive specimen of Ajanta ari,
finds in the frescoes ‘the same intense love of nature and spiritual devotion as are
evident in the sculptures of Borobodur’, and compares the ‘exquisite sentiment’
of the picture selected with the wonderful Madonnas of Giovanni Bellini”.'

Mr. Fergusson was of opinion that while the arl of Ajanta resembled that
of China in flatness and want of shadow,® he had never seen ‘anything in China
approaching its perfection’, Forty years 4go so little was known in England aboul

i art that this sentiment rmgrin pass muster, but Fergusson’s dictum could
not now be accepted in the light of fuller knowledge. Itis interesting to set against
it the deliberate judgement of Mr. Laurence Binyon, a learned connoisseur in the
art of the Far East.

“The art of Ajant’, he observes, 'is characterized by the strong outline which marks the early
Asiatic style; the colouring sppeirs to have been heavy and hot: the figures and faces are animated—
there is force and individuality in tlhem, 4 strang sense of fife, We feel that the painters were possessed
by their subject they warked with fervour and dayotion, . - - This, and the scale of the frescoes,
make a forcible and imposing impression. Yet the art of Ajanta has not passed the primitive stage.
With &ll the feeling for life in individual figures that the painlers show. they betray as yet little of that
instinet by which an art develops—the instinct towards unity, towards ¢conception of 4 subject
as a synthetic whole, Their compositions are crowded and incoherent.  In details nnd n single
groups and forms, on the other hand, there is grace, dignity and character.. . . . What is lacking in
the Ajenta paintings, what is so :iﬁ:rlily manifest in Chinese painting throughout its hiunrﬁis that

ul creative instinct and aesthetic perception wiich make for synthetic unity in art, that sense
of controlling rhythm and balance which mspires all fine design,"

The expert criticisms above quoted all agree in being general in their terms.
Lady Herris , in the too brief article already cited more than once, CATTICS
the aesthetic valuation of the paintings farther by distinguishing various peri
and styles. She holds that the frescoes *fall into about six distinct groups, repre-
senting various schools and periods rather than the steady development of one
school’, Going a little into detail, the critic proceeds:

*[ have already alluded 1o several styles and classes of ‘plﬂnling in Caves | and 9, 16 and 17. There
are besides, Iater developments of the natrative style of Cave 17, which we find in Cayes | and 2.
These are (1) o more emphatic and stylistic manner, with more formalism in the drawing, more action
and less tenderness; (2) a more popular, lively, and forcible diamatic narrative, with more incidents
In Cave 2 are three more distinct styles ! on both the side waills of & secondary shrine we find four or
five elaborately posed, nearly nude life-size figures. These dre sinuois in outline, quite Cimabuesque
in propartion, attitude and general fecling: the armpgement suggesty bas-reliel.  The late date of
this cave indicates the period of the paintmg. In & similar sheine on the opposite side are corres-
ing decorations, and the figures on the main west wall might, but for the type, be an assemblage

of Chinese sages; they are drawn with 2 magnificent bravara. There is.not much colour left, but
the somewhat caligraphic drawing in Torcibie blacks and reddish browns is so freely executed that

) Indiaon Sculprure and Painting (1908), p. 164. remphe of Horiujl, which was repaired or bullt

4 the Al Agpata is nol st all fisd but AL, TOBand T1 .hmtrﬂhnhdxarm.mi'm

fenders the contours icately and falihiully. seenvi No doubt that it s modelled upon the Ajanta

t Laurence Binyon, Painting im the Far East (1008), (rescoes’ (Peinting in the Far East, . &7). Amderson
35, 50, Soe alss the same authar's aiticke. *A Chiness ihe dute us 607, but other critics date ji % sentary

%ﬁl the Fourth Century’ in Bl fon Magezine,  lalet

Jam. 1904, . 44, One Jupanese work, the frescoin fhe
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one scarcely regrets the destruction which has laid bare such vital work. On a separate part of this
west wall there is a subjoct of men and while geess in & water-lily pool, which, though closely linked
to. the earlicr definitely Indian types of painting, sugessis 1he freedom and at the same (ime (he perfect
balsnce of the very best Chinese period. The colour scheme is beautiful—brilliant white, deep
pu?io-hruwn. a vivid but rich malachite-green, with touches of a clear red. _ -

urther, in Cave 17 there are three paintings by one hand very different from all the rest,  They
are (1) & hunt of lions and black buck;" (2) a hunt of slephants;? and (3) an clephant salsaming in a
king’s court—the companion piciure to No, X These pictures are composed In u%l&h;-tnd shade
scheme which can scarcély be paralleled in Italy before the seventcenth century. -are nearly
monochroms (warm and cool greys understood), except that the foliage and grass are dull green,
The whole posing and grouping s curiously antural and modern, the drawing easy, light and sketchy,
and (he pn.ll;u‘{ing sugeestively laid in with solid bruzh strokes—in the flesh not unlike sonie examples
of modern French painting. The animals—horses, elepliants, dogs and black buck—are extremely
well drawn,*

The development of criticism on the lines indicated by Lady Herringham would
require a bulky monograph based on detailed notes taken on the spot by a compe-
tent expert, It is impossible to work out the differences of the supposed schools
merely from the fragmentary published reproductions.’

The vigorous school of art which produced the Ajanta frescoes did not confine
its operations to the caves at that place (A 5). Several similar excavations near
Bagh, a village or decayed small town in the Gwalior State, situated on an ancient
road connecting Gujarat with Malwa, exhibit traces of a set of works resembling
in general style the Ajanta paintings, and at one time of almost equal importance,
Unfortunately, the crumbling of the rock, and absolute neglect, combined with
the effects of the smoke from vagrants® fires, have left hardly anything of compo-
sitions which once covered thousands of square feet.

The principal group of caves contains cight excavations, the largest being 94
feet square. The whole of the roof, walls, and columns of this great chamber
was coated with fine stucco and decorated with paintings of high merit and infinite
variety. Smaller remnants of painting may be still discerned in two other caves,
and there is reason to believe that the work is not all of one period.*

The paintings appear to have rivalled those of Ajanta in variety of design,
vigorous execution, and decorative quality, life being treated in both places with
equal gaiety and hardly a trace of asceticism. Two of the Bagh groups illustrate
the performance of the hallisaka, a kind of operétta or musical play, acted by a
troupe of women led by a man. According to the books the ﬂ:nwre performers
should number seven, eight, or ten. At Bagh they are six in one case and seven
in the other. They are represented as elaborately dressed, singing, and perfor-
ming with much enjoyment on drums, cymbals, and other instruments. Our
surprise at finding such gay scenes depicted on the walls of a Buddhist monastery
may be lessened when we consider the nature of many of the sculptures a1t Mathura

fBu Neten, Cave XVII, No. 28 af art which oue gan cull nothing exceps Indian, for it is
Ly | Mok, 36, 37, 1 cannot trece the “companion . [oind sowhere e’
pictire’.  Burgess dos oot notie the distinctfors of  *The existing mintmgt have wince been copied. Rafer
fm; Hemringhum bas penerously presented her <oy Caves ‘::m._gw -u 1(!: ‘plt’;mh Hnﬁwﬂl A
. e ith thies
of the frescoes 1o the India S'Jﬂ:ﬁ They were &2 drawings’ (Tranz, Ly, Soc., Bombap, wl'._‘i.ﬁlm
tr the Indlan Section of the Festivul of Enpﬁn}lﬁll}. p. 194-204). lmpey, De,, ‘Dewription of the Caves
Tn the Cataligis and Giidde to the fnlion Cowre, Festival Elsh. in Rath’ (7. Bo, Be. R A. 5., vol v, pp. $45.79),
of Enipire, p 92, Lady Heringhim siglos thal *these Wre . Birgess, 1., MNoer on e Bandidhy m}?;"w#:_ 4f
at loast twenty  differsnl . kimds of peining.  Some . AJonis LiETe, pp. 08, %5, Luard, Mijor. € E, "The
pictures recall Grock and. Roman compotition and  Buddhist Caves of Comml India® (lnd, Anr, vol, zexis,
peopartions, & few late ones resemble thie Chiness manner  Auguat (1910, pp, 22535, with nlans anid plates), The
Yo a cerisin cxient, hut the wmmjority Belong to & plise  Bugh Caves (Ml Soc., Lomdon),
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and in the Aurangabad caves: but we do not know quite enough about the real
natuse of the later popular Buddhism in India to understand fully the significance
of such frivolous sculptures and paintings.'

The Bagh caves do not contain an inscription of any kind (A 6), and their date
can be determined only by considerations of style. “The hair-dressing of many
of the male ﬁgé:m an the transpareni close-fitting robes connect the sculplures
with the later Gupta rather than with the medieval period. The general character
of fhe paintings 1s sufficiently known to make it certain that they are not earlier
than the late works at Ajanta, Probably the paintings may have been executed
between the middle of the sixth and that of the seventh century. The paintings
include patterns executed in black and white with touches of Indian red, as well as
works executed in ‘excessively vivid’ colours, with *marked contrastsin blue, red,
and yellow’. The two styles may belong to different ages.

Part [I. CEYLON.

Having been constrained to comment upon the ianﬁ-cuminued neglect of the
Ajanta and Bagh paintings, and the failure of the authorities to take the simple
measures needed to save priceless works from destruction, it is a pleasure 10 turn
to Ceylon and recognize the well-considered and successful policy of the island
governmenl with regard to the closely related Trescoes al Sigirivi.*

The marvellous citadel at that place, perched upon the summit of an isolated,
tower-shaped hill, 600 feet high, and rising abruptly from the plain, was con-
stricted as an impregnable refuge by the parricide king, Kasyapa I, who reigned
from A.D. 479 to 497. The rock-cut !fﬂcﬁ'cs leading to the tyrant’s acrie having
crumbled away in the course of ages, the summit had become inaccessible save to
occasional adventurous cm%snsn. The work of excavition, ﬁpair, and restora-
tion undertaken in 1895 by the Government of Ceylon was carried on systematically
under the capable guidance of Mr. H. C. P. Bell, Archacological Commissioner
until its completion some ten years later, as recorded in Sessional Paper XX of
1909, The paintings, with which alone we are now concerned, have been secured
by wire nettings and other devices in such a way that ‘they can be examined closely,
without difficulty, and in ;r:erfml safety: from one end of the caves to the other they
are for ever secure from further damage’. The story of the operations, as related
in Mr. Bell's Reports, terminating with the document cited above, is & most
interesting record of successful wrestling with formidable engincering difficulties,

and of the completion of a well-devised plan, without parsimony and without
extravagance. .

The paintings are found in two irregular rock-chambers, usually described
as * ets', situated on the western oliff, about fifteen yards above the floor
of tggcsouth&m end of the gaﬂmg Six such ‘pockets’ exist, but the remains of
painting are confined to four, and those of any importance exist only in “pockets
A and B'—two rough, natural chambers forming a cave 671 feet in length, divided
into two sections by a cramped ledge. ‘Pocket B'. 41} feet long, is comparatively
roomy, whereas ‘Pocket A’, 26} feet in length, is cramped.

The paintings comprise twenty-one half or three-quarter-length female portraits,
R N el Bl et Syt Liv, There o St o the shers 003 B e Do,

" The mes, in Sl s forms, means “Lioo-hill, with Centi) Provines, about twenty miles nimost dug “west
rederence (0 the passage counccimg the galleries, which  from the medieval capital, Polonnasuwa.

Chronology.

Siginya.

Position
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besides the hand of another figure. Seventeen of these are in ‘Pocket B' and only
five in ‘Pocket A’. The figures in the more spacious chamber B are mostl above
life-size, while those in chamber A, where space was limited, are below life-size,

In 1889 Mr. A. Murray succeeded with t difficulty in obtaining copies of
thirteen figures in either pastel or colo photographs, now preserved in the
Colombo Muscum. His meritorious work, performed when the ‘pockets’ were
all but inaccessible, has been superseded by a magnificent series of facsimile copies
made in oils on canvas by Mr. Perera, which also are exhibited at Colombo, These
copies, which are described as r?mdncing with minute accuracy every detail
of the originals in size, colour, and all other respects, have been carefully photo-
graphed.  Some of the photographs have been reproduced in Mr, Bell’s Reports
and Mr. Havell's book, and a selection is now given from copies liberally supplied
by the Government of Ceylon.

The paintings were executed on a carefully prepared surface formed by the
:EEEmuon of fine limc—gvlasinr from a quarter to half an inch thick laid on 2 bed

ut half an inch in thickness, composed of tempered Chiam with kaolin,
and strengthened by the admixture of rice-husks, with, perhaps, some coco-nut
fibre. Mr. Bell believes that the piciures were wrought in Efua on a
dry surface. The process, possibly, did not differ much {rom that at Ajanta.
Except that Fig. 14 in ‘pocket B” has a black background, the range of colours
is confined to three—red, yellow, and green.  The blues, so conspicuous at Ajanta
and Bagh, are absent.

The subject is a procession of noble ladies carrying flowers, and attended by
female servants, all moving in the direction of the Piduran Buddhist temple
to the north of the hill, as if about to make offerings at that shrine. All the

are fully clothed from the waist downwards in coloured kambaiyas, and
above the waist in short-sleeved juckets made of the finest material, and in some
cases barely indicated by a line of deeper colour.

The nobie ladies are painted in pale vellow or orange, their attendants being
distinguished by a greenish complexion.” All the women are decked with a pro-
fusion of ornaments. Each ends below in 2 cloud-like mass, a peculiarity faem
explained by Mr. Bell’s suggestion that it is due to the irregular form of the cramped
rock space available, on which the artist could not have drawn the legs without
unsightly distortion. The suggestion made by another author that the clouds
are intended to indicate the divine character of the personages appears to be
incorrect. In accordance with the usual Indian practice, the figures were first
outlined in red and black, and then painted in, not necessarily by the same hand.
In one instance it is apparent that the outline was not exactly followed.

The date of the frescoes in the closing years of the fifth century is fixed with
sufficient accuracy by the known limits of the reign of Kasyapa 1, AD. 479 and

* 497. They are, therefore, practically contemp with the paintings at Ajanta:

all critics recognize the fact that the art of Sigiriya is closely related to that of
Ajanta.  For instance, the lady carrying a lotus in Plate 90B may be compared
with the similar figure in Cave II at Ajanta, as reproduced in Griffiths, Plate 31.
But the limitation of the colours and the total absence of blue in the Ceylonese
paintings are important differences, and I do not think that the Sigiriya work
equals the best at Ajanta. M, Havell is bold enough to credit the ladies o Sigiriya
with *Botticellian grace', a criticism which may not meet with universal acceptance,
But, whatever may be the final verdict of experis as to the intrinsic merits of the
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Ceylonese paintings, there can be no doubt that they are exiremely remarkable
roductions of their age, and well deserving of careful study and serious criticism.
is nothing to indicate who the Ceylonese artists were, whence they came,

or how they leamned their skill.

The Sigiriya figures (Plates 90A and B, 91A), although by far the most impori-
ant and imteresting, are by no means the only remains of ancient painting in the
island. Numerous traces of ea;lg wall-paintings have been det at Anuradha-

ura, of which the best preserved are those on the walls of the detached building
‘frontispiece” of Smithsr? on the castern side of the Ruwanweli dagaba. Besides
white, three primary colours, yellow, red, and blue, are used, the yellow and
blue being sometimes combined to produce green. Yellow in various shades
is the favourite, and was obtained from the natural arsenic sulphide called
orpiment. The blue is indigo, not lapis lazuli.

The style of the specimens reproduced in colour by Mr. Smither is distinctly
antique and closely ailied to that of the later Ajanta paintings, being characterized,
as are, by bold free-hand execution of curyes, with a truthful and at the same
time decorative treatment of plant motives, Two examples are offered (Plate 91B
and C), which may be dated at any time from the sixth to the eighth century. The
date of the building of the dagaba, of course, gives no clue to the date of mural
decorations, which. in all probability, were refouched from time to time on the
old lines. The colours are white tints of brownish yellow.

Ancient paintings are necessarily so rare thal a work hitherto unpublished
cannot be passed over, although it is of but slight intrinsic importance. Mr.
Bell discovered iwo caves at a place called Tamankaduwa (Pulligoda calkanda),
in a southerly direction from Kuda Ulpota and Dimbulagala, North Central
Province, one of which contains a painting of five men, with halos and conical
head-dresses, seated in an attitude of adoration. The colours are said 10 be
*well preserved’, but no further details are recorded, and the ‘short inscription’
in the adjoining cave does not appear 1o have been deciphered. The age of the

inting. therefore, is doubtful, but, so far as can be judged from a photograph.
it must be of early date, possibly of the seventh century. It may, however, be later.

NOTES TO CHAPTER EIGHT

See Note to Chapter 15, on painting.

Four magnficient yolumss in colour phﬂ%hy G. Yazdani hive been brought out by the
Archseological Department of the former Hy State. They are the fimest reproductions yel
mide of Ajants.

This identification is no longer accepted by scholars.

Plate 86B shows a well-known type of Bacchanalian scene ind the principal figures are pcrhaﬁ
meant to be Panchisika and Hariti with attendants,  But therecan be no doubt thay here we have 1
work of some foreign ariist from the Norih-West or Turther afield. The Sassaniun type of flying
ribbons should be noted. .

There are Brahmanical paintngs of the 6th century at Badami in the Rijapur district (Plate 89A).
Sa alio the Jain frescoes nt Sittanavasal in South India (Plate 89B) evidence the Pallava idiom of
the Tith century though some critics opine that they are Pandyan work of the 9ih century which does
not appesr improbable. Nevertheless the Pallava idiom is certainly presenl.

Bul the discovery of a copper plate there indicates the Sth century A D The style supports Lhat
view,
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Chapter Nine

ARCHITECTURE AND SCULPTURE OF THE
MEDIEVAL PERIOD

Part 1. MEDIEVAL ARCHITECTURE

HROUGHOUT India. except Buddhist remains, there is hardly anything
T standing which can be dated carlier than AD, 450, No early examples

of civil architeécture exist. After the date named Buddhist structures
become scarce, The styles of Indian architecture in the medieval period, theréfore,
must be deduced from Brahmanical and Juin temples, or from the buildings repre-
sented in the Ajanta frescoes (A 1).

1 is now admitted that the variety of styles which may be distinguished depends
not on differences of creed, but on date and, to a certain degree, on locality, At
Khajuraho, for instance, Jain and Brahmanical temples are built in the same style.

| authors who reat of Indian architecture notice, and are embarrassed by
the fact, that each style when it first comes 1o our knowledge is full-grown and
compleie. The earliest specimens betray no signs of tentative effort, and in no
case is it possible to trace the progressive evolution of a given style from rude
bcginnin%. The extensive destruciion of ancient monuments, especially those
built of brick, no doubt supj‘;n_lizs 4 partial, though not adequate, explanation.'
I am convinced that the more fundamental explanation is to be found in the assump-
tion that all the Indian styles are derived from prototypes constructed in timber,
bamboos, and other perishable materials® We have seen how easily the stupa
railings can be accounted for in this way, and by the extension of the theory an
ad:ﬂ:]uaie reason for the non-existence of the missing links in the chain of architec-
tural evolution is supplied. In the essay previously cited, Mr. Simpson has quoted
from the Sarapatha Brafhimang (S.B.E., vols. xii, xxvi) a long description of an
carly Brahmanical temple as constructed some five or six or seven hundred years
before the Christian ¢ra, That temple consisted simply of two sheds, which were
‘merely formed of posts and beams, covered with reeds and mats, and could ount{g
be described as belonging to the “thatch Fl'_eﬁnd" m architecture’, From s
an edifice to the temples of Mount Abu and Tanjore the distance is great, but there
seems o be little reason to doubt that the infervening stages were worked out for
the most part by experiments with evanescent matenals. Brick, the intermediate
stage betweon the ‘thatch périod’ and the “stone period’, offers such a m{\ rey
to the spoiler that it may be reckoned as only ‘semi-permanent’ material.”  What-
ever be the validity of this theory, we must take the styles ready-made as we find
them, and briefly consider their several peculiarities, so far as may be n
for the intelligent appreciation of the ancillary fine arts, which form the mam
subject of this work.

4 m, A. 5 Kop., vol. xi, pp. 406, pla. XIV-XYII; quenily constructed wath a brick core. Brick was,
V-}'ﬁ"‘m' Bep. A, 8. Noethern Cirele, 19G7-8, p. 31 without doubt, e prevalent bullding material before
1 Afanta frescoes ke it plain stane came into gemerzl use, nod ::mgubt}r ilitefy
"*The earlier I Delieve, were buill whedly im0 siccceded the more primithve wooden atruciures W

brick: At Aunds we lnd s amill one bullt alimest entlrely lmiinfm numﬂﬂzwdinmnrnfdmmﬂimum'
of that puterial, while the star-shaped plan and lluiT Counens, Progr, Rep. A. 5. W. 1, 1894-5, p. 6. In
erigp mouldings wre oaaintained ds well alimost = if bully sonte regions where stone was sbundant the brick stage
in gtone.  Remains of some of these early hrick temples  may oot have intervened. For N, Gujurat see Burpess,
are found I North Gujarat ond (be foundutions and' vol i A 8 W F_vol i of New fmeerial Series.
platforms on which the oller wone ones are srected ane
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In an ordinary Hindu temple the essential part is the rectangular cell or shrine Essentials
conlaining the image or symbol of the god, and such a plain cell constitutes the of a temple.
simplest form of temple. The small shrines of the Gupta Ecriod have already
been described. In the medieval period dignity was gained by the addition of &
high roof or steeple, and by prefixing & porch, or nave with or without side-aisles,
transepts, and subsidiary steeples, until an architectural composition of extreme
complexity was evolved. Another type. built frequently by Jains and occasionally
by Brahmanists, 1s 4 modification ol the monastery, the monks® cells round the
quadrangle being replaced by niches enshrining images. The modifications of
both ground-plan and superstructure are, indeed, endless.! All forms offer
abundant opportunity for artistic decoration.

In the crowd of varieties two leading styles of temple architecture—the Northern Two leading
or Indo-Aryan of Fergusson, and the Southern or Dravidian—may be readily styles.
distinguished (A 2)° If it be possible to amend the nomenclature so long esta-
blished by Fergusson's authority, it would be me'crabl& to give territorial names
to all styles, calling the Indo-Aryan style that of Aryavarta or Hindustan, the great

lain between the Himalayas and the Narbada.® The term Dravidian is free
rom objection, Dravida being the ancient name of peninsular India. The two
styles may more simply be denominated Northern and Southern.

The Arvavarta, or Northern style, examples of which (o the south of the Narbada Arvevari
are rare, is characterized by the bulging steeple with curvilinear vertical ribs, placed or Indo- :
over the sanctuary, and frequently reproduced on other parts of the building. “7n sie.
Miniature repetitions of the form are often used with good effect as decorations
of the steeples themselves: In spite of theories as to the bamboo ongins of the
curvilinear spire, its. form is obviously inherent in the Indian corbelling methods
of building. It appears to have been evolved first of all in brick as in the Great
Temple at Bodh-Gaya.

The best early examples are found at Bhuvanesvar (Plates 92A and B, 93A), Temples at

in the Puri District, Orissa, where the tcﬂ‘lﬁlﬁ, numbering several hundreds, Bhuvanes-
illustrate the history of the style from the ninth or tenth o the thirteenth century. "
The earliest specimens have steeples comparatively low and squat (Plate 935,
but pleasing to an eye which has become accustomed to the design, The porch
is 2 walled chamber with a low, massive roof, and internal pillars are wholly
wanting. The combination of vertical and horizontal lines is skilfully arranged
so as to give dignity to buildings of moderate height. This early astylar form of
temple is best illustrated by the Mukresvara shrine, which Fergusson called ‘the
gem of Orissan art” (Plate 92A).*

A second, and later, variety of the style is adequately represented by the Great The Great
Temple, which has a high steeple tower, with sides vertical for the most part, and Temple.
curving only near the top. The roof of the porch has considerable elevation, and
in many details the design differs from that of the earlier variety. Sculptures of
remarkable merit are introduced in pancis on the basement and elsewhere.

The third, or ‘decorated’, “ﬁml.ﬁeﬂf the Bhuvanesvar style, in which columns the Rajarani
become prominent, dates from twelfth or thirteenth century. The most temple.

b At Aihole, Rijnpor District, Bombay, "we havean unbre-  The two siyles of arthitecture, although riving from

ken) sequence in the alyles from the fifth to the Tourteenth | different . are related chronologically, for the

mquErnm the early cave to- the latest mediveval  Southern siyle resched jia highed development afler

temple’ (Cousens, Progr. Rep. A. S .1, 19088, p. 33},  'decadence had set in in the North, _

= This ¢lussificathen dots not apply to Ceylon, S Ann, Rep. A. 8, Imile, 1902-3, pp. 46-50. ibid.,
implies & disputabls thoory. 19034, pp. 46-8; Progr. Rep. E. Circle 19089, p. 18.
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charming example is the Rajorani temple (Plate 92B). Some exquisite details
of this building are illustrated in Plate 628,

i{msple of The most renowned achievement of the vigorous Orissan school of architects
the Sun at js

Kanarak,

Temples at
Khajuraho,

The Gujarati,
or so-called
Jain style,

the temple of the Sun at Konarak (vulge *Kanaruc’) on the coast, known to
sailors as the Black Pagoda, in order 10 distinguish it from the White Pagoda, or
temple of Jagannath ai Puri. The remains of the main steeple, never completed,
which had been overwhelmed long ago by thedrifting sand, have been lately exposed
by excavation. The porch, which stands practically perfect, is covered a
beautifully designed pyramidal roof, justly praised by Fergusson, and d
by the Workmans as the most perfectly proportioned structure which they had
seen in the course of years of study devoted to Indian temples. The l:mAilc.
when in better condition than it mow is, was admired enthusiastically by Abul
Fazl, the minister and historian of Akbar in the sixteenth century. It is said to
have been built by King Narasimha, who reigned between A.D. 1240 and 1280,
a time when high-class work was not often produced. Considering its exceptional
excellence, it is strangely late in date. A large book might be devoted to the
description and illustration of this building its sculptures. Plate 93B, from
a photograph kindly supplied by the Director-General of the Archacological
Survey, shows the recently excavated remains of the steeple, as well as the porch
séen from the north-west®,

The Bhuvanesvar group of temples stands first in importance among the examples
of the Aryavarta style by reason of the immense number of buildings, usually in
fairly good condition, and their variety, which marks the stages in the history of
the style for at least three centuries. The group next in importance, situated at
Khajuraho in the Chhatarpur State, Bundelkhand, although far inferior in both
numbers and variety, includes some admirable buildings designed on a grand scale
and richly adorned with sculpture (A 3). The temples, in more or less satisfactory
preservation, numbering between twenty and thirty, were all erected by order of
the Chandel kings c. A.D. 1000. They are executed in a fine sandstone, which
offers great facilities to the sculptor, Several of the domes, constructed in the
Indian manner with horizontal overlapping courses of stone, are remarkable
achievements, the largest being 22 feet in diameter. The cusps hanging from the
centre of some of the domes are beautiful, although, of course, not so &Bbomlﬂ
carved as the similar works executed slightly later and in more manageable ma
at Mount Abu. Plate 94A gives a good notion of one of the best of the Khajuraho
temples, The steeple is nearly 100 feet high.

A beautiful variation of the Aryavarta or Indo-Aryan style, found in Rajputana
and Gujarat, is characterized by a free use of columns carved with all imaginable
richness, strut brackets, and exquisite marble ceilings with cusped pendants, at
least equal to the best Tudor work of the kind. By an unfortunate error Fergusson
described this Western or Gujarati style as the ‘Jain style’ (A 4). In reality it has
no concern with any special kind of religion, and is Jain merely because Jains were
numerous and wealthy in Western India in the late medieval period as they are still.
When power passed into Muslim hands the so-called Jain style, that is to say the
local style, was applied with the necessary modifications to the needs of M
madan worship.
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Two temples at Mount Abu, built wholly of white marble, are famous as un-
surpassed models of this wonderful style. The earlier, dedicated to Adinath,
was built by a minister or governor named Vimala in A.D. 1031 the later was
cansecrated by Te]l?d two centuries afterwards, in A.D. 1230, Notwithstanding
the considerable difference in age both temples are very similar in style. Ilustra-
tions are given showing half aﬁhe ceiling (Plate 95A) and some of the columns
in the upper hall of Tejpal’s temple (Plate 96A). It s needless to comment on
E%?abmf;‘;ﬁ}m delicacy of the carving and the richness of the design in both cases

e =

It would be easy to fill many pages with more or less similar specimens of work

Temples on
Mount Abu,

Tempies at

in the medieval style. [ am wempled, however, 1o add a photograph (Plate 96B) Osia

of a charming temlﬁic of the Sun at Osia in the Jodhpur State, Rajputana, brought
to notice by Mr. D. R. Bhandarkar, and treated in a much simpler fashion—an
example of the originals of the huge piles at Khajuraho and Mount Abu, probably
dating from the mnth century. ia possesses no less than twelve large ancient
temples, some Jain and some Brahmanical, and all, apparently, dating from the
eighth and ninth centuries. The residents of the town show their appreciation of
these works of art by using them as public latrines.’ .

Northern India is full of examples of the style, ancient, medieval, and modem,
mostly in stone, bul occasionally in brick. The oldest brick specimen in preser-
vation sufficiently ﬁood to allow of the recognition of the style is that at Bhitargaon
in the Cawnpore District, which is probably of the fifth century. With it must be
clussed the great temple at Bodh-Gaya. Another well-preserved ancient brick
temple, referred doubtfully to the eighth century, stands at Konch in South Bihar.”
There are many fine brick-temples in the Central Provinees, the finest of which is
at Sirpur. These temples have massively carved stone door-posts, lintels, and
giﬂm'!. The beautifully decorated burnt-brick Stipa at Mirpur Khas must also

mentioned as belonging to the first half of the medieval period. The art of

these sites is the forerunner of the art of Khajuraho and Bhuvanesvar. There is
reason to believe (as already observed) that the transition from wooden to stone
architecture was made through brick, and that the scarcity of old brick buildings
is due to the facility with which the material could be utilized for other construc-
tions. The decorations of brick buildings were carried out in lerra-cotia, and
carved as well as moulded bricks were used. Such bricks of good design are
often seen buill into later structures. The art of carving brick appears to be
extinet. . _ _

The late medicval Bengal variety, showing signs of Muhammadan infiuence is
characterized by the use of the bent cornice, obviously copied from the bamboo
eaves of an ordinary Bengal hut, and by a peculiar arrangement of the curvilinear
steeples; one lofty steeple placed over the centre being surrounded by four, eight,
or sixteen smaller towers of the same form. Fergusson has described the temple
at Kantonagar in Dinajpur District, finished in 1722, and decorated with applied
lerra-cottas of slight artistic merit. This variety of the Aryavarta style is peculiar
to Bengal’ The only example recorded outside that province is one at Bilbari,
Central Provinces, built 1o the order of a Bengali immgrant.

\ Progr . 5. W, L, 19087, p, 36, P XYI-XVIIL .

' ot Jdi:n‘hﬁ ::gb- mL:iuud both temples: * Monmonan Chakrvani, “Bengali nlnd their
Ehitargaon, 4. 5. Rep,, yol. xf, pp., 40-4, Pl XIV-XVIl: Geoeral Chasacteristics (£ A& B, v, Now Ser
and Koen i, vol. vl p. 54, BL V1; vol. xvi, pp. 508, (1909) ):
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In the modern temples of Northern India the tendency is to reduce the curvature
of the steeple, and to make the form approximate to that of an English slender
spire. The effect is sometimos pleasing, but lacking in the massive dignity of the
best designs at Bhuvanesvar and Khajuraho, The contemptible scu ptured and
painted decorations of the modern buildings testify plainly to the general lack
of urtistic feeling.

Numerous: recent buildings, sacred and secular, combine the Muhammadan
dome with the Bengali cornice, omitting the steeple.  Such buildings are erected
freely by Hindus for purely Hindu purposes, as, for instance, the elegant mauso-
leum built ar Benures to the memory of the lately deceased saint, Swami Bhaskara-
nand, which looks fike & Muslim building. _

The peculiar styles of architecture prevalent in the Himalayan kingdoms of
Kashmir and Nepal demand brief notice.

The Kashmir ﬁlylc.pmﬁ‘:; is restricted to the Valley, although a modification
of it is found in the Salt Range region of the Panjab. The temples in this style,
~.r411u'],rfn?1 in date from about A.D. 750 to 1200, are all of small size. but in some
cases the dignity of magnitude is attained by the addition of a walled quadrangle
of imposing dimensions.

The best-known example is the temple of Martanda or Martand—a [ocal name
of Vishnu as the Sun-god—which was erected about the middle of the eighth
century by Lalitaditya (A.D. 724-60), the most powerful sovercign of Kashmir,
This building, although the largest of its kind, is of modest dimensions, being a
rectangle measuring 60 feet long by 38 feet wide. The width of the facade, how-
ever, 18 increased to 60 feel bzy the addition of wings, and the walled enclosure
measures internally 220 by 142 feet. The colonnade lining the wall is composed
of eighty-four pillars, with intervening niches surmounted by the trefoil arches and
triangular pediments or gables characteristic of the style. The cell, or chapel,
which occupied the centre of each face of the enclosure, originally reached a h
of about 30 feer, All the roofs have disappeared completely, so that it is un-
certain whether they were of wood or stone.

Plaie 97A clearly illustrates most of the peculiarities of the architecture, which
may be summed up as consisting of pyramidal roofs, gables, trefoil arches, quasi-
Doric columns, and dentil omameénts.

The temple at Buniar (Bhaniyar), of uncertain date, which resembles that of
Martand in being surrounded by a colonnade, differs bﬁnbe.ing of smaller dimen-
sions and in almost perfect preservation. The central shrine is now covered with
wooden shingles, which may or may not have been the original form of roof.

The more ornate temples at Vantpar l'Avamf[fum} were erected during the
reign of Avantivarman (A.D. 855-83). The well-known little shrine at Payer,
which Fergusson assigned to the thirteenth century, is older than he supposed,

and pruhat;by dates from the tenth century.’ The notion, started by Cunningham
and accept

by certain other authors, that the quadrangles of the more important

temples were designed to be filled with water, 5o that the shrines might be placed

?ﬁ? iminodiatuly under the protection of the Nagas, or water-sprites, is absolutely
ess,

Two peculiaritics of Kashmir architecture—the trefoil arch and the quasi-Doric

columns—have given rise to much discussion. The trefoil arch recurs in certain

*Miscalled Puyehi by Vigne wnd muany subsequent " Thid, Bk iv, v, 192 note,
puthoez {Sluh‘i.mm:d Relatarongind, vol. B, p.473) i
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temples at Malot, Katas, and otheér places in the Salt Range, which was subject
to the crown of Kashmir in the seventh century:' and when employed structurally,
appears 1o be derived from the similar form frequently used asa canopy to a statue.”

columns of the Kashmir temples are usually described as Indo-Doric on
the assumption that their design 15 derived ultimately from Greek models,
Mr. Tavenor Perry has thrown doubt upon this assumption because the Kashmir
columng have sixteen flutes and are associated with very unclassical gables and
trefoil arches.” As usual in India, the stages of the evolution of the Kashmir
style cannot be traced in detail, 1t is possible that the Sall Range temples alluded
to, and others al Gop, Sutmapada, and Kadwar in Kathiawar, which resemble the
Kashmir buildings in certain respects, may be older than those in the Valley, but
no clear evidence on the subject 1s available.* _

The small valley of Nepal proper, measuring about 20 miles by 15, is said 10
contain more than two thousand temples,! Most of them are designed in & style
differing but slightly from the familiar Chinese pattern, in which the roof is the
main ¢lement, the walls being mere screens set between pillars.  An excellent
illustration of this style is afforded by a temple built at maigun in 1703.

Certain temples and tombs of Jain priests in (he South Kanara District on the
western coast of the Madras Presidency, buill in a style obviously derived from
wooden originals, possess a surprising and unexplained resemblance to the buil-
dings in distant Nepal.*

Part 1l. MEDIEVAL AND MODERN SCLULPTURE

The Gupta period may be regarded as one of (ransition between ancient and
medieval art, as it was bétween the polities of ancient and medieval India. From
the sixth century we find in sculpture few traces of the Kindly, humin spirit and
naturalistic treatment which distinguished the ancient schools; mainly devoted to
the service of Buddhism; and we pass into a world of art which scorns to represent
the daily life of men and women, concerning itsell almost exclusively with either
asceticism of the self-comtained yogi type or the weird mmaginings of the later
Hindu m}’lhﬂln% including that of the Mahayanist Buddhists, almost indistin-

jshable from that of the Brahmans, The beautiful story-telling reliefs of Boro-
g‘lfdur in Java form a delightful exception to this generalization, and carry on the
spirit of the old Bharhut and Sanchi artists with a delicacy and refinement of style
B:culiar to themselves, The Jain sculpture is so strictly conventional that it may

¢ almost left out of consideration. The spirit of medieval sculpture is chiefly
expressed in Brahmanical and Buddhist works, which alike exall the ascetic ideal
and reflect the teachings of Puranic and Tantric literature. _

Buddha no longer xgpcars as the sympathetic human teacher moving about
among his disciples a instrucl.‘mg them in the Good Law, His image is now

erally made to conform to the ideal of the passionless yogi, s described in the
g::'gamd-ﬂfm:—

Mise, bud and E, Arihitecturs, 2nd od., ¢ For the Kathiawar jemples see o, 8. W India, vol. i

pp. 8591  p. 157, Pl LI-LUI Cousens, Progr. Rep. 4. SO W, L,

[

L 2% Cunni A& Rep., volb v,

muwxmﬁ: vol. xiv, p. 35, Pl XV, Beal, Budhint 18989, pp. 14-18.
Recordy, | 1437 Watters, On Yaan Ch G Trovelr, . 249, Hlustrations of styles ed i Mepu! will be found in

P10 6 o Used ot Konarsk lo Orisss (Awn. Rep. A 8., Le Bon, Les Monumpns de I'lnde. |
fmetiog, 13-4, PL XXTE f)} 'Fuﬁm. Hise Jowl, e £ deckit. 20d el Figs: 303,
Roy. Intt. British | Architects, Jed See., vol. g, 304, 307,
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_ "Who fixed in faith on Me,
Dotes upan none, scorns none: rEjoices not,
And grieves not, letting good or evil hap
Light when it will, and when it will depart.
That man 1 lave ! Whe, imto Frirnlu.‘:' :mr..:J foe
Keeping an equal heart, with equal min
Bﬂam_sﬁnnw and glory; with an equal pence
Takes heat and cold, pleasure and pain; shides
Quit of desires, heurs praise or catumny
In passionless restraing, inmoved by each:

~ Linkeid by no ties to earth, steadfast in Me,
That man I love!*!

The representation of ‘passionless restraint’, however true to Hindu niture,
affords a strictly limited field for the exerciss of the sculptor’s powers. and there
is necessarily much monotony in the images, whether of Buddha or other perso-
nages, which are devoted to the expression of the ascetic ideal.

Another dominant note in medieval sculpture is struck by the endeavour of
the artists 1o express violent superhuman emotion or demoniac passion, 25 repre-
sented by the whirling dances of Siva, the strivings of Marichi, the struggling of
Ravana beneath his mountain load, and many other iconographical compositions,
Multitudes of sculptures are simply the formal images of innumerable gods and
goddesses, adomed with all the attributes and accessories prescribed by various
Scripitires.

e sculpiure of the early Indian schools makes an appeal far more universal

than that of medieval times, which demands from the spectator a certain amount
of recondite knowledge of the ideas underlying the later mythology. Its
enthusiastic admirers never weary of extolling its “idealism’, and of glorying in the
fact that it is so peculiarly and exclusively Hindu as to be often unintelligible to
the ordinary well-educated critic. The feclings which prompt such eulogies appear
to be largely influenced by the modern nationalist movement.
The Brahmanical (including later Buddhist) art, as evolved during the seventh,
eighth, and subsequent centuries, continues 1o this day. No clear line of demar-
cation can be drawn between medieval and modemn sculpture, although,
unfortunately, modern work of any considerable degree of excellence is VETY rare,
This chapter, therefore, deals with both medieval and modern art as being essentially
one, thlaﬁl outcome of the Brahmanical reaction by which Buddhism was slowly
strangled.

The selection of medieval sculptures mFmduoed in this chapter will, it is hoped,
be adequate to enable every reader to form his own judgement concerning the
merits of the compositions as works of art. The first part of the medieval period
is illustrated by the great cave-temples of Ajanta, Badami, and Ellora,

Apart from the great shrines of Rajputana, Khajuraho, and Mount Abu, late
medieval sculpture falls into two main territonal divisions, namely, (3 Bihar,
* both North and South, with certain adjoining districts of Bengal and the
Provinces, which collectively formed the dominions of the Pala dynasty for more
than four centuries from about A.D, 775 to 1193, the date of the Muhammadan
conquest; and (2) Orissa, on the coast of the Bay of Bengal, which never was
ncluded in the Pala realm (A 5).

The Pala kings having been devout Buddhists to the last, Buddhism continued

! Bhayavard-Gite, Bk, X1, traml, Edwin Arpolid,
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to be the dominant religion in their territories long after it had become either
extinct or moribund in most parts of India; and the Buddhist monasteries of Bihar,

y the wealthy foundation at Nalanda (modern Bargaon), were crowded
with thousands of monks, who cultivated with success the arts required for the
decoration of the sacred buildings. In consequence, a large proportion of the
sculpture in Bihar and the neighbouring regions 1s Buddhist. The later Buddhism,
as we have occasion to remark more than once, was of the Malhayana or *Great
Vehicle® kind, delighting in the use of images, and closely related to Hinduism.
The Brahmanical faiths, of course, never died out, and their votaries contributed
their share to the art production.

During the first half of the seventh century, when the Chinese pilgrim Hiuen
Tsang recorded his invaluable notes, the Buddhists of Orissa outnumbered the
Brahmanical Hindus, but notwithstanding that fact, Buddhist sculpture is rare in
the provinee, and the extant specimens, often of a high class, are mainly Brahma-
nical. From the point of view of the historian of art, as already observed, religious
distinctions in the medieval period are unimportant, sculptors making use of the
style of their own age and country, irrespective of the creed to the service of which
their works were dedicated.

In Bihar the Muslim onslaught at the close of the twelfth century overthrew
Buddhism suddenly, and scattered all over India those few monks who survived
the indiscriminate massacres committed by the iconoclast armies of Islam. The
rich monasteries of Sarnath near Benares soon shared the fate of the communities
in Bihar, and layers of ashes in the ruins testify to this day. the violence of the
conquerors. Hindu art of all kinds, Buddhist included, was practically stamped
out in the north-eastern provinces by the Muhammadan conquest. It lingered,
however, in Orissa longer than in Bihar, and some of the best Orissan work dates
fram the thirteenth century. The conquest of Orissa was not completed until
Akbar’s time in the sixteenth century, but it may be said that from the fourteenth
century the history of art in all the north-eastern provinces is concerned only with
Muslim forms.

In quite recent days a slight revival of Hindu art may be discerned. Pra_climllﬁ
the history of Hindu sculpture in Bengal, Bibar, and Orissa closes with the thirteent
century. .

"I‘tmr};nnumarablc ancient sites in Magadha or South Bihar and the neighbouring
districts are full of well-executed images, mostly dating from the times of Pala
rule, between the eighth and twelfth centuries (Plates 978, Cand D, 98A, B and C).
The destruction due to Muhammadan hatred of images has been less complete
than in the upper provinces. Moedieval Buddhism in its Tantric forms approxi-
mated so clmeﬁc to the Brahmanical Hinduism that even a skilled observer may
sometimes hesitate to decide as to the religion for the service of which the image
was destined—the Buddhist 7ara, lor instance, is not easily distinguishable from
the Hindu Lakshmi, Although the style of the sculptures is always dominated
by the formalism of ritual prescription, artists of exceptional ability and_ skill
could make their powers more or less clearly apparent, and so raise cor tions
mainly conventional to the rank of works of art. A few specimens W pOSSess
merit greater than ordinary have been selected from the mass,

An elaborately decorated seated Buddha, in basalt, from Kurkihar in the same
region, similarly proved by its inscription to date from the ninth century, carries
on the history. The folds of the drapery are marked by formal lines, and the
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resemblance to work of the Gupta period has disappeared (Plate 97C). The
details are wrought with the high::’;t possible finish, but the type was too rigidly
detérmined by rule to allow the sculptor much scope for the exercise of his taste.

The Tantric image of Marichi, goddess of dawn, a weird form with three heads
and six arms (Plate 98A), offers greater opportunities to an artist in the delineation
of active exertion. The goddess is supposed to be stunding in a chariot drawn by
seven boars, but the chariot and team #re treated merely as formal accessories,
the spectator’s attention being invited solely to the sculptor’s attempt to express
the idea of radiant energy in the person of the goddess. The pose is that technically
called the ‘archer’ attitude. )

One of the best and most characteristic examples of Bihar sculpture is-the large
group of the Sun-god and his attendants now in the Indian Section of the Victoria
and Albert Museum, which stands ﬁ fect high, and is in nearly perfect preservation
(Plate 98B). The god is represented standing in a lotus-shaped chariot drawn by
seven horses, and driven by the legless Aruna, the Dawn. The artist, like the
sculptor of Marichi, has concentrated his attention on the effigy of the god, reducing
the chariot, horses, and charioteer to the position of minor accessories, in such a
way thal a casual spectator might fail to perceive their significance. The body of
the principal figure 1s carefully modelled with considerable regard to realism, and
the same commendation may be bestowed on the two female attendants with
fiy-whisks. The decorative framework is skilfully treated, and the whole co
sition produces an imposing and very pleasing effect. The mechanical execution
of the carving is perfect, and the design is more restrained than that of much Hindu
sculpture of the same period. The material is a black carboniferous shale, or
clay slate, well adapted to the sculptor’s purpose, and the twelfth century may be
assigned as an approximate date. The Rajmahal Hills, where this remarkable
work was excavated, lic to the south of Monghyr, and, although outside the limits
of Bihar, were doubtless subgm to the Pala rulers of that province.

One more illustration of the medieval art of Bihar may suffice—a beautifully
modelled and exquisitely finished seated Buddha in black’ Monghyr stone found
by Mr. Grierson near Rajgir (Plate 97D). The standing figures are the Bodhisar-
vas Avalokitesvara and Vajrapani. The seated goddesses are the two forms of
Tara, the Green and the White. The composition as & whole is a compendium
of the symbolism of Huﬁﬁyanisr Buddhism. As a work of art its interest lies
chiefly in the careful mm:[eeié:? of the principal figure. The seript of the inscrip-
tion, the usual *Buddhist creed’; indicates that the work is approximately contem-
porary with the Rajmahal Sun-god. _

It may be well to mention the existence of other excellent specimens of the
medieval Bihar style, without detailed description or illustration, (1) Sir John
Marshall notes as the most beautiful of the later finds at Sarnath, dating from
the eleventh or twelfth century,  tiny figure of Avalokitesvara, 31 inches high, the
carving of which, though somewhat stercotyped in character, is said to be executed
with a delicacy and ement which would do credit to a Chinese artist:! 2) the
large Buddha called Mata Kwnwar al the famous site near Kasia, Gora
District;* (3) a fine Vishnu at Devathala, Dinajpur District, Bengal;* and (4) sundry
Buddhist sculptures from Kurkihar and Bishanpur, especially a remarkable relisf

‘AR A5, 1908, p. 1093, not reprodued. weirh nhietcdy,
* Murtio (Huchanan-Humilion), frea. ffin, 0, 357, Y Cunninghom, 4, 5, Rep,, vol xv, Pl XXVIL



AL B Seulptures Trom Bhajuraho e 10000 ALD,

P C. Patel)

{Phota

PLATE 14



Brabiwm)

(Phojo

-5 Mahalmgann

LMot

IO A 1)

A, B Scilptures fromm Kbejurabu.

PFLATE 110



Part U1 MEDIEVAL AND MODERN SCULPTURE 1y

of a Bodhisattva teaching, as described and illustrated by Stein.! The list might
be largely extended from the collections in the Indian Museum, Calcutta, the
Provincial Museum, Lucknow, and at other places.

The medieval sculptures of Orissa are chiefly associated with the Brahmanical Localities
temples of three localities—Bhuvanesvar, Konarak, and Puri—all in the Puri of Orissan
District, and ranging in date from perhaps the ninth century to the thirieenth, SeWPHures.
The peculiarities of the architecture have already been noticed. The oldest seulp-
tures, usually in sandstone, are at Bhuvanesvar; the best statues, mosily in chlorite,
are al Konarak,

The temples and shrines at Bhuvanesvar, said to be five or six hundred innumber, Sculptures
are usually richly decorated, and so offer a wide field for selection, limited to some 3t Bhuva-
extent by the fact that many of the sculptures are grossly obscene, constituting, P*5*4F-
it 1s said, a complete set of illustrations of the Sanskrit Kamasastra, or erotic
treatises.

The sculptures, both decorative and statuary, are well represented in the Indian
Museum, Calcutta, by a series of 128 casts taken in 1869, under the supervision of
the Principal of the Calcutta School of Art at the time. ‘The Orissa carver of
those days’, Dr. Anderson observes, ‘went direct to nature for his designs, and
the results of his labours in combining groups of animals with foliage show that
he must have been a keen observer, They are extremely pleasing pieces of art,
not only on account of the beauty of their exeécution, but by reason of their truthful-
ness to nature.™”

In E)l;s[iﬁmtiﬂﬂ of this criticism a few oxamples from Rajendralala Mitra's work Examples of
may be given, beginning with a scroll en the Parasuramesvara temple, onc of the decorative
oldest, possibly dating from the eighth or ninth century (Plate 99A). Another Wk
scroll, including birds, &c., is from the small Rajarani temple of later date (Plate
99B). A frieze of antelopes from the Muktesvara temple (Plate 99C), 5
of the ninth century, illustrates the successful realistic treatment of animal forms.

The Great Temple is supposed to date from the tenth century. Some of the Minor
minor accessory ﬂ%g;um on it are pleasing, the sculptor having more liberty for figures.
the exercise of his fancy and taste in treating them than he had when modelling the
canonical images of the gods. . Plate 74A is from the Baital Dewal, a barrel-roofed
shrine, like a Southern Gopuram, of about the same period.*

The chlorite Bhagavati, 7 feet high, on the tower of the Great Temple is an A goddess.
excellent example of the numerous claborate and carefully carved statues of
deities modelled according to strict rule, Such images are exhibitions of the skill
of the stone-cutter rather than of creative sculpture.

At the famous temple of Jagannath, Puri, built about A.D. 1100, a well- Mother and
executed group representing a Hindu mother with her baby (Plate 103C) offers child.

a welcome change on gods and desses. Human sentiment is painfully rare
in Indian medieval pture. is group seems to me to be of great merit.

The unfinished temple at Konarak, dedicated to the Sun, and erected between Wheel at
A.D, 1240 and 1280, was designed to simulate a giganticsolar cardrawn by horses, Konarak.
Eight great wheels, each 9 feet 8 inches in diameter, accordingly are carved above
the plinth, and remarkable statues of seven horses stand outside. The wheels,
the most perfect of which is shown in Plate 100B, are carved with wonderful
patience and admirable skill.

!l s x (1901), . 65,90, 9 with photogrmehis. { el e v becn omited from the Third. Edhon,



Colossal

horses

Elephant

colossus.

Chlorin
stities,

Maodemn
Orissan an,

112 ARCHITECTURE AND SCULPTURE OF THE MEDIEVAL PERIOD Chap. 1X

One of the detached colossal horses is shown in Plate 100A. It is the best

reserved, Another, placed outside the southern facade. is described by Mr,

avell as “one of the grandest examples of Indian sculpture extant’, Mr, Havell's
judgement of these works is as follows :—

*here Indian sculptors have shown that they can express with as much fire and paision as the greatest

0 art the pride of victory and the glory of tnumphant warfare; for not even the Homeric
m of the Elgin marbles surpass=s the magnificent movement and modelling of this Indian
Achilles, and the superbly monumental horse in its massive strength and vigour 18 not unworthy
of comparison with Verrocchio’s famous masterpices ai Venice' )

The elephant colossi are also finely executed, One, shown in Plate 101A
renders with mastery the character of the creature,

The recent explorations carried out under Sir John Marshall's direction have
revealed many finely executed chlorite statues in addition to those previousl
known. Two of the most noticeable of these discoveries are here reprod
The image of Vishnu standing, equipped with all his canonical attributes, and
attended by earthly and heavenly worshi (Plate 101C), may be fairly credited
with no small degree of beauty, notwithstanding the hieratic style and the four
arms. The ﬂyindg figures are good and the carving is perfect. [Some of the
si%g! mrez ig]clu ing erotic themes, is of a high order. See plates 102A and B,

fan P

The effigy of Bala-Krishna (A 6), the god as a boy in a swing, on the contrary,
is ugly (Plate 101B), and chiefly of interest as a four de force in stone-cutting.
Nobody but a Hindu would think of making such claims in stone. The trefoil
arch may be noted.

Orissan art practically ceases with Konarak. A small tract by Mr. Havell
proves that the artist families have never died out altogether, nor have they
wholly lost their ancient skill. The author holds, and gives reasons for holding,
that ‘there are carvers still to be found, whose work, in spite of all the discourag-
ing conditions which surround them, is hardly inferior in artistic perception and
technical skill to that of their predecessors’. He considers the men of Orissa
to be superior 1o the north-western workers in sandstone, because they have ‘not
hampered themselves by the limitations of a wood-carver's technique, but haye
fully realized the technical possibilities of their material for producing bold effects
of light and shade suitable for architectural work’. 1 have no doubi that some
of the living Orissan stone-carvers possess artistic feeling and could produce
sculpture of considerable merit, if they received ade%uste patronage. At present
their abilities are usually frittered away on pretty trifles in soapstone.

In the Punjab and the United Provinces of Agra and Oudh thousands of Hindu
temples and other edifices must have been destroyed by the Muslim conquerors
durﬂielhc_ seven centuries intmmig‘f between the raids of Mahmud of Ghazni
and the death of Aurangzeb in 1707, The detailed records of the devastation
wrought at Kanauj, Mathura, Benares, and many other notable cities fully justify
the assertion that the buildings and monuments destroyed must have been
numbered by thousands. Medieval sculpture, consequently, is scarce in the

“Mr. Havell freely admita the defecis of the satwes in colossd  flgure’, possessing ‘i (he highes! degres the
‘equine angtomy’. Verrocchio died In A D. 1483, His  quedities o praal monumental design’ (Quarr, Rer., 1910,
masterplece ks e eguesinian statue of  Bartolomeo  p. 230),

Collceni.  Mr. Fry 36 far with Me. Havell 6s to SE. B Havell, Srone ('q-nmm Bemad, Thin. quario,
tescribe the horse published E;' that wuthot as “s superh 16 pp., S plates (Bengal Socrotariat Dépdt, Caloutty, 1906)
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Part 11 MEDIEVAL AND MODERN SCULPTURE 113

territories strongly held by the Musalman powers.' (A 7). The more considerable

remains are 1o be found only in regions lying remote from the track of the Muslim

armies, such as Khajuraho in the Chhatarpur State of the Central India Agency.

and the more inaccessible of Rajputana and the Central Provinces.

- Plates 108A and B, 109A and B, 110A and B, give some slight indication of the Scuiprure at
sculptured wealth of the greater temples at Khajuraho erected during the tenth Khajumbo.
and eleventh centuries by the kings of the Chandel dynasty. [ visited the temples
maﬂﬁlyeam ago and can testify that the crowd of figures is far more numerous than

would appear from the photograph (Plate I10B). But this ‘peuple de pierre’,

as M. Le Bon calls it, was designed for the purpose of architectural decoration

in the mass, not as an assemblage of individual works of fine art. The group of

medieval temples at Khajuraho is the largest and most important in Upper India.

At minor sites we find the same lack of individual works of artistic distinction

and, as a rule, the same absence of detailed record. The temples of Mount Abu
inmk_va&]dmmna undoubtedly exhibit masses of sculptured decoration of the most

m ous richness and delicacy, but there does not seem to be anything deserving

of isolation from the mass for study as a separate work of art.

The Tower of Victory, over 120 feet in height, at Chitor in Rajputana, built Tower of
in the fifteenth century to commemorate the military successes of a local chieftain, Eﬂ“{mf‘f at
is covered from top to bottom, inside and out, with an infinite multitude of “2°F
images, representing, so far as may be, all the denizens of the Hindu pantheon,
with their names attached, and constituting an ‘illustrated dictionary of Hindu
mythology’. Besides the effigies of the more ordinary deities, there are images
mﬁm the seasons, rivers, weapons, and other things as yet unpublished.

ver this series of sculptures shall be reproduced it will be mvaluable as a

key to Brahmanical iconography, but is not likely to contribute much 1o the history
of art.* The better class of art in Rajputana dates from an earlier period, ending
with the twelfth century, _

If the description recorded by Mr. Garrick, Sir A, Cunningham's assistant, Relief-
can be depended on, certain relief sculptures at the Mokaiji temple on the famous sculptures
rock of Chitor possess high merit #s works of art (Plate |04A and B). The &t Chitor.
darkness of the chamber in which they are placed unfortunately frustrated
attempts to photograph them. The lcmﬁlc, originally erected in the cleventh
century, was reconstructed in the fifteenth century during the reign of Mokalji
(A.D. 1428-38), The pillars bearing the reliels evidently belong to the carlier ~
‘building The bas-reliefs, sixteen in number, are carved on octagonal bands
of the eastern pair of pillars mp}wniug the principal chamber of the temple,
eight scenes on each glﬂxr. The first scene on the southern column of the pair,
according to Mr. Garrick,

*depicts five human figures, of which two are large and three small; ope of the former represents
i 'Woman carrying a water-jar on her head, and & man standing before her with hands joined in an
attitude of adoration. The minor figured are much broken. This sculpiure, alang with the others
of this set, Is remarkable lor the elaborate detil and technical excellence ol its workmanship, the
woman's hair being most minutely delineated. ... The third carving is very well modelled and
proportioned, and depicts two standing figures, male and female. . .. The fifth scene i filled with

tThe case of tha Bulsndshahr Distriet, ULP, lstrstes {18 former Hindy rolesy” (Growse, J, A, 5. 8, L |, vol, L
]I_II'IHIJ_ . "As might have been expected fromm (1533}, p. 230).

seames bo. Deliil, the Mubmommndans bave mode 0 ¥ Cousors, Proge. Rep. A 50 WL 1000-1, 0 9,

clean wweep of the district, and mtndh:; lggrm:nd every. ! Ihid., 1903-4, p 38
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vigorous action, and consists of a musical festival: six male fignres play six musical instrumenty. |
the sixth and last figure of this interesting group is szen full 1o the front, blowing a fute (murali or
harsi) in & very animated position s if be were dancing. . . .’

On the northemn column of the pair—

'the seventh scene §s in all i:mha,bility the most interesting of the whole series; and in its hali’ a dozen
figures gives us both a ducl and an execution. The u pair of men fight with shields and sabres,
and their ammour, accoutrements, &c., even to the knobs and bosses on their shiclds, are most
carelUlly delineated, and show that the manufacture of these articles has altered as lttle during the
lust cight centuries as that of the musical instruments figured elsewhere, The lower portion of this
comprehensive and instructive setne shows 4 pair of kneeling figures bound band and foot, while an
executioner holds his knife to the neck of the male figure to our Jeft: but the female with him may
possibly be a mere witness, though it is pretty clear from the general distribution of action in this trip
that she awails her turn for immolation,'!

Mokalji’s temple, as a whole, is decorated with an extrzordinary wealth of
sculpture, very effective in the mass, but not of quality sufficiently high to permit
of small excerpts appearing to advantage. In order o give some notion of the

owers of Rajputana sculptors in the first half of the fiftcenth century, a specimen
rom the later sculptures of the temple, in high relief, with the images almost

detached (Plate 104B), is presented.

The most artistic object discovered by Mr. D. R. Bhandarkar during his rambles
in Rajputana—so fruitful in additions to historical knowledge—is the face
looking out from a stone window in a wall of an old temple of the Sun at
Vasantgarh in the Sirohi State (Plate 104C). Mr. Bhandarkar su ses it to date
from the seventh century,’ but, whatever its exact age, it is & beautiful work,
and unique, to the best of my knowledge. The surrounding ornament is in an
excellent style,

The ancient town of Osia in the Jodhpur or Marwar State possesses no less
than twelve old temples. In one of these, No. 9, known as the shrine of Devi,
is the image of Kuvera, the god of riches, which may be mmpamd with the effigies
of the same deity in Gandhara and elsewhere (Plate 105A).

A b-:amifu!lﬁ* wrought figure of Vishnu in the Mathura Museum, about
26 inches in height, and presunmb‘.l{( produced in the local workshops (Plate
I05B). may be compared with the Konarak Vishnu (Plate 101C). two
images, while largely in agreement, differ in a multitude of details. The
Mathura figure is not likely to be later than the tenth century, the temples
of the city having been burmt by Mahmud of Ghazni at the close of A.D. 1018,

NOTES TO CHAPTER NINE

The term medicval should in general be resiricted 10 work afler 800 A.D. The period 600 — 800
A.D, is best desiganted 63 post-Grupta.  Thereis & fundamenta) difference in-the approach to soulpture
during the two periods. — In the post-Gupta period, as at Elephanta, Ellora and Mahabalipuram,

‘sculpture rotains its importance and fulfils 8 role which s not mainly architectonic a3 during the

medieval period.

“Uarrkk, In Conmingham's Archacol, Survey Reports, compared o Kbajrirahe snd cammod be musch earlier than
val. =i, pp. [120-3 "Mr. Garrick’s tour ook place iy A D, DOO.

18824, * At Panthia nesr Mamdlsta, the ancient Mahigdmat,
*Frogr, Rep. A 5 W. I, 19056, pp. 31,52, It ls, bow- 6m the Narbada, there are twenmy-four different formm
ever, (ypically medizval, e, AD, tenth century, of Vishm duly |abellod ond distinsuished by vartions
bk, 106-T, ‘R‘ 36, Bhandarknr dates mosl of the  In ke utes mid position of the handy

Chin ghrined in the eighth
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Parr 11, MEDIEVAL AND MODERN SCULPTURE e

The question of the nomenclature to be adopted in classifying Indian temples it somewhat
intricate. The lexts on temple architecture indicate three main styles, namely Nagara (Northern
or the Indo-Aryan of Fergusson), the Dravida (Southern or the Dravidian style) and Vesara (probably
the Orssan Style), But an even more claborpte classification is necessary to distinguish the very
early flat-roafed Gupts shrine from the subsequent development of the shrine with shikara (spire).
S6 also the Kashmir, Chalukyan and Orissa styles must be differentigted from the Northern style
85 seen at Khajuraho.

The Khnjuraho temples are famed for their wealth of erotic sculpture which s a mixture of
obscenity, crudely pictured, and sexuul passion rendered without reticence but with undenisble beauty
from the seulptural point of yiew, '

This style 15 best known as Solankl style of Guyarat. L is to be'seen in Hindu and Jain temples.
It grew up under the Solanki kings and continued with their successors, the Vaghelss. 1t is also
found in Rajputana (Rajasthan), _

There is a wealth of medioval period sculpture all over India as can be seen from the cxamples
reproduced from Abancri near Bharatpur (PL. 106A and B), Udaipur in Madhya Pradesh (PL 107A)
and Gujnrat (PL 1078 and C). .

The figare is not Bala Krishna but King Narasimha, the builder of the temple.

This is not quite accurate,, For instance, despite the rule of the Muslim Sultans at Ciujarat,
there is no dearth of Hindu and Jain temples there ]

METAL IMAGES FROM CENTRAL AND EASTERN INDIA

During the medieval period there was an outburst of activity with regard to the production of
metdl images. This is a feature commeon to many parts of the country. A fine group, some as
early @ circa 600 A.D. (Pl [11A), was discovered st Akots near Baroda and other intsrssting groups
come from Sirpur and Khinkhini in Central Indin (Plates 111B and C and 112A),  In Eastern India
disring Pala rule, the oulput was prolific extending fram the 8th century or even earlier 10 the 131h
centiory. These Pala bronzes yary greatly in quality and the later products are often nfr to be
mechanical. Charactenistic styles are reproduced as Plates 1128, 113A and B and 1144 and B,
All these images are meant for worship in shrines and some could have been for housshold worship.
In fact, we know that the Pula production of Buddha metal images was part of & movement of
Buddhist monasteries 1o tevitalize and popularise Buddhism.
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Chapter Ten

SOUTHERN INDIA
Part I. ARCHITECTURE

HE Dravidian or Southern style of architecture is sharply distinguished
from the Northern by the fact that its tower or spire is straight-lined and
pyramidal in form, divided into stories by horizontsl bands, and sur-
mounted by either a barrel-roof or a dome derived directly from the ancient wooden
architecturé. The central shrine originally stood ‘alone, but in later times it was
enclosed in an immense walled court, usually including numerous subsidiary
temples, tanks, and sculptured halls or cloisters, The quadrangle is entered by
lofty gateways (gopuram), which in later temples overtop the central shrine; and
so spoil the effect of the architectural composition. But the great temple of
Tanjore, its smaller replica at Gangaikondapuram, and some of the earlier temples
at Conjeeveram (Kanchi) are designed on correct principles, with the central mass
dommating the composition. Sometimes there are several quadrangles, one
within the other.

The history of the style begins in the seventh century with the Dharmaraja
Ratha, the earliest of the rock-cut rathas at Mamallapuram; thirty-five miles
south of Madras, commonly known as the Seven Pagodas, which were excavated
in the reigns of the Pallava kings of the South during the seventh century (A 1),
I |gm: an illustration of the Ganesa Ratha (c. A.D. 630), with a ridge roof". Some
of the others are crowned by domes.

The next stage in the development of the style is marked by the structural
temples at Conjeeveram (Kanchi), the Pallava capital, which became known
only a few years ago, and have described in detail by Mr, A. Rea. Six
temples of Pallava period exist in or close to the town® (A 2). Inscriptions
prove that the two principal edifices, the Kallasanatha and the Vaikuntha-Perumal,
were erected by the sons of King Rajasimha, great-grandson of Narasimha-varman
(A 3). The Muktesvara temple of about the same date, say A.D. 700 to A.D. 750,
with 4 domical roof, is a typical example (Plate 115C),

Further development was effected under the patronage of the powerful Chola
kings, Rajaraja and his son Rajendra (985 to 1035), the builders respectively of
the Great Temple at Tanjore and its fellow ut Gangaikondapuram in the Tri-
chinopoly District (A 4). At this period the shrine was designed on huge propor-
tions, towering above (he subsidiary gateways and pavilions.

The gigantic South-Indian temples, with vast uadrangular enclosures and
lofty gopurams (Plates 133B, 134 A) overtoppi ?hc central shrine, extend in
date from the sixteenth century to the prusemmc?n}r. Fergusson speaks of ‘up-
wards of thirty great Dravidian temples, or groups of temples, any one of which
must have cost as much to build as an English ca il —some a great deal
more'. Several such edifices, at Ramesvaram, Tinnevelly, Madura. and other

'{in thie Edition, the tlusiration of Ihe Guncis Raths  work b Jouvesu=-Dubreull, Architecture o Sudd dv inde.

las heen replaced by Plue | 158 which s of & Ratha with  See also hii Paffuras, i )

& barref nool], ! For rolation of Pallavs caves and templs e Venkayya,

v, oty of frchuset, 5. Rrpe oot e po oo e Puleray (A, Rop. A5 i, 19061 . 26-33)
Loaly o o f G , Dow Tmp. it Hii LAl Yol x, pp 114,

and vol xi of the Southern Indis Seties The stendard ol Do

»ne 5
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Egi:ms, are described in his book. The buildings at Madura are of special interest
ause they can be dated closely, having been erected by Tirumal Naik, a local
chieftain, who reigned from 1623 to 1659, Plate 133B gives a general view of the
Madura temple, a typical example. The corridors or cloisters connected with
such temples are of wonderfully large dimensions — those of Ramesvaram, for
instance, aggregating nearly 4,000 feet in length —and are filled with weird,
fantastic sculpture. Perhaps the most marvellous of all Dravidian temples is the
well-known rock-cut Kailasa temple at Ellora, excavated from a hill-side by a
Rashtrakuta king in the eighth century. In style the Kailasa is a development of
the Pallava shrines, but its sculpture is finer than anything produced in the South.
At Badami and Pattadkal in the Bijapur District are other shrines of the same type;
these are all structural.

The immense ruins of the city of Vijayanagar (Plate 132A and B), dating from
the fifteenth and sixteenth centuries, swrounding Hampi village in the Bellary
District, Madras, present numerous examples of & special local variety of Dravi-
dian architecture, The royal palaces and apartments here show signs of Islamic
influence (Plate 94B). The temples are purely southern Indian in style with high
pateways and many-pillared pavilions,

The style intermediate in both locality and character between the Northern
and Southern styles is that which received from Fergusson the ina)':lproprimc
name of Chalukyan. 1t is true that the Chalukya clan supplied one of the leading
royal families of the Deccan from the middle of the sixth to the middle of the
eighth century, and again from A.D. 973 to the Muhammadan conquest, but the
typical examples of the style are the work of Hoysala, not Chalukya ki::l%s; and,
if a dynastic designation be given, the style should be named Hoysala rather than
Chalukya. Territorial designations are, however, preferable to d ic, and
if’ it be practicable to modify Fergusson's established nomenclature, the style ma
be better described either as that of the Deccan, or that of Mysore, in whicg
province the finest specimens occur, at Halebid, the ancient capital, Belur, and
many other localities less known to fame,

This style, whatever name be bestowed upon it, is characterized by a richly
carved base or plinth, supporting the temple, which is polygonal, star-shaped
in plan, and roofed by a low pyramidal tower, surmounted by a vase-like orna-
ment. The temple of Vishnu in the village of Nu alli, in the Tiplur Taluk,
Mysore, as shown in Plate 119A, from an unpublished photograph, gives a good
notion of this extraordinarily ornate style. The stellate plan appears clearly
in the view of the Sumnmh%ur temple (Plate 120A), The Belur temple is known
to have been erected in A.D, 1117 by a Hoysala king named Bettiga, converted
from Jainism to faith in Vishnu, The more magnificent temples at Halebid, the
Haysalesvara and Kedaresvara, are somewhat later in date, and necessarily must
have been under construction for many years. Not long ago the disintegrating
action of the roots of a banyan tree unfortunately reduced the Kedaresvara to a

of ruins.!
h%tﬂ 122, showing a small portion of the sculptures on the Hoysalesvara temple,
will give the reader 4 faint notion of ‘one of most marvellous exhibitions of
human labour to be found even in the patient East’, The architectural frame-

L The prmapal u]l%n In this myle range (n date between  Through Towns and Jumgle (1904), ch, v, with many excellent
Constable,

ADC 1TINT wnd Hymmifm{ﬁmrh ill
Irereriptions, 1909, p. 194). See Workman,
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work, it will be observed, is used mainly as a background for the display of an
infinity of superb decoration, which leaves no space uncovered and gives the eye
no rest.

“The building’, Fergusson writes, "stands on a terrace ranging from 3 to & feet in height, and paved
with larpe slabs, On this stands a frices of clephants, following all the sinvosities of the plan and
extending to some 710 feet in length, and contaming not less than two thousand elephants, most of
them with riders and trarppings. sculptured as on]‘y an Oriental can represent the wisest of brutes.
Above these is a frieze of sardulas, or conventional lions—the emblems of the Hoysala Ballalas who
built the temple.! Then comes a scroll of imfinite beauty and variety of design ; over this a frieze
of horsemen and another sorall 5 over which is a bas-reliel of scenes from the Remayana, representing,
the conquest of Ceylon and all the varied incidents of that epic.  This, like the ather, s aboul 700
feet long. (The frieze of the Parthenon is less than 350 feet,) Then some  cclestial beasts and
celestial birds, and all slong the cast front & fricze of groups from human life, and then a cornics,
with a rail, divided inlo pancls, each containing two figures. Over this are windows of pieresd slabs,
like those of Belur, ihough not so rich or varied.' '

The Hoysalesvara and several other buildings of its class are twin temples
consisting of two distinct shrines set side by side and joined {ogether. The beauti-
ful building at Somnathpur (Plate 120A) is a triple temple. A special feature of
interest in these Mysore temples is the record of the names of the Kanarese artists,
who executed individual statues. At Belur there are twelve such signatures, and
at the Hopsalesvara fourteen, all different. Eight signatures on the Somnathpur
temple have been noted, among them that of Mallitamma, who executed forty
Images.’

Certain temples near the Tungabhadra river situated in the western part of
the Bellary District, Madras, wedged in between Mysore territory on the south
and the Nizam's Dominions on the north, form the subject of an excellent mono-
graph by Mr. Rea, entitled Chalukyan Architectire. e title is so far justified
that the buildings were erected to the order of Chalukya kings in the twelfth century.
But the style is a modification of the Dravidian or Southern, not of the Deccan
or Mysore style called Chalukyan by Mr. Fergusson. The plans are rectan A
nol star-shaped, and the towers are distinctly Dravidian in design. The buildi
as Mr. Rea correctly observes, "exhibit a preponderance of Dravidian forms. They
might best be described as an embodiment of Chaltkyan details engrafted on a
Dravidian building.” Although the statues, individually regarded, are not of
high merit, and present much of the grotesqueness of commonplace Hindu seulp-
ture, the omament, considered as a whole, is superb. It is impossible, we are
assured, 10 describe the exquisite finish of the greenstone or hornblende pillars,
or to exaggerate the marvellous intricacy and artistic finish of the decoration in
even the minutest details. The ornament is generally completely undercut, and
is sometimes attached 1o the solid masnn.rfr by the most slender of stalks, pro-
ducing the effect of an incrustation of foliage on the wall, Both the intricate
geometrical patterns of the ceilings and the foliated work covering every other
part of the building exhibit the greatest possible exuberance of varied forms boldly
desiEnad and executed with consummate mastery of technical details. No chased
work in gold or silver could possibly be finer, and the patterns to this day are
copied by goldsmiths, who take casis and moulds from them, although unable to
reproduce the sharpness and finish of the originals.

"The lons are there, not as the emblem of the Hopsals  *n Eppraphls Carneweies, vol, 5, Part |, pp. xaav, sxov,

kings, bur as pary. of ihe camomeni scheme of decorntion  Mr. Rice describes nnd ilfustrates several . Ses
-Mmm.m. Ao dan. Rep. Archavel, 5, Mysore, 1905-10, para. 25.
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Opinions may differ as to the propriety of employing such jewellers’ work as
architectural decoration, but concerning the beauty of the result and the hi
standard of executive skill no two opinions are possible, The annexed plan of a
ceiling in the Suryanarayanaswamitemple at Magala (Plate 120B) may suffice to

%;f: some notion of the exquisite carving characteristic of the Bellary variety of the
vidian style, as favoured by Chalukya Kings.

Part ll. SCULPTURE AND BRONZES

The arts of sculpture and decorative carving in stone continued to be practised
in India to the south of the Narbada under the patronage of many dynasties
throughout the medieval period, and even to this day are cultivated with consi-
derable success whenever encouragement on an adequate scale is offered.  But,
:xgrting certain Chola statuary of the eleventh century, which is pre-eminently
excellent, the Southern figure sculpture does mot often attain high quality. In

uantity it is enormous, the gigantic temples and halls characteristic n? the Dravi-

kingdoms being commonly overloaded with sculptured ornament on every

member, Mythological subjects Irom the Puranas and Tantras are the favourites, .

and the tendency is to treat the conceptions of a luxuriant mythology with exu-
berant fancy. The result too often is merely grotesque, and very few of the in-
dividual images can claim to be beautiful. The sculpture of the South is really
the successor of the medieval art of the North. The figure-sculpture s purely
iconographical, and executed exactly according to the literary canon.

The purely decorative designs carved on the twelfth-century Chalukya and
Hoysala temples and elsewhere are unsurpassed, but the statuary of the same
buildings is too often conventional and rarely of much merit.

During the seventh century the kings of the Pallava dynasty of Kanchi
Conjeeveram) succeeded in making themselves the dominant power in Southern

dia, m'ﬁ_r’shadnme the ancient Chola, Chera, and Pandya dynasties of the
Tamil region, and, for a4 time, obscuring the glory of the powerful Chalukya
sovereigns of the Deccan. The Pallava king named Mahendra-varman |
ﬁ* A.D. 600-25), a great builder, is responsible for many rock-cut temples in the

orth Arcot, South Arcol, Chjngieﬁm, and Trichinopoly Districts. ¢ carliest
rathas, or monolithic shrines, at puram, or Seven Pagodas, also

robably should be ascribed to his reign. His son, Narasimha-varman |, surnamed
E/[nhnmnﬂn. the most mighty prince of his line, gave his name to Mamalla-
puram, and constructed or rather caused to be excavated, some of the rarhas at
that place, The family taste for architecture survived in the descendants of
Narasimha-varman, the so-called “Shore Temple® at Mamallapuram and the early
structural temples at Kanchi being ascribed partly to his great-grandson, Raja-
simha, and partly to Rajasimha’s sons.

The most notable remains of Pallava art are those dating from the seventh
and eighth centuries al Mamallapuram, which include, besides the well-known
rathas, numerous less familar monuments, comprising lemples, statues in the
round, and gigantic sculptures in relief carved on the face of the rocks (Plate 115A).
Among the sculptures in the round mention may be made of a lion, seven feet
in length, which is said to be well-proportioned and of a noble a:gmmce.

Several authors concur in the opinion that the most artistic of the reliefs is the
ﬁar composition depicting the victory of the Good, represented by the goddess

rga mounted on a lion, over evil personified in the buffalo-headed demon,
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Mahishasura (Plate 75A). The scene undoubtedly is full of life and movement,
and the goddess is a dignified figure.

The great bas-relief at Mamallapuram (Plate TI5A), covers a shest of
rock 96 feet in length and 43 feet in hreadth. Around & central figure, now
missing, all ereation, heavenly and earthly are gathered in worship. Before the
great 'deity even the animals do penance, while seers and lesser gods and the
spirits of the air unite in adoration, This gigantic sculpture was erroneously
E;n!iﬁed as representing Arjuna’s Penance, after the story in the Malabharata

_J\%alher and smaller relief of Pallava age at Trichinopoly seems to'be of earlier
date and is in a better style of art.  This group, consisting of five large figurés, in
addition to the crouching dwarf on whose hand the central deity, apparently a
form of Siva, rests his right foot, is symmetrically composed, due prominence
being given to the god, who stands in a natural and easy attitude. has four
arms, but only two are prominent, and all the other figures are quite free from
monstrosity, The kneeling worshippers are excellently modelled and pleasing
in appearance. The style, in fact, is much more akin to that of Northern India,
ahn;! Sa;spfiially to the work at Badami, than to the sculpture commonly seen in
t u

Two spirited bas-reliel sculptures from Mysore territory. now in the Bangalore
Museum, although too crude to rank as fine art, perhaps deserve passing mention.
The first, on the Bagur stone, dating from about A.D. 934-8, gives a vivid piclure
of a battle between the force commanded by a chiel mounted on an elephant and
another led by a rival on horseback. The second, on the Atakur stone dated
A.D. 949-50, commemorating a set fight beiween a mighty hound and a great
boar in which both combatants were killed, represents an incident in the strugele,
the hound having his teeth fixed in the boar's snout.'! The design is better
the execution. _

The Cholas, who succeeded the Pallavas as the paramount power in the South,
may be said to have filled the principal places in the Tamil countries with their
edifices, religious and secular, all richly sculptured (Plate 117A and B). Rajaraja
the Great (985-1018), the most famous king of a capable dynasty, extended his
power over nearly the whole of the Madras Presidency, Ceylon, and a large part
of Mysore, while his navy ranged as far as the Laccadive and Maldive islands,
A king so powerful and wealthy naturally spent freely on building, und the world
owes to him the temple at Tanjore, his capital, the best designed of all the great
South Indian temples. E

His son and successor, Rajendra-Choladeva [, surnamed Gangaikonda
(1018-35), continued and extended Rajaraja’s victories by sea and fand, In
memory of the subjugation of the Ganga territory in Mysore, or, as others say,
to commemorate his march northwards as far as the Ganges, Rajendra built 2
new capital, Gangaikonda-Cholapuram, in the Trichinopoly District, and construc-
ted there an enormous artificial lake with an embankment sixteen miles long.  The
principal temple, designed on the noble model of the Tanjore temple, enshrined
a huge monolithic lingam, thirty feet high, and the precincts of the city included
a ce and many other notable buildings, now either vanished or in complete
ruin, The sculptures in panels on the walls of the great temple are rémarkable

' Floct, "Three Weiterd Gangii Reconds I the Mysore  wilh platesd, A lifger photograsdy of the 1s
Hons
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for their elegance and beauty (Plate 118A, C, D and E). [Late Chola sculpture
is seen in Plates 127A and B and 128A],

The excessively exuberant, and yet fascinating, massed architectural sculpture Twelfth-
of the Mysore temples built by the Hoysala kings in the twelfth century has been ceatury
already illustrated sufficiently (Plates 121, 122, 123A and B, 124A and B, 125A and *culpture
B, 126A and B). The artists who designed such enormous sheets of rich sculpture 0f MySor
gimed at producing an imposing effect by the splendour of & mass of carvings of i
the highest complexity, rather than by inviting attention to individual figures.
Nevertheless, the individual figures will bear examination in detail, the e[epgi&nts
especially being exquisitely true to nature. As already observed many of the
1 statues of the Mysore temples are signed by the artists.

¢ approximately contemporary temples erected in the Bellary District, Chulukyan
Madras, under the patronage of the Chalukyan kings are remarkable for the un- sculpture
agunllud richness and delicacy of their deeply undercut decorative carying [ Belee
(Plate 120B). The figure sculpture (Plats | . notwithstanding the perfection =~
of its mechanical execution, is generally conventional in design and semi-
?ﬁ%ﬁmm in style. [A Chalukyan bull from Hanamkonda is illustrated as Plate

In the year 1336 two Hindu brothers established a principality with its capital The king-
at Vijayanagar on the Tungabhadra river, which rapidly developed into an empire dom at
comprising all Southern India beyond the Kistna. The state attained the height Vijaya-
of its prosperity early in the sixteenth century during the reign of Krishna Deva "%
Raya, the contemporary of Henry VIII of England, who stoutly maintained the
Hindu cause against the Muslim Sultans of the Deccan until 1565, when he was
utterly defeated by the combined forces of the Muhammadan princes, and his
capital taken. The victors devoted their energies for five months to the deliberate
destruction of the city, heaping up bonfires round the principal monuments, and
hacking and mutilating the graven images. They succeeded in converting one
of the richest and most splendid capitals of Asia into the abode of wild beasts,
which has remained desolate to this day, save for the huts of a tiny hamlet nestling
amidst the ruins,

The actual site of the city covers an area of nine smgm miles, but the fortifica- Site of the
tions and outposts include a space far larger. In days of its greatness the ety
capital was filled with magnificent granite edifices erected by forced labour, and
adorned in the most lavish manner with every form of decoration agreeable to
the taste of a semi-barbaric court. The extant detailed accounts of the glories
of Vijayanagar in the sixteenth century recall the familar stories of the Aztec
capital as it was seen by its Spanish conquerors, the administration of both courts
combining unbridled luxury with ferocious cruelty,

The semi-barbarism of the court is reflected in the forms of art. The giant Style of art.
monolithic Man-lion (Narasimha) statue, 22 feet high, and the huge Monkey-
god Hanuman, although wrought with exquisite finish, are hideous artistic
monsters: and the sculpture rally, however perfect in mechanical execution,
is lacking in beauty and refinement.

In the palace enclosure the most striking building is the temple known as Hazara Bas-rcliefs
Ramaswami, ‘the Thousand Lord Ramas’, used by the old kings as their Chapel of Hazara
Roval. The walls of the courtyard of this edifice are covered with bas-reliefs Ramaswami.
depicting scenes from the Ramayana, described by Mr. Rea as being ‘beautifully
v:xccumi and carved with great life and spirit”. The specimens ilustrated in
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Makara torana (arch), Malikarjuna temple, Kurnyatsi,

Plate 132A and B will show how far such praise is justified.’
Sculpturss  One of the most notable of the ruins is the temple of Vishnu under the name
on Vitthals- of  Vitthalaswami, begun early in the sixteenth century, and still unfinished
s femple when the ity fell in 1565, never to rise again. The great hall in front of the
" shrine
‘rests on 4 richly sculptured basement, and its roof s supported by huge masses of granite; 15 feet
high, each consisting of & central pillar surrounded by detached shafts, figures mounted on demons,
and other ornament, ull out from a single block of stone. These are surmounted by an elaborate
and equally massive comnice ; and the whole is carved with a boldness and expression of power
nowhere surpassed in the buildings of its class, showing the extreme limit i florid ma o
which the style advanced. This beautifil building hus grievously injured by the destroyers of
thecity. Several of the carved pillar have been attacked with such firy that they afe hardly more than
shapeless blocks of stone. and a large portion af the centee has been destroyed utterly. (Imp. Gaz.)

'For the history wee Scwell, & Fopartem Fmgpire  Architectire in Dhorwir omd Mysore (sias fol, 1566),

¥ ) a Conrrilnation to the Hivoy of Indid  The whole of the Rammvana reliafs §s give in Pla, LXVILL,

(1500), & valuable nnd desply interssting book. A phote-  LX1X of thar work. Lllti-ﬂlutn does nol arpear in (he
ph of the Man-lion faces p. 163, The Monkey-god  Third Edition but has bees subsiilated].

Fglm ihe frontispiecs 16 Medows Taylor and Ferpassan,
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The sculptures on the walls of the throne
are also commended, but no illustrations
of the works referred to have been published,

[This is no fonger true. Plate 132A and Bl

The best examples of the Vijayanagar style Seulptures
are to be found, perhaps, not af the capital, of Tarpatin
but at Tadpatri (Tarpatri), Anantapur Dis- ¥mple
trict, Madras, in gateways (Plate 134B)
erected during the sixtéenth century by a
prince subordinate to the Kings of Vijaya-
nagar. Fergusson, who devoted two full-page
plates to the illustration of the Tadpatri
greenstone sculptures, judged them to be
‘on the whole, perhaps, in better taste than
anything else in this style".' [The style
prevails all over Southern India. Plates 1288
and C, 129A and B, 130A, Band C, 13]1A. B
and CJ.

The Margasahayar temple at  Virinchi- Yol of
puram in the North Arcot District, 7| miles FPatt
to the west of Vellore, is believed to have been v opi
erected late in the fifteenth century, while the puram,

: %iStrit:l was inégtdod '13:l the dﬂmim[%[r.ls of

Yali,or rampant lion,  Female figure at Vijayanagar, ¢ of the columns offers a

in w;,,mg;m style,  Jinii {Gﬁ}. good example of the yali, or conventional

at Virinchipuram. rampant lion, an effective, bold form of

decoration very fashionable and charactenstic

of the country in both South India and

Ceylon during medieval times. The lion, sbout 5} feet in height, is designed and
executed with spirit.

The statue of a goddess on the entrance of the temple of Fenkara-ramanasvami Ancieot
at the famous fortress of Gingee in the South Arcot District, 'gmbably built during Motve of
the time of the Vijayanagar rule a little before or after A.D, 1500, is of spociﬁ% Gﬁ';‘l;_:‘
interest as proving, like the Tadpatri figures, the persistence of a very ancient ;
motive. common in Gandhara and Mathura &rt (see illustration above). This late
southern example preserves all the essentials of the design — the female figure,
the crossed legs, the raised right arm, and the left arm twined round the stem.

The palace of the Udaiyarpalaiyam zamindar in the Trichinopoly District Seulptures
contains some good figure and decorative sculpture associated with Indo- *}‘nl”!”‘?’“"
Muhammadan architecture, and evidently not older than the seventeenth century. P&
It is executed in a rather soft stone. g attention was drawn Lo the sculptures
by the remarks of Mr. J. P. Bedford, 1.C.S., who made a communication to the
Archaeological Survey and wrote:

*One of the big halls is in general design something after the fashion of Tirumal Nalk’s famous
hall in Madura ; but the spandrels of the arches are one mass of carving of birds, flowers, &ec..
showing extraordinary Tancy and spiril, while tie arches themselves are worked out in the most

temple tTm!'fulri Is sdorned with elaborution contemptible. The work hos been Tully Miustrated by
huu]"; e n{lq,h: old one; hT lihough the decorative  Mr. Rea m i beok, Stome Carvieg wnd Infayig =
min:h:md.mﬂmm:]uunhpnw: and  Southern Irdio,
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exquisite tracery, with a nmiché above each column containing some god or saint. Above the level
of the spandrels is a deep colonnade running round the whole hall, corresponding to the clerestory
of an English cathedral—also n mass of spirited carving m reliel.  The cffect of the whole is, so far
as the writer's experience goes, absolutely umique so far 25 an Indum bailding is : but
it s very suggestive of Northérn European Gothic, say the porches of Chartres Cathedral.™!

The numerous [usually] gigantic temples (Plates [33A and B, 134A) of Southern
India in the Dravidian style, erected from the sixteenth century to the present day,
with their appurtenant corridors and ‘halls of 1000 columns’, an¢ covered with
sculpture, mostly of a fantastic and outre character. The most famous princel
builder was Tirumal (Trimul) Naik, who ruled at Madura from 1621 to 1657.
His celebrated pillared hall, or chouliry, at that city 1s 333 feet long and 105 feet
wif& with four ranges of columns, all different, and all most elaborately sculp-
tur

“The facade of this hall," Fergusson observes, ‘like that of almost all the great halls i the south
of Indis, is adorned either with yalls—monsters of the lion type trumpling on an ¢lephant—or, even
more senerally, by o group conssting of & warrior sitting on s rearing whose fect are supported
on the shields of foot-soldiers, sometimes slaving men, sometimes tigers, These groups are found
literally in hundreds in Southern India; and, as works exhibiting difficultics overcome by patient
tabour, they are untivalled, so faras | know, by anything found elsewhers,

*As waorks of art they are the most barbarous, it may be said the mo=l vulgar, to be found in India,
and do more 1o shake one's faith in the civilization of the people who prodoced them than anvthing
they did in any other department of art.  Where these monstrosities are not introduced, the pillars
of entranmces are only ennched a little more than those of the intenor, where the ormamentation is in
better taste, and generally quite sufficiently rich for its purpese.'®

Fergusson's criticism [ails 1o give the Southern sculptors due credit for their

wer of expressing vigorous movement, and, in my judgement, is oo harsh.
ggch figures appear to be unknown elsewhere, and it is not apparent how they
became $0 much favoured in the Tamil country. Fergusson probably was right
in his suggestion that the rampant horses, valis, and heavy cornices with double
curvature, characteristic of the Dravidian temples in the South, were derived from
primitive terra-cotta forms.'

The Southern sculpture, remarkable, as already observed, for its enormous
quantity, lantastic character, often degenerating into the grotesque, and mar-
vellous elaboration, rarely, if ever, exhibits the higher qualities of art. The
sculptures being designed to be viewed in the mass, not a3 individual works, re-
productions of a few separate figures cannot do full justice either to the sculptors’
mtention or to the general effect. But, subject to that caution, a lew specimens
may be cited to give some idea of the style. The best of this class of work dates
from the sevenicenth century, while the most recent is the worst; indeed, modern
figure sculpture, as a rule, hardly deserves to be called the work of artists,

les of seventeenth- and cighteéenth-contury mﬁm ‘might be multiplied
indefinitely. Selected specimens from buildings in the Madura District will
suffice as typical illustrations (Plate 134C and D).  One of the best images among
the crowd at Tirumal Naik's chondiry (1623-65) is that of Siva in an unusual attitude
as a supplicant to some other deity, The effigy of the woman hulding a doll-like
baby, from the Great Temple at Madura (Plate 134C), is welcome as introducing
a rare touch of human sentiment, but is far inferior to the treatment ol a similar

LA, Proge. Rep. A, 8, Modras ond Coorp, 16043, p &4, However, the wse of large (uera-cobtn Rjures io decorile
ljf".lﬁ ::f:!nm‘ ﬁnﬂ E Archir L189%), p. 3635 . 1910, gateways &<, s mpﬂ?:th':b mnd:m = '
vol. i, p. 380.
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subject at Puri (ante, Plate 103C). The bloichy appearance of the photograph
is due to the whitewash or paint with which the statue has been smeared. 'ﬁm

sculptures from the Ramesvaram temple are somewhat later, dating from the

close of the seventeenth or the beginning of the cighteenth century, The ima

of the femule carrying a male deity on her back (Plate 134E) is characteristically

grotesque. It too has been smudged with paint or whitewash. The modelling

of the woman i1s not destitote of merit.

The capabilities of modern sculptors in the South are best proved by the deco- Modern
rations of the new in the town of Mysore. executed to the order of H.H. sculpture.
the Maharaja and described and illustrated by Mr. A. Rea. Skill is not confined
to the members of any one caste, and the Maharaja has been willing to employ
capable men from any district, The material used is sometimes soapstone and
sometimes stone of considerable hardness, The soapstone is employed in fairly
large masses. a clever figure of Vishnu, for instance, being two feet in height. The
drapery of that figure looks as if it had been imitated from photographs of Gan-
dhara work. The style throughout is frankly eclectic and imitative, and it is
obvious that the artisis have studied models of various periods and schools. One
decorative motive is admiitedly borrowed from a picture by Ravi Varma, and the
mmore direct influence of modern European art can be clearly traced. A relief
ﬂ}presenung the marriage of Rukmini looks as if it had been suggested by study
of photographs of the Borobudur bas-relicfs. Some of the female figures are
very pretty. Artistically, the best things are certain decorative soapstong els
wmughlrwit!l flors! and other designs, thoroughly Indian in character and of first-
rate quality.

Many images cast in copper by the cire perdue process cxist and also a few South Indian
castings in brass. In modern times casting in brass has been carried on mainly brass and
in Mysore and Western India, and not in the South. The better specimens of coppet
these castings seem Lo range in date from the twelfth to the eighteenth century. S
[The best from the 8th to the 13th century. Plates I35A and B, 136A and B, 137A
and B, 138A and B, 139A and B, 140A, They come from various localities and
pravincial styles can often be located]. The modern work is usupally on a small
scale and of very poor craflsmanship.

Exceptional interest attaches to the brass images reproduced in Plate 140B, Vijayanager
which are certified by inscriptions on the shoulders to be portraits, ap;;arenﬂy brass
contemporary, of Krishna Raya, the famous king of Vijayanagar in the early l:"':"""
years of the sixteenth century, and two of his queens. They stand inside i temple i
on the sacred hill of Tirumalai or Upper Tirupati, and were photographed by a
high-caste Hindu, no European or Musalman being permitted to enter any temple
on the hill. The town of Tirupati is famous for the skill of its workers in brass.*

The images. although formal in design, are defective in expression.

Numerous figures of Siva Nataraja exist, some of which have been illustrated Siva
it the works of Dr. Coomaraswamy and Mr. Havell. The figure lent by Lord Naturaja.
Ampthill to the Indian Museum, South Kensington, which was shown at the India

sction of the Festival of Empire in 1911, is perhaps the finest of all (A 6). The

t A Hea, Maobogr g Srone Carving in  1902-3, p. 227; citing Hultesch (Progr. Kepors, 1903, in
Rawrhern luﬂ&ﬁwgkthmf:om plutes; Madmas Govam-  Madrar G. O, Public, Nos. 633, , dated 24 .fu.hv 1903),
ment Press, | ;mnmm The haliqome Dr. Hultzsch's recommendation to have  ihe images
hocks cannot be reproduced. of the bast objects  mhotographed by & high-caste Hindu was carried out by
are shown th Pls. JXO0V-XXVLL the Survey in the following year, but oo description of
Yimp. Gaz., sv. Tirvmala: Amwil Repors, 4, 8., fodla,  the stetuss veas rocorded.
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explanation of the symbolism of these representations of the dancing god will be
reserved until the Ceylonese examples are discussed.

The best of these images, such as the Nataraja, described above, are directl
comparable with Pallava and Chola sculpture, and are probably pre-clevent
century. It is very difficult to date the later works., As a whole, the scale of the
castings is very much reduced. The jewellery and costume is also over-emphasized,
the waist-cloths of the %:)ddesses ing shown round the legs and not merel
indicated by tooling on the legs. Many of the large, early figures are fitted wit
rings at the base for transport in processions. e later figures, for the most
part on a small scale and much tooled, are probably to associsted with

Tanjore.

¢ image of Parvari, now in the Boston Museum (Plate 138A), is not very
dissimilar in style from the Polonnaruwa bronzes, and may, perhaps, date from
about the same period, the twelfth century. It is well modelled; the hands are

specially good.,

NOTES TO CHAPTER TEN

In fiact the heyday of the style begins with the rock-cut shrines excavated by the great Pallava ruler
Mahendravarman 1, at Trichimopoly and other places. The raths. of Mﬂhub&pwnm and thie
great rf”k carving of Arjuna’s Penunce (Pl 115A) represents the second stage in the development of
the style.

The structursl temples of Conjeeveram mark the third stage m the development of Pallava archi-
tecture, Much of their fine sculpture was covered with plaster in Iater times making it difficult to
appreciate their beauty (Plates 116A, B and C). _ )

The Kailasnatha was erccted by Rajasimha, but the Vaikuntha Perumal was erected by his succeskor,
Nandivarman Pallavamalla.

_ Prior to the period of Rajaraja and Rajendra, the early Chola shrme developed in the late 9th
and the 10th century A.D. These shrines are only now becoming well known. The sculpture of
the cacly Chola (Plates 117A and B, |18B) and Pallava-Chola transition shrines is of very high merit.

In fact it is now recognized that this idemtification Iz correct,

It has already beem pomted out in the Notes to Chapter 1. thut many superior examples exist, as:
for instance, Plate 137A.

SOUTH INDIAN METAL IMAGES

Al one time it was thought that the beginmings of South Indian metal sculpture do not smedate
the rule of the Cholas,  But this view has been proved to be incorrect,  Metal images of high quality
were also made during Pallava rule. 1t is true that the Pallava images which have come fo light
mnfln ml::cm score or two al the most as compared to the thousands of Chola and posi-Cholu images
still to be seen. :

In 600 A.D., the South was ready for a religious upheaval such as was seldom witnessed in any
age. Buddiism had failed to maintain its original outlook and had lost all its early vigour by
schisms that seem utterly puerile to us today, as alio by & mode of life thit did litthe credit to the
monastic orders, To what extent morals in these monastic orders had deteriorated can be ﬁm
by the fact thet when Buddhism became an almost forgotten religion in the ter part of the South,
the T;Eﬁm covering the okd Buddhist stupas and monasteries were widely referred to as the courtesan
mounds.

Methaphysical speculations were all very well for learned men, but the masses were groping for a
croed which would miot entail intricate mental processes and which would provide an mhp:mfgn for
storm-1ossed ts. It was nol a new ereed that ‘ud% revitalized the whole South. It was
the doctrine of Bhakti, but It was presented in & manner, and with a vigour so new, that it assumed
almost the aspect of a pew religion.  This revival was brought about by a band of hymmists whose
songs reveal such frenried devotion to the Lord Shiva that one is not surprised al the manner which
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their emotional owtbursts invigorated simple minds. With two such bymnists as Appar and
Sambandar living in the same century, litile wonder that the dominant raling house of the Pallavas
in South Indin during 600-700 A.D. becume ardent patrons of the grest Shaﬂagkg:m
The Satavahana Empire had crumbled in the fiest half of the 3rd ceatury A.D., due in all bability
to weakness at the centre and the consequent revolt of provinciul governors, who carved out smail
ingd For. themselves and threw off the last vestiges of the rule that was once the Imperil
e, We know of a \'iahnuﬁpq at Kanchi who is mentioned by Semudragupls in his iist of
feudutories on the Allahabad Pillar imscription, This Vishougopa was doubtless o Pallava chief
for the Pallavas themselves were onee the vicerayvs ol the Satavahnnas. Therefore the family, what-
ever its origin, had inevitably imbibed the artistic legacy of Andhra ari. We are not coneerned with
the early Pallavas though we may be justified in assuming that the artistic greatness which this family
was later to achieve, was duc in considernble meusure to the cultural background which the Andhras
had created and which was too deep rooted to dim'gepmr with that dynasty. In the reconsideration
:E! the ﬁmﬁnﬂ of South Indian bronzes it isto the Pallavas of Kanchi that we must look for the
m =
The South India bronzes though mostly Brahmunica) also pertain to the Jain (PL 135A) and Buddhist
(Pl 1358) faiths. 11 scems that the greatest production was in the Tanjore district, but the art of
metal i for worship was nevertheless widespread.  Chalukyan {Plates 135A, 1368, 139A) and
Kakatiya :ER 136A) bronzes are known and a systematic study enables us to classify those of other
districts also. The best South India bronzes are amongst the finest achievement of metal sculpture
in the world.
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Chapter Eleven

CEYLON AND JAVA
Part I. SINGHALESE ARCHITECTURE AND SCULPTURE

HE principal architectural rémains in Ceylon are found at the two most
T notable of the ancient capitals, namely, Anuradhapurs and Polonnaruwa,
both situated in the North Central Province. ¢ former city, & royal
residence for more than a thousand years, was superseded in the eighth century
by Polonnaruwa, the glory of which lasted, with interruptions, until the early
years of the thirteenth century, The antiquities, therefore, belong to two widely
separated series. Those at Anuradhapura go back to the time of Asoka, but
mostly date from the earliest centuries of the Christisn era; whereas the most
important buildings at Polonnaruwa were constructed during the second half of
the twellth century (A.D. 1153-97) in the reigns of Parakrama Bahu the Great
and Kirti Nissanka Malla,'

Anumadhe-  Anuradhapura, when in its prime, was a city of colossal proportions ‘une
purt véritable Rome bouddhique', at least 8 miles in diameter, and crowded with

Other sacred
buildings.

magnificent buildings. After the removal of the court everything went to ruin,
but many edifices were repaired and restored by Parakrama Bahu, to whose eng

the splendours of Polonnaruwa also are largely due. Afler his death the ancient
capital again became desolate, and remained buried in dense forest until recent
times. During the last forty years the ruins have been systematically and efficiently
explored, with the result that the principal remains have been exposed. mapped,
and more or less completely described.

The most conspicuous structures are the great Buddhist dagabas (stupas),
far exceeding in dimensions anything of the kind now standing in India. That
commonly called the Jetawanarama, still 251 feet high, stands on a stone platform
nearly 8 acres in extent, while the space included within the walled enclosure
measures nearly 14 acres. The ﬁhhayaﬁiri dagahas, almost equal in mass, is
said to have been originally erected in the first century B.C. The earliest, the
Thuparama, buill in the days of Asoka, has been covered up in recent times,
like most of the others, by later additions.*

The dagabas, huge masses of masonry, wonderful as stupendous monuments-
of laborious engineering, are not in themselves interesting as examples of archis
tectural art.  The work of the artist must be sought in the numerous and splendid
associated buildings.  The stone railing never attained in Ceylon the development
which in India made it the vehicle for much of the highest art of the country.
The only considerable example in the island, siluate‘cF dt Anuradhapura, and
discovered and rebuilt by Mr. Bell, was a4 well-designed structure of uncertain
date, perfectly plain, as at Sanchi, except for sculptured guard-posts at the entrance.

! Polonnaruwa, aliss Kalingapurs, or Pulmsiipur, meres. Measured, drawn, and described by James G,
the modern Topavewa or Topawa, tepresents & much Smither, FR.LBA., late Architect to the Goyormuent
moTE  ancient . Wiittapura, of which some femning of Ct}-lun. Sixtyacvon  Plutes. Published. by prder
soent (o be broccable ker, Ancheni Ceylon, :?. 24041). of the C:‘%’l:n Government (Atlaa folio, N. D), The
For the dates of the medioval kings eec Fpiprophin  drawinga, finnhed in 1877, were not published uniil 1894
Zoyplaniea, vol. 1, p. 156, The truditional date for the Mr, Parker (Asnscion Crrfun m 200 pves good: reisom
foundation of Anurafhapurs ls 457 B.C  Polomnaruwa for ving that the real A 1 In pow rmiscalled (e
ws whandoned Anally in ALD. 1340, Jotavaih true Jetavams, ascording to him, stands
¥ 8o Architectural  Rewsilns, Amewdhapues, Cevien | to the et of the Sels Chaliya.

campriiing the Dagabat vnd certuln orker Rulned Strae-
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A. Dancers andd musicuwnd, from  Chidamberam,  Probably early  Viavanhgar period
1 Photo A L. Sved)

B. Sculpiure from Temple ar Yellore.  16th Century AT, Vilayanagar period. L. Flgure of musician from Natarai Temple
(Phoio ; £ S Muhalingam) Chidambaram.  16th :\;ﬁ:m,}. AD - Vipisanagar

(Photo © S, R. Rajagopal
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Part 1 SINGHALESE ARCHITECTURE AND SCULPTURE 129

it surrounded a rectangular pillared hall, not a dagaba (Plate 141A)..  The
monasteries and temples connected with the dagabas included every variety of
edifice needful for the accommodation of thousands of monks and for the ritual
of a .hjgh%r_ ceremonial religion.

will serve to give a notion of the form and extent of an early monastic establish-
ment of the more important kind in Ceylon.

*Here existed’, he writes, 'a typical samgharama, or Buddhist establishment, pericct in itself, with
jte shrines and meeting-hall, its prisstly residences, bath-houss, store-rooms, ponds, &e.

Broadly, the monastery conststed of & raited quadrangie, 288 feet north and soutly by 268 feet
east and west, walled, with entrances at the cardinal points, enclosing a dogaba and thres vikares

[temples], and having an open fall attached to the north. Outside this femenos was first & walk,
then twelve annexes, evenly grouped, siirrounded by n moat, with the chief pansala [monks’ residences],
a bathing-house, and a few other buildings on the sorith and west; the whole covering an area of
l!h acres, bounded by u quadrangular wall of stone, 200 yards by 300 yards, traces o which may
still be seen.  From the lodge {mura-ge) a broad street led straight to the inner quadrangie.'

It would be difficult 10 point out the ruins of an Indian monastery equally
extensive. The unlimited Id for the exercise of the painter's and sculptor’s
arts presented by such a mass of buildings was sedulously cultivated.

The Buddhist temples in Ceylon, differing widely from Indian models, ordinarily Temples.
were rectangular buildings of either brick or stone, approached through a vestibule,
and sometimes with only a sinele entrance, but often with four eatrances facing the
cardinal points. They were frequently arranged quincunx fashion in groups of
five, four small shrines being laced symmetrically round a larger central one.

Shrines of the Hindu gods find honoured places among the Buddhist buildings,
Vishnu, for instance, being regarded as the protector of Ceylon, and worshi
in subordination to Buddha. Hindu temples intended for Brahmanical worship,
as practised by the Tamil invaders, also exist. One illustration of such a tempie
at Polonnaruwa, dedicated to Siva, and dating probably from the eleventh or
twelfth century, may be given to show how far the Ceylonese Hindu buildings
resemble the South Indian Chola types,'! The Tivanka Vihare at Polonnaruwa,
built by Parakrama Bahu, and generally miscalled the Thuparama, has a hi

midal roof in Dravidian sglir,l and, generally speaking, the Polonnaruwi

i o have a distinctly Dravidian character, but the huge Dravidian gateways

(gopuram) are unknown in Ceylon, f
basements are sometimes adorned with relief figures in stucco of some Stucco

merit (Plate 141C). retiefs.

Circular temples orshrines, of which three notable examples are known, are Circular
the most original and liar of Ceylonese buildings. That at Polonnaruwa, shrines.
erected by King Ni Malla at the close of the twelith century, is considered
by Mr. Bell to be ‘the most beautiful specimen of Buddhistic stone architecture
existing in Ceylon’. He declares that *no photographs or drawings can adequately
reproduce, nor can words but faintly outline, the inexpressible charm' of the inner
L po it tn o R, 4,5, ol fo U7 Sl ST s il Rl
¥ Ann i e asd foom A Pigien. 4. The fine Hindu bromes describod px elog Yy
R A eyanis Buddhsm t Cevion i) sy Al U1
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platform, The structure, about 80 feet in diameter, is circular, standing on a
terrace, also circular, and 125 yards in diameter. It was intended for the réception
of the tooth-relic. The centre was occupied by a small dagaba surrounded by
sixteen statues, and two concentric circles of ite columms, twenty and sixteen
in number respectively. The entrunce was through a portico on the north-east.
The elaborate decoration was lavished chiefly on the stylobate of the inner platform
and on the staircase. A portion of the exterior is shown in Plate 144C, and the
western stairs in Plate HJ%.‘ '
The Medi- A second and earlier building of the same class has been discovered at a place
rigiriva called Medirigiriya in the Tamankaduwa District, North Central Province, hidden
exsmple. in the heart of the forest, six miles from the nearest village. It stands on the
highest point of a mass of rock, and like its fellow at Polonnaruwa is surrounded by
a slab wall, carved with surface ommament. There are
‘three concentric rows of gracefnl columns (sixty-eight m sll) of the seen at Thuparmma and
Lankarama, Anumdhnpurfm The inner nnd{ﬂcgndlgt?:w[:.] m} pillars gf:iiﬁ le lions and pilasters
on their capitals, the outermost [bears] posturing garas (dwarfs), In height this row of columns is
tuet 9 fi. 9 1n., while the two inner rows reach 16 it All are octagonal, and all are unbroken, save
four; but several have lost their spreading capitals.  Within the circle of piltars, seated on an asanuya,
i a Buddha in stone; pmbahry one of four cardinally: placed, with their backs to a small
centril dagaba, The design on the stone slab wall encircling the dagabe and columns is the ' Buddhist
railing™ pattern, in this differing from the flowered ornamentation of the Polonnaruwa * Wala-da-ge"."

An inscribed pillar close by was erected in the third vear of King Kasyapa V
(929-39), which may be taken as the date of the building* Plate 144D sﬂgwa
the best-preserved part of the enclosure,

The The third example, discovered in 1894, to the north of the great Toluvila
T“l"“‘t‘-"- monastery at Anuradhapura, is of small size, with an enclosure 37 feet in diameter,
M surrounding a miniature dagaba with a diameter of only 8 feet, and two concentric

- rings of slender columns.’
Circles af uch concentric circles of detached, slender, monolithic columns are a
columns. characteristic feature of onese architecture. They occur, in addition to the
examples already cited, at the Thuparama and Lankarama dagahas of Anuradha-
pura, as well as at the Ambusthala dagaba of Mihintale, distant eight miles from
the early capital. Their purpose has been much discussed. Mr. Smither has
demonstrated that those at the Thuparama could not have carried a roof of any
kind* It is ble that in some cases they may have been used to support
sacred Buddhist symbols, but ordinarily, as Mr. Parker argues, those round the
large buildings appear to have been intended primarily as a barrier against evil
spirits, and secondarily to support festoons of lamps suspended on great occasions.
At the wata-da-ge shrines, according to Mr. Bell, the pillars were intended to

Shafis ang 10ld up a roof to shelter the small stupa and worshippers at the shrine’. The

capitals of forms of shaft and capital, differing widely from Indian types, are illustrated on

columns, @ larger scale on Plate 142,  But it is impossible to go into detail here, or to discuss
iome biocke i M, JRITS . Rep: ot 1003, 1904, und | esider one At s ADRASACRTS At oo A Ty
1907 (Sest. Papers LXV, LXVIof 1908, und Vol 1911). It These seery o be different from the watmdape type
s besn extensively restored by the replacing of fallen  desaibod in the teat. -
members. 1 General de lig mamioioy ihat the Thuparsms
! Hell, Adnn. Rep. for 1897, p, 7: for 1907, Ple. XXVIIL,  columns mm ‘un 16it & Vindlenne, & Stagey supers
XXIX {Sesi. Papers XLIL 1904 V. 1%11). rull (L' Architecrure hindour en Exiréme-Orivnt, Parciy,
t Amn. Rep. A, S, Ceylin, 1904, P. 2 (Scss. Paper LXV1 1907, p, 361).

of 1908). In Ann, Rep. A. 5., Ceylon, 1907, p, 3. Mr. Bell ' ¥ Anclent Ceylom, . 289; Anv. Rep, A. 5., Ceylon. 1904,
0ofes (e existence of Nix small’ ciscilar alitines P2 " g o 1904
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the age and evolution of the various types. Mr. Parker su 5 the Thuparama
columns to date from the period between 100 B.C. and A.D?m‘ -

Ths necessarily slight notice of architecture in Ceylon may be concluded by
mention of & unique building at Polonnaruwa known as the Sat Mahal Prasadaya,
a seven-storied square brick tower, built in diminishing stages, and rising from &
low basement, which measures 39 fect 3 inches each way at ground level. The
ered with fine lime plaster, bably once coloured, and
twenty niches contained as many stucco statues, eleven of which still exist, The
edifice was erected by order of King Nissanka Malla a little before A.D. 1200,
in imitation of Cambodian models, and probably for the use of the Cambodian
mercenaries then in the service of the Ceylonese monarch.’

Ceylon is rich in sculpture of many kinds, beginning probably from the early
centuries of the era, Fergusson’s belief that the *almost total absence of sculpture’
was one of the most striking peculiarities of Ceylonese arl has besn disproved
abundantly by the fruitful researches of the Archacological Department. But it is
extremely difficult to affix dates, even approximate, 1o the numerous specimens
of the Ceylonese sculptors’ skill. Dated dedicatory inscriptions, S0 COmmoOn
in India, are rare in the island, and the principal monuments have been subject
to such extensive alterations at various limes that it is almost impossible to distin-

ish the sculptures of different periods. It is possible that when systematic
study shall be applied to the local styles of art closer discrimination will be feasible,
but in the present state of knowledge anything like accurate chronological classi-
fication of the sculptures of Ceylon is unattainable. The brief discussion of the
aun_l‘:i]mt which limits of space permit will be arranged under two headings, Early
and Medieval ; the former comprising everything up 10 about A.D. 700, and the
latter evervthing later. Ceylon has not produced any noticeable modem sculpture,
Mr. Hocart, the present Commissioner, is engaged upon an analysis of
the sculptures which bids fair to solve these problems, An epigraphist has also
recently been appointed. ;

The general impression on my mind is that, with the exception of some of the
colossal statues, the bronzes, which are very good, but may have been cast in
India, and a few other works, the production of the island sculptors is by no
means equal to that of the best artists on the mainland. The style is Indian,
with a difference. We must remember that many of the Ceylonese images were
originally plastered and coloured, and that the rough, weatherworn blocks now
visible do not produce the effect designed by the artists. .

“The highly decorated siclae at \he entrances to chapels connected with the

t dagabas are characteristic of Ceylones¢ art. The examples chosen from
the Abhavagiri dagaba at Anumﬂhaﬁm ma’ﬁcbc assigned with considerable
probability to the time of King Gajabahu 1, in smand_ocuiurﬁ of the Christian
era, but it is possible that they may be later, or even carlier. The floral patterns
differ widely from those used in the medieval stelae of Polonnaruwit.
devices springing from Vases (Plate 143D) recall many examples of the samg
motive in Alexandrian and Indian art. .

The human figures in_pancls have 2 eneral resemblance to those at Sanchi
but are more advanced in style) The warf in the Atlas pose may be nnnwi

liart, . 268, 'Thkdmlm'!ﬂ;wlntudh these fgures con only be
& _dun, Rep. A, 5., Ceylon, {903, pp. 14-16, Pla XI-XY o art,
(Sewn, Paper LXV of 1908), Sec aho Aun. Ref. 1906,

Sat Mahal
Prasadaya.

Cevlonese
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in Plate 143A. The seven-headed Naga or cobra shown in Fig. B is & good
example of an art form exiremely common in Ceylon, and usually well sculptiired ;
the number of heads varies, nine being the maximum. Doorkecpers intended to
ward off the attacks of evil spirits were deemed essential for most Ceylonese
buildings. This Naga at Ruwanveli (Plate 143B) is a good example.' Uﬁ
dwarfs were regarded as very cffective janitors. The specimens  from

Ruwanveli and Jetawanarama dagabas (Plate 144A and B) are typical. They
may be compared with the mmewgat similar figures on the capitals of the western
gateway at Sanchi, but are much later? Plate 142F is a characteristic
example of the small grotesque figures used decoratively in Ceylonese art, Like
Enﬂi?;cf gargoyles, they are cleverly done, though ugly, and very like the Badami
warf-friezes,

Reputed  Portrait statues supposed to be those of ancient kings are said to be a speciality
statues of of Ceylonese art. Mr. Smither has described two battered examples which seem
kings. o be of high antiquity. One of these, traditionally believed to rcﬂresum King

ch was

Buddhas.

Devanampiya Tissa, the mnl.ernﬁorary and friend of Asoka, whi found
near the R busthala dagaba at Mihintale, eight miles from Anuradhapura, may
be correctly attributed by the popular voice. It is described as follows:

“The stone was in four pieces, but these have been put together and the statue placed ersct on its
circular base. The figure, which is 6 feet 5 inches in height, originally stood facing the dagobe, and
doubtless in & devotional attitude; the arms, however, are broken off close to the shoulders and cannot
be found. The king is clothed in the *“dhoti”, or waist-cloth wrapped round the lains and fallin
to the ankles, the upper part of the body being uncovered. The head-dress consists of & plain a.ng
stighily elevated pear-shaped cap, encircled by a jewelled band, or diadem: the ears are adorned with
pendant ear-rings, and the neck with u jewelled neck-piece.  The base is carved (o represent an expan-
ded loms-flower, and is precisely similar in design to that found ut the Thuparama dagaba. &lﬂh
statue and base are much weather-worn, although atiginally sheltered beneath u coversd structiire of
which three stone octagonal pillars, formerly surmounted I:y capitals, are the only remaing *?

The second example is the reg;tad portrait of King Bhatika Abhaya (Bariya
Tissa), who reigned during the first century of the Christian era. It was found
near the Ruwanveli dagaba, and has been ‘set up, after undergoi repair. The
material is hard dolomite, much weather-worn, and the height is about & feet.
The dress of the figure resembles that of another statue commonly believed 1o
represent King Dutthagamini, which stands on the terrace of the Ruwanveli
dagaba, and has been published by Mr. Havell. It scems probable that these
works represent sainis or teachers rather than kings.*

A curious collection of eight life-size images on the embankment of a tank
at hﬁm%a; N. C. P, is popularly believed to represent King Mahasena
(e. A.D. ) with his wives and courtiers. The rma%es obviously are ancient,
but teo much injured for appraisement as works of art. :

Large and often colossal images of Buddha, seated, standing, or recumbent,
are numerous in the island, some of which undoubtedly must be very ancient.
One of the oldest, probably, is a battered seated figure at Tantri i, which
wears a conical cap, and is believed by Mr. Parker to date from about the beginning
of the Christian era.*

* Seventh century (7. The costums i medioval and Abbays i assigned (o A.D. 42-T0, and Duithagmin 1o

alio the pose. 10684 B.C.

2 Seventh century (7). ¥ A, Rz‘m:t 5. Ceylon, 1893, p. 10; photographs A.
* Smither, A4 p 11 3447, C.

* Smither, op. eit.,, p. 115 Havell, Iulion Seulpiure amd * Pucker, Anchont Ceplon, pp, 219, 244; Bell, A. 5. Rep,,

# »
Painring, Pl. X1 Packer, Anciemt Cevion, Fig. 72 1896, p. B.
ﬁhdﬂr&thpﬂﬂqum ;Bhnm %
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One of the best Buddhas of early age is the now woll-known image from the
Toluvila ruins, Anuradhapura, represented fn sifu in Plate 145B, with a native
seated beside it in exactly the same attitude. The [Ehomgmph helps the European
reader 1o realize the facts on which the forms of the canomical images are based,

I think that I am right in including among the early works a fine scuipturc
of uncertain date, proved by Dr, Coomaraswamy to represent Kapila, a legendary
sd late 145A). It is cut in rather high relief on the face of the rock on the
right-hand side of the Isurumuniya Vihara at Anuradhapura, where many other
notable warks of sculpture exist. They appear to be of various ages and to
deserve more attention than they have received.

The subject is & man curled upinthe attitude technically described as ‘kingly
ease' (maharaja lla), with his left hand resting on the seat, and his right hand
extended over the raised knee, holding the halter of a horse, the head of which
appears on the rock, but is not included in the photograph. The man's head,
covered withthick hair, is partly turned towards the proper left and averted from
the horse, which he seems to ignore. The expression is that of calm and abstracted
but not unconscious dignity, while the difficult pose is modelled with consummate
skill and yet with perfect simplicity."

The nd, as told in the Ramayana, may be briefly summarized as follows:
Sagara, King of Ajodhya, had by hi Sumati 60,000 sons, whose impiety
was such that the gods complained to Vishnu and the sage Kapilz. King Sagara,
having undertaken to perform the rite of the horse sacrifice (asvamedha) in token
of his universal sovereignty, deputed the duty of ing the intended victim
to his 60,000 sons, who failed in the trusi committed to their charge, and allowed
the anima! to be carried off to the nether regions (Patala). Their father having
directed them to recover the horse, they dug down and down until they found
him grazing in Hades, with the sage Kapila seated close by, and kngaged in deep
meditation. The princes menaced him with their weapons, but were reduced
to ashes by the flames which darted from his person, when he turned his glance

n them.
tlp‘ilj‘l'ii:". relief seems Yo meTto be one ‘of the most remarkable” productions of
Indian art, whether on the mainland or in the island of Ceylon.”

The ‘moonstone’, & semicircular slab placed at the foot of a staircase and carved
claborately in low relief, is specially characteristic of, although not absolutely
peculiar to, Ceylonese art. design is always based on the open Jotus flower,
the pattern being arranged in concentric circles. At Anuradhapura, where some
specimens maty be very ancient, the standard arrangement is that of an cutermost
circle with the ‘cobra pattern’, resembling acanthus leaves in efiect: then & proces-
sion of quadrupeds in a fixed order moving from left to right—horse, ¢lephant,
humped‘{mn. and lion® next, a belt of graceful foliage, which is followed by a row
of sacred geese, while the central circles represent the lotus in bud, leaf, flower,
The animal symbolism is perhaps the same as thal of the Asoka pillars.’

The notable statue of an aged bearded man cut in the face of a boulder to

1 Bell, 4. & Rep, | 8 Neither Mr. Bell por * For the Mentification see Coomarsswamy in Spels
A "3;5&- relief, the m%b;:[ whl.-..l; Z:;rlu.-ﬂu,c vol. ¥i [Rﬂr?h q_?.ﬂ' ijilh Jhahiﬁmz 1 givgf in

Wi fesd . Ca =S critical  Dowsin, Clazsical i 'y, 5., Sagars,
first recognized by D, Coomarasmny, R Some dessription of the Ahrines of Iaurumunia 1 gives
T e 4 temeniows wock: Bupoteible T ety i o e Toiieta. Kisigiws B
Smhﬂ?;l_l.vm Sed s Tennent, Cevion, 2od ed., p. 619.

The Kapila
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The the east of the Topaveva embankment at Po!nnmn.mrk known as
so-called the image of King Parakrama Bahu the Great, who reign m A.D. 1153 to.
pruakeuma | 186, certainly is not what it is supposed to be. The figure, cut in gneiss (granite),
SRS and 11§ feet gi' stands full face, fronting nearly muﬁ: in an easy aititude, with
the right leg shghtly bent. The costume is confined to a 1all cap and simple
loin-cloth held up by a band knotted in fronl. The hands support a model of a
palm-leal’ book (ofe) held across the body. The expressian of the face is grave,
and the half-closed eyes look down upon the manuscripl. A long rounded beard
and drooping moustache add 10 the gravity of the countenance. These details
are inconsistent with the popular attribution, Mr. Bell is of opinion that the
book and the whole appearance and pose of the figure stamp it unmistakably as
the portrait of a reverend religious teacher from the Indian continent. He suggesis
that the statue may represent an ascelic named Kapila, for whom Parakrama Bahu
built & richly adorned dwelling.'
Seated  Two seated Buddhas strike me as being excellent works and out of the comman

Buddhas. _ namely, the colossal image at the Pankuliva Vihare, Anuradhapura, and the
smaller image from Vihare, No. 2, Polonnuruwa (Plate 146A and B). The
characteristic points of each appear sufficicatly from the photographs without
detailed comment. Mr. Bell conjectures that the Pankuliya statue may date
from the tenth century: the Polonmaruwa image may be two centuries later,

Standing The iﬂr;r.:sl statue in the island, and perhaps the most impressive, is the colossal
Buddhas. sranding image of Buddha at Awkana, N. C. P., 46 feet in height, including the
Eg.lt:s al. It is cut from the face of an enormous boulder, practically in the round,
ing joined to the rock only by slight support. Local tradition attributes the
work to the reign of Parakrama Bahu. The expression of calm majesty is given
successfully (Plate 146 D). A similar, and nearly as large, but less ¢ ve colos-
sus, ca merely in high reliel, and inferior in execution, stands ar Saseruwa,
N. W. P., and may be assigned to the same period.*
“Ananda”  The stately colossal standing image at the Gal-vihare, Polonnaruwa, popularly
known, and apparently rightly, as that of Ananda, the disciple of Buddha, is one
of the most imposing and interesting statucs in Ceylon (Plate 146 C).  The faithful
attendant stands walching a colossal recumbent figure of his dying Master.
The ‘stone.  No monument in the island is more extraordinary than the gigantic ‘stone
book”. paok? (gal-pota) at Polonnaruwa, a monolith brought from Mihintale, ci,ghty
miles distant, at the close of the twelfth century by Nissanka’s ‘mighty men’, as
recorded in & long inscription on its surface. It is nearly 27 feet long, 4 feet 7 inches
broad, and varies in depth from | foot 4 inches, to 2 fect 2 inches. The ralief
sculpture treats of the common Indian subject, elephants pouring water over

Sri or Lakshmi — the goddess of good fortune. '
Basrelief  More artistic bas-reliefls of uncertain date occur clsewhere. Perhaps the most
scencs. remarkable is that at Pokuna (masonry tank) A, Anuradhapura, which vividly
depicts clephants bathing, and then charging away when scared. The reliel is
so low that the photographs sre not sufficiently distinct for suceessful reproduction.
Mr. Bell describes this work, which is in two sections, as an absolutely unique
picce of carving, and without exception the most spirited and life-like to be seen

A, 8. Rep.. 1906, pu 11, i X1 Guide to Calmine *Bell, A, 5. Rep,, 1895, tp. 6, 135
Museam (1965, - 213 Rulned Cities of Cextan (1957), 2nd o, yol, i, p. 604, with worder V- meate  Ceylon,
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anywhere among the ruins of Anuradhapura,! It is supposed to date from the
time of Parakrama Bahu. F FES

Part Il. SINGHALESE METAL CASTINGS

The remarkable richness of Ceylon in art-works of metal, chiefly copper, was
not realized until recent discoveries compelled attention to the fact. Before 1905
a few objects of interest had been collected by the casual exertions of individuals,
but since that date the numerous additions to the public collections have been
acquired by the systematic operations of the Archaeological Survey. Few, if any,
of the castings are earlier than the tenth century, and most of them are a great deal
later. Asa whole there is little that is distinctive about them and it is better to
consider them as one with the Southern Indian castings.

Perhaps the most notable of the Ceylon bronzes is an image of the goddess
Pattini Devi, found near the north-castern coast somewhere botween Trincomalee
and Batticalwa, and presented to the British Museum in 1830. It stands 4 feet
9} inches in height and is composed of a metal which looks like brass, but may
be a pale bronze (Plate 147A). It seems 1o have been originally gilt. The age
of the work is doubtful. The cleverness with which the transparency of the skirt
is shown recalls similar skill exhibited in the Gupta sculpture of the fifth century
in Northern India, but it would be rash to attribute such an early date to the Ceylo-
nese image for that reason only, and it is difficult to find any other test of its age.

The nudity above the waist, which may offend the European eye, is in accordance
with the ancient custom of Southern India and Ceylon, not wholly disused even
in these days. The waist is rather too much attenuated, in conformity with com-
mon Indian practice, examples of which may be found even in the Bharhut
sculptures: but, except for that defect, the modelling is good, and the hands espe-

ially are admirable.

Pattini is one of the most popular deities in Ceylon, and her worship is still
kept u]I: on the mainland also, whence it was introduced into the island, most
probably in the reign of Gajabahu 1 at some time in the second century of the
Christian era. The cult seems to have originated in the Chera t:rrimrg (Coimba-
tore and Salem), but some of the legends connect 1ts beginnings with a Pandya
King of Madursa. The iaddess is considered to be the guardian of female chastity,
and is also credited wit wer over epidemics, whether of man or beast. Two
wooden images of her her husband found in a cave at the Nikawaewi monas-
tery are supposed to date from the eleventh century. The British Museum casting
nmgﬂbc quite as early* (A 1).

me good castings, belicved to date from about the tenth century, have been
obtained from various localities within the area of the ancient capital, Anuradha-
pura. They include a pair of miniature feet apparently belonging to a lost statuette,
and only three inches in length, which are described as ‘excellently modelled’.’
Like the great Buddha in the Birmingham Museum, they were cast on a core, in
this case of iron. The best piece, from the aesthetic point of view, 15 a statuette

' to be that of a Bodhisativa (Plate 148B). The statuette, inches
high, was found to the south of the Thuparama, The person represenied stands

Y Asm. Rep. Arch, 5. 1901, p. 6; photographs A. 405, 1900, P_ 293, with refercnces.  The wooden images are
w%::.l i figured in Parker, Ancleat Ceylon, Fig. 212.

’ hﬂﬂﬂdﬂm}dﬂhlnﬁhﬂm_mh'&Il,AmMNIHHMMMHMﬂ,
mmw Mo 1 (1909, p. vii nots; ibld,, 7rA Progress Report (xiil, 1896), PL XVIL

No. 5, p. 471 Dr, Coomaraswamy la J. R. 4. 8.,
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in the pose with a double bend, known technically as fivanka. The drapery is
gracefully treated, the modelling, nspccia_lll_ﬁ of the hands, is truthful, and “the
serene expression of the face is pleasing.’ ¢ style closely resembles that of some
of the Polonnaruwa castings, which are ascribed to the twelfth century, and the
Anuradhapura statuette may be as late (A 2).

The few figures collected at Polonnaruwa in 1906, forming the first series in the
Colombo Museum (Nos. 40-52), are not of much importance; but the second and
third series, excavated in 1907 and 1908 from the Siva Dewale and neighbouring
sites, may be fairly said 1o add a new chapter to the history of art in Ceylon.
Nothing like them was known before, except the Anuradhapura Bodhisartva, if
that be the correct designation for it., A few of the best have been selected from
a set of good pholographs taken by Dr, Andreas Nell and kindly supplied by the
Government of Ceylon. The identification of the images has effected
by the Honourable Mr. P. Arunachalam. These figures, all massive and
very heavy, are ascribed to the twelfth and thirteenth ceniuries. Their large size
proves that the artists of those days knew how to oyercome the difficulties of
casting copper on a considerable scale, and gives the images an importance and
dignity which cannot be claimed by miniature works a few inches high. In the
opinion of Dr. A, Willey, F.R.S., late Director of the Colombo Museum, they
‘are Polonnaruwa branzes for better or for worse’, and certainly were not imported
from the mainland* But I am disposed to agree with Mr. Bell that they were
executed in India.

The place of honour may be given to the spirited images of Siva as Nataraja,
‘Lord of the Dance’, the first of their kind to be found in Ceylon (Plates 147B,
148C); which compare favourably with the best examples of similar ¢ itions
in Southern India (A 3). A specimen in the Madras Museum arouses enthusiasm,
which few can share [ully, in the breast of Dr. A. K. Coomaraswamy, who first
published photographs of the work. In order to make the Ceylonese bronzes

1ntelligible, the cxfllanaticm of the legend of Siva's manifestation as ‘Lord of the

Dance’, given in the Koyil Puranam, and said to be familiar to all southern wor-
shippers of the god, is quoted from the eloguent pages of the author referred to:

‘Siva appeared in disguise amongst @ congregation of the thousand sages and in the course of
disputation, confuted them and so angered them thereby, that they endeavoursd by incantations to
destrey Him. A lerce tiger was created in suerificial flames, and rushed upon Him, but smiling
gently, He seized it with His sacred hands, and with the nail of His litile linger stripped off its skin,
which He wrapped about Himselll as il it had been a silken cloth. TUndiscouraged by failure, the
sages renewed their offerings, and there was ‘mumd % monstrous. serpent, which seized and
wreathed about His neck. He Lo | » but there rushed upon Him 4 lust monster in the
shape of & hideous malignant dwarf. Upon him the God pressed the tip of His foot, and broke the
creature's back, so thai it writhed upon’ the ground ; and ko, His list foe prostrate, Siva resumed the
dumece of which I.ll;t gu?_s h\:crlc mtdnmcshm o ka SR »

One interpretation of this le explains that He wraps about Him a5 & garment, the tiger fury
of human passion; the gulls an?nm:iim of mankind He wears us & necklace, and beneath His fest is
for ever crushed the embodiment of evil. More characteristic of Indian thought is the symbnl(lﬁ
it terms of the marvellous grace and rhythm of Indian dancing. the effortless ease with which the
in his supports the cosmos; it is his sport.. The five acts of creation, preservation, destructiony
mmxsaf*-;ém and gracious relesse are his ceaseless mystic dance.  In sacred Tillai, the “New Jeru-
salem”, the dance shall be revealed: and Tilai Is the very centre of the Universe, that ls, His dance
it within the cosmos and the soul™?

b See Burlimgtan Magating, 1910, p. 87, PL1, 3. “The Alms of Inllam Art (pamphiet, Essex
 Spolls Zeplanted, Sept 1909, T 67 note.” T Sk kit Homen i
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The standing image of Siva (No. 12), striking an attitude in another of his dances
(sandhyanirtta), is gracefully posed, and well modelled, save for the excessive
thickness of the arms (Plate 148D). The figure of the Sun-ﬁ;)ed (No. 18), with
a halo, holding a lotus bud in each hand, is dignified, and type is unusual
(Plate 149A), One ideal of the goddess Parvati, consort of Siva, is expressed
in No. 7, with the characteristic Indian bend (Plate 149B). The image closely
resembles that labelled as Lakshmi in the Musée Guimet (Petit Guide I, Plate
g. 62). Another conception of Parvati (No. 20) is shown in Plate 149C. The

gure and pose are natural and pleasing. _ _

An interesting group of images deals with popular Tamil saints, whose effigies
have been identified by Mr. Arunachalam. Probably the best of this group is
No. 16, representing Sundara-murti Swami, an apostle and psalmist of Siva about
A.D. 700. He was 2 native of Tiruvarur, near Negapatam in the Madras Presi-
dency; called to be an apostle on his wedding-day, hence dressed in the clothes
and ornaments of a bridcfmm. The clothes are somewhat scanty. The artist
has rendered with remarkable success the attitude and facial expression of religious
ecstasy powerful enough to tear away a bridegroom from the side of his Eﬂ'idn

late 148A), The image has strong claims to be considered the finest of the
Nolml.'t?amwa bronzes, or, at least, 10 be placed second only to the MNataraja,

o. 15,

Certain small miscellanéous bronze images from Ceylon, of which the exact
find-spots are not recorded, are of sufficient interest to deserve special notice.
A little I;gu.rc, presumably that of the Mahayanist deity (if the expression be allowed)
named Avalokitesvara or Padmapani, only 3@&&& in height, in Dr. Coomara-
swamy's collection now at Boston, and ascribed to the sixth or seventh century,
is regarded by him, and not without reason, as the best of all the

lonese images (Plate 150A). He praises the ‘perfection and abstraction of the
style’, claiming that ‘the divine ideal is fully realized both in expression and in
physical form’.

Another excellent little image, 3} inches high, from the same collection, repre-
sents the minor deity Jambhala, or Kuvera, the well-contented god of riches
(Plate 150B), whose effigy in various forms is frequently found in the ruins of
Buddhist monasteries in India and Java. His right hand grasps a fruit; the left
rests upon the mongoose, or ichneumon, sacred to him, Dr. Coomaraswamy's
criticism is as follows:

“The artistic interest of this figure fies in ifs frank realism, contrasting with the idealistic trestment
of the figures o far referred to.  The God of Wealth, far less remote and hard 1o reach than 50 exalted
& being as a Bodhisattva, is worshipped for material rather than spiritual benefits; he Is represented
as the very image of a fat trader scated in his booth awaiting customers, The patron saint of

perity and drade is a comfortable, worldly person | The realistic treatment of the firm fésh s as
masterly in its own way as the generalization of the more ideal types, such as the Avalokiiesvara,'!

The Colombo Museum many other bronze obijects, including several
Buddhas. One of these te 150C), 2 Buddha *of unique design' and uncertain

L Cmnm:wmg-. "Mahasana  Buddhlst Images from lwoourcd in Khotan and Chinese Turkestan grnerally.
Ceylon and Java', J. B. 4. S, 1900, p 2788, Thut valuable A manuscripl from Turfan calls him “the highcsi of the
article, and another enttiled ‘Indisn Bronzes' in Burlimgron mm Holstein, Tisantvustik, pp. 97, 122 note, Hibt.
mm May 1910, discuss in detail many images e, No. xil, St Pﬂer:bom;.p&m}_ *Fambhaly of

cannot be poticed haye.  Kuvers ( < Jambhals= Ceylon' wus known even in distant Nepu! (Foucher,
wkshas, Ho won spegially feanographic bouddhigue, PL IX, 3).
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date, found below Badulla, possesses considerable merit." 1t belongs to the same
eatly period as the two Boston figures described above.

Part IHI. IAVA

. The extensive and long-continued emigration from India to the Far East —
including Pegu, Siam, and Cambodia on the mainland, and Java, Sumatra, Bah
and Borneo among the islands of the Malay Archipclago —and the consequent
establishment of Indian institutions and art in the countries named, constitute
one of the darkest mysteries of history” The reality of the debt due to India by
those distant lands is attested abundantly by material remains, by ihe existence to
this day of both the Buddhist and Brahmanical religions in the island of Bali to
the east of Java, by Chinese history. and by numerous traditions prescrved in
India, Pegu, Siam, and the Archipelago. But when the attempt is made 1o Lrans-
muie conflicting traditions and imperfectly known archacological facts into
orderly history the difficulties in the way of success appear (o be largely insur-
motmntable, But, in order to render at all intelligible the fact of the existence of
magnificent achievements of Indian art in Java, to which island the summary
observations in this work will be confined, some atlempi, however imperfect, at
historical explanation is indispensable. In Java the forms of art are mlﬁhly
Indian in subject and style, of high aesthetic guality, and sufficiently dated 1o
permit of their correlation with the art of India. The less purely Indian and less
meritorious ramifications of Hindu art in the other countries of the Far East
must be left unnoticed.

Tt is certain that during the early centuries of the Christian era India possessed
an active and enterprising seafaring population on both coasts — that of the Bay
of Bengal on the east, and that of the ‘Arabian Sea on the west; and it is highly
probable that from the first 1o the gighth c:ntur“ emigration 1o the Malay Archi-
E!ago continued to proceed from both sides of India. If Javanese tradition may

believed, & large body of Indian emigrants, fed by Aji Saka, landed in the island
from the cast of India in the year 1 of the local era. equivalent 1o A.D. 75 or A.D, 78
according 1o various computations, but the details of the story are obviously
open to sceptical criticism. A m

The observation of Fa-hien, the Chinese Buddhist pilgnm who visited Java
in A.D. 414, and found ‘plenty of heretics and Brahmans, but not enough Bud-
dhism fo be worth mentioning’,’ is excellent evidence that 2 strong Indian colony
professing the Brahmanical religion must have been then alrmdg settled in the
island for a long time. The statement made in & late Chinese work that an Indian
colony arrived in Java during the reign of the Han emperor, Kwang Wu-ti
(A.D. 25-57), is credible, although the authority on which it is based has not been
ound! From the testimony o0 Fa-hien and other indications there is no doubt
that Brahmanical Hinduism reached Java long before Buddhism. According to
the Chinese History of the Sung Dynasty, the conversion of the island to Buddhism

' A tough fist of brogzes and other objects s printed em {Jowrnal Ashutigue, 1910, p. 3301
{n the Cutilogue Finds, Archaeological Eww;’qﬂ.':ﬁm; * Travels, chap. xl, in Giles's vertion. The other versions
w.m-mMum 906-7, p. 27, supplied « tLaidlay, Bosl, Legee) agiec qublontially with Giles.
b‘rlh:n-nietmnrchyhn. The Guldr 1o the Museum Fu-lien's statement i corrohorstad by coerwin pearly
| {1905) 18 palished n Spolle Zeslowich, Cou Bedilla sookamioiey InsRion enn AT e
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was effected by Gunavarman, Crown Prince of Kashmir, who had renounced his
rank in order to become a monk. He then joined a monastery in China and died
at Nanking in AD. 431, This statement dates the conversion immediately after
Fa-hien's visit.' :

Javanese writers, supported to some extent by local traditions of Gujarat and
Southern Marwar in Rajputana, affirm that in the year A.D. 603 a numerous body
of colonists sailed from Western India to Java.! The Siamese annals record that
in the year A.D. 685 (Saka 607)

‘great political disturbances occurred all over India, und the inhabitants, linding it impossible (o
make a living, were forced in large numbers 1o Jeave theit home and country and settle among other
nations. .. . Al that time four tribes of Brahmans, consisting of & considernble number of persons,
m;:lde C:hr:ir WRY ;::astwmi from “Wanilara™ to Burms, Pégu, then independent, the Laos Stutes, Siam,
an mbodia '

Traditional dates like those cited nutariaus!g require to be treated with caution,
but in this case both the dates in the seventh century happen to be credible, as
marking times of ascertained political disturbance in Ind. Thé earlier date,
A.D. 603, which falls within the period of anarchy and strife due to the Hun inva.
sions, precedes by a few years the consolidation of the empires founded by Harsha
in the north and by Pulakesin I1 Chalukya in the Déccan, The Ialerdale,.x.i}, 685,
approximately coincides with the fall of Valabhi, which is believed to have been
destroyed about that time by the Arabs then settled in Sind* The Chinese state-
ment in the History of the Sung Dynasty datingh e conversion of the island between
A.D. 414 and 431 is the most trustworthy of all, though of course the assertion that
the whole population was converted cannot be accepted. As in India, Brahma-
nical Hinduism continued to exist side by side with Buddhism. The earliest
known dated Indo-Javanese inscription is said to be one of the year A.D, 732
We are, therefore, justified in believing that the ancient Indian Brahmanical colonies
in Java received strong reinforcements from fhe mother-country during the fifth,
seventh, and cighth centuries. Considering that all, or nearly all, the Buddhist
remains in the island are later than the middle of the cigh century, we may
further infer that the new-comers were largely Buddhist in religion, and included
many skilled crafismen. The most ancient objects in the island possessing value
@s works of art are Buddhist. The late Dr. Brandes, who had a good right to
express an authoritative opinion, held that the buildings at Borobudur, with their
incomparable sculptures, should be dated between A.D. 778 and 928 (=700-850
Saka). According to M. Tissandier the Kali Bening and Sarj temples at Pramba-
nam (Brambanam) were begun in A.D. 779.° Oth¢r Indo-Javanese works,
however, are much later, the Chandi Sewa temple, for example, being assigned
to A.D. 1098, The Hindu kingdom of Majapahit in Eastern Java was overthrown
by the Muhammadans in A.D, 1478, when the ]:cpﬂcutud Hindus fled to Bali,
where their descendants still practise Brahmanical rites, including sari (suttee) in
its most appalling form, while another section of the population 15 Buddhist,

i e, L'Architeeture hindoue en_ EvieémeOilont, ut?mdn:i besring precise dates exiat from the fifth century.
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From these facts it follows that the whole history of Indo-Javanese Buddhist
art must lle between A.D, 420 and 1478, a period of more than a thousand years.
The finest works may be assigned to the ninth century.

In Java, as elsewhere, the late Mahayanist Buddhism so closely approximated Hinduized

15 Hinduism that sculptures which at first sight appear to be purely Brahmanical Buddhism.
may be really Buddhist. ‘Brambanam and Chandi Sewa’, Mr. Sewell observes,
‘are 1o all external appearances purely Bralimanical, though we learn on examina-
tion that Brahma, Vishnu, and Siva were there held Lo be Bodhisativas and not
gods. And this 15 the case everywhere in Eastern Java, the temples being mostly
Hindu in type (though always with a difference), and having statues adapted
generally from Brahmanical originals.”

The best known monument in the island is the vast pyramidal pile of Borobudur, Borobudur.
‘4 hill in nine stages’, combining the character of a stupa or dagaba with that of a
mﬁl: As an architectural composition the building, more than 400 feet square
at the base, is of small account. Its importance in the history of ari depends

the immense series of about 2.000 bas-reliefs adorning the galleries, which,
i laid end to end, would extend more than two miles. The best reliefs are the
panels of the so-called ssecond gallery', exceeding two hundred 1n number, which
ave arranged in two series, The upper series presents in easily recognizable stone
ctures the life of Buddha, as told in the ancient Sanskrit work the Lalita Vistara.
he scenes of the lower series, artistically of equal merit, resisted interpretation
uniil lately, but have now been roved to be illustrations of the Divyavadana and
_ including some of the Jatakas, or stories of the former
lives of Buddha. About two-thirds of the 120 panels in that series have now been
identified, and in time the balance probably will yield their secrets.  The intention
of the designer of the monument was that the worstugc_r, while makjn'g his ritual
tion (pradakshing) of the building, should instructed ocularly in the
3&11: [;inctrinr. of Buddhism, according to the system of the Mahayana, or *Great
e

it is difficult to choose among the numerous beautiful reliefs of the ‘second Example of
gallery' of Borobudur. Several of the best have been reproduced by Mr. Havell bas-reliehs.
and in the new edition of the Histary of Indian and Eastern Architeciure. 1 select ‘
one from the lower scries (Plate I151A). ¥ _ i

'All critics can go so far as to concur in M. Tissandier’s rather faint praise that Criticism.
the bas-reliefs are ‘'motifs ciselés dans la picrre @vec une puissance rare’; or M.
Foucher's more libertl criticism that they are justly celebrated for their good

roportions, naturalness of gesture, and the varnety of attitude in the figures.
Eut not everybody can agree with Mr. Havell that the reliefs exhibit *supremely
devouit and spontaneo art’, far excelling by their simplicity, unaffected naiverd,
artistic feeling, imagination, and magnificent conventionalism of the accessories i
the work of Ghiberti on the bronze doors of the Baptistery at Florence, which
Michael Angelo declared ‘10 be worthy to be the gates of Paradise’. The same
critic holds Eﬂt the simple life led by the artists of Borobudur left them in peace

| The miine Boro-Budur mesos ‘the Buddbns' escased in @ struture ol late mEsOREY The literary

{cf. Sarmkrit, Briked-derata). The nmh give workd mlﬂtrltmiaﬂ the relicfs all ‘belong to the Mo

efroteoun i thofis. " a[mmmn.mwm:mmm-

tenily a staged pytanud, {3 really comstructed On the oeotury pilgnm,  Jising. sdhered {Foucher. ‘INoick,

Eﬂ'l choylar :]:3& al) the angles being imseribed d;gwluﬂ: bouddhique', &, £ £ £ O, Janv-Mars,
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to concentrate their whole soul on this work, and kept their minds free and able
to listen to the voices of Nature and of their own inspiration —*the soul of Nature
speaking to the soul of man". In reality, as M. Foucher truly observes, the
immense processions of scenes at Borobudur have a ‘caractére livresque’ in virtue
of their being illustrations of sacred story-books, which deprives them of the
spontaneity and emotional (vibrant) expression that can spring only from contact
with living oral tradition. The compositions were prompted, not by the “voices
of Nature', but by & business-like, systematic endeavour to give visual €Xpression
to set passages in favourite authors; and we have not the slightest reason for beliey-
ing that the artists led particularly simple lives. We know, in fact. nothin
whatever about them or their lives. A certain unjfamlil[\:;f effeminacy (mollesse
characterizes the forms, as it does some of the much earlier compositions of Gan-
dhara. But, although it is true that the reliefs are carefully planned and must be
criticized as selected book illustrations rather than as the spontaneous utterance
of simple souls in direct contact with nature, they are extremely good and charmi
Fergusson thought that the art of the later cave-temples was ‘nearly identical
with Borobudur.' As a whole the Pallava and Chola sculpture of the South is
nearer to the Javanese work. They deserve the most careful critical smdyngg
professional sculptors, who alone would be in a position to realize how much
praise is due (o artists capable of executing more than two miles of stone pictures,
almost uniform in beauty and the displa{ of technical skill of a high order.

Notable sites, crowded with ancient buildings, are far too numerous in Java
to be even named. The most imporiant, perhaps, after Borobudur is Prambanam
sﬁmmaanamj, an early capital, where the temples are said to include six large and

30 small ones, supposed to date from about the tenth century,
The Javanese sculptures, in addition to reliefs, comprise multitudes of

images and detached stone images and small bronzes, of which only a small number of speci-

hronzes,

mens can be illustrated here.  From van Kinsbergen's plates T select a very pleasing

image of Sarasvati, consort of Brahma and goddess of speech and leaming, who

}sp !mism?d enthroned. The mongoose or ichneumon is her special attribute
ate ;

The other illustrations are from photographs kindly supplied by Dr. Coomara-
swamy and already published by him, and also, in part, y Mr. Havell.

The stone Buddha (Plate 152A) is one of several similar ima ¢s, nearly equal
in quality, which exhibit the Indian yogi ideal in an exccptiumﬁl d:gruh}::d and
agreeable manner. The expressive modelling of the right hand c{mmwal
commendation. _

Plate 151C gives a side view of the beautiful image of Prajna-Paramita now at
Leyden, of which Mr, Havell has published a front view. The name is that of
the most sacred book of the Mahayanist scriptures, ascribed to Na juna, and
thence transferred to a personification of Supreme Wisdom in mlu form.
Mr. Havell, who regards the image as being ‘one of the most spiritual creations
%i; Iiainy art, Bastern or Western', compares it with the Madonnas of Giovanni

ni.

The little bronze (Plate 152B), supposed 1o represent Manjusri, is one of the mos!
attractive of the Raffles collection IJ:IO the Bn!gh Mum:;

i, Ind. and E Areh, (1910), i, p. 426
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NOTES TO CHAPTER ELEVEN

Pautini Devi is probably the work of South Indian metal sculptors settled in Ceylon during the
1§k century. It has the characteristics of Chola art of that perniod.

The Boddhisattva from Anuradhapura is carlice than the 12th century,  lis most likely date would
be the 9th eentury when the Pallava metal casters were producing masterpieces in South India. It
m{“be the work of a South Indian stapathi. .

n fact, they are much inferior to the best Natarajas of the South Indian temples.

Al
A2




Chapter Twelve
CENTRAL ASIA, TIBET, AND NEPAL
Part 1. CHINESE TURKISTAN

Recent HE explorations carried on since 1896 by Sir Aurel Stein, Professor
discoveries. Griinwedel, Dr. v. Le Coq, and other savants, in the vast regions of Chinese
Turkistan, lying north of Tibet, to the west of China, and both north and
south of the Taklamakan Desert (*Gobi" of the older maps), have revealed ‘sand-
buried" and other ruins full of the remains of ancient civilizabons." Those remains,
which include thousands of manuscripls written in many scripts and l&nguag&z
known and unknown, also comprise multitudes of works of art, pictorial an

plastic, which, by their characteristics, mark Chinese Turkistan as the meeting-

ground of Hellenistic, Indian, Persian, and Chinese forms of civilization.
Immense  The wide extension of Indian languages, literature, and art from the second
amolnt of ventury of the Christian ers thus demonstrated has been a surprise to the learned
MAenal world, but the huge mass of material collected is so unmanageable that many
vears must clapse before ‘the most interesting subject’, as Dr, v. Le Cogq calls it,
of the relations between the early civilizations of India, Persia, China, and the Far
East can be worked out so as to admit of firmly established conclusions. At
present it is not possible to present ina few ciaagcs a satisfactory abstract of the
new knowledge concerning the diffusion of Indian art and learning in the Chinese
Turkistan countries, The paintings seem to be assignable mostly to the seventh
or eighth centuries, and 8o I:u:lf to fill up the gap in the story of Indian painting
between Ajanta and Akbar. In this section no more can be attempted than a
slight imdication of the extent to which Indian schools of painting, modified by

external influences, penetrated Turkistan, and, through it, the Far East,
Remans of  The discoveries made by Sir Aurel Stein during his various expeditions into the:
eighth Desert having been published in considerable detail, a fair idea can be formed
o of the achievements of painters following Indian models more or less closelyduring
Uiliq. the seventh and eighth centuries in Turkistan, Numerous fresco or distemper
paintings on wood and plaster were found at a place called Dandan-Uilig, which
was abandoned soon after A.D. 791. All these works may be referred with
confidence to the eighth century, and thus afford evidence of a sufficiently dated
stage in the evolution of Indian painting when exposed to the influence of the
Eersian and Chinese schools. A few of the more striking examples are reproduced

v 185101, =

Manted ne of the best preserved paintings is that on a panel (D. vii, 5), |5 inches
personages high and nearly 7 inches broad, which represents tl'-]:: sa:::nad or piim]y per-
on panel. conages, mounted, one on & pisbald Yarkandi pony and the other on a came
(Plate 153B). The nimbus behind the head of each rider indicates either his
high rmnk or his sacred character, The artists of the Mughal court in India
were accustomed to give this emblem of sanctity to the emperors and even to
members of their families, and in Khotan during the eighth century the same
practice seems 1o have prevailed. The picture speaks for itsell so clearly that
detailed di:smip_linn is unnecessary, but the blending of Indian and Chinese features
in the face of the horseman may be noted, and the free drawing of the camel

L The word 'Gobi" dmply means “desent” (Stein).
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deserves commendation. The horseman is repeated on D. x, 5 (Stein, Plate LXII),
but the identity of either figure has not yet been determined. .
The ugly picture on the obverse of panel D. vii, 6, measuring 123 % 8§ inches, Painting in

ng a three-faced, four-armed deity, supposed to be @ Tantric form of Tibetan

Avalokitesvara, squatting on a chequered cushion supported by two white bulls, JERRe

15 pqﬂ:ly Indian, and is so closely ted to the modern Lamaist compositions that

it might be deseribed as the oldast extant Tibetan painting. The body and front

face of the deity are dark blue, the face on the proper ﬁgt, with a feminine expres-

sion, 18 white, and the demoniac face on the proper left is yellow, The outline

is drawn in thick black lines, and the work has little aesthetic meril (Stem,

Plate LX),

The reverse of the same panel offers a surprise by presenting & picture of a A Persian
four-armed Buddhist saint or Bodhisattva in the guise of a Persian with black Bodhisattva.
beard and whiskers, holding a thunderbolt grajra} in his left hand. The combi-
nation on one panel of this almost purely Persian figure with the Indian image
on the other side suggests questions, at present insoluble, concerning the forms
which Buddhism may have assumed in Iranian lands, The art, scemingly of
higher quality than that of the obverse picture, is cerfainly more pleasing. The
four arms are a distinctly Indian feature (Plate 153A). The existence of this

ueer fisure may help us in some measure to understand the introduction of
Persi into the Buddhist pictures of Ajanta, which may yet be proved to
be an Indian development of Central Asiatic Buddhist art. But that hypothesis
at lacks historical su[iggn.

e most interesting of Dandan-Uiliq paintings is the fresco depicting The water-
some legend connect with a female water-sprite, probably the tale told by sprite fresco.
Hiuen Tsiang of the minister who married the widow of the Naga king in order
to secure the flow of water over the lands of Khotan. However that may be,
the design and exccution of the composition are of considerable merit, and well
illustrate the variety of elements ~ombined in the medieval art of Khotan. The
pose of the lady, whose figure in the original projects about 18 inches above the
water, is plainly a reminiscence of some Hellenistic Venus, such as the de' Medici
of the Capitoline, and the vine-leaf guarding her modesty y recalls the
conventional fig-leaf, Her ornaments are Indian, her face Chmese. Thus in
this one figure we can trace the meeting of the three civilizations, Greek, Indian,
and Chinese. The seated figures are more Chinese in zpe than anything clse.

1 do not perceive any Persian factors in this work (Plate 154A).

Another painting (D. x, 4), more primitive in style, illustrates the story of Chinese
the Queen of Khotan, a Chinese princess, who sucrctll(i; introduced silk cocoons Prineess
into her adopted country by concealing them in the folds of her head-dress. The frea00.
central effigy of the princess, boldly sketched with a few etching-like strokes, will
suffice as an example of the style (Fig. 154B). Tt will be observed that the head
of the princess, li the heads of the three other persons in the picture, is sur-
rounded by a nimbus or halo, apparently affording clear evidence that in Khotan
art of the eighth century, as in Mughal art of the seventeenth, the nimbus was
?vm to persons of royal birth as well as to divinities and saints. The lady's
atures are Indian rather than Chincse, \

Further cast, at Endere, between Niya and Cherchen, in ruins of gomewhat Sketch of
earlier date than those al Dandan-Uilig, Sir Aurel Stein found a sorap of faded camel and caif.
fresco on stucco with ‘delicate and harmonious colouring’, and an Indian-ink
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sketch on paper depicting a Bactrian she-camel suckling her calf, drawn in the

fewest possibie bold strokes with considerable spirit and vigour, A slight attempt
10 indicate the solidity or roundness of the body has been made by adding a wash
of faint colour round the contours (Plate | . The drawing seems to have
been executed with a brush, not a pen, and is free from conventionality,

The countries to the north of the great desert have i:rmred. to be equally fertile
in finds of astonishing richness. At the ruined city of Idigut-i-Shahri the E‘nmmn
explorers found the remains of Buddhist, Manichean, and Nestorian buildings
and art associated in such a way as to show that for centuries the adherents of
the rival creeds managed to live together, Ultimately, in or about the ninth
century, the Buddhists were massacred by the Chinese, a fact of which Dr. v. Le
Coq discovered terrible proof when he opened a chamber filled with the skeletons
of monks and other signs of ruthless slaughter. At this site curiotis votive flags,
both Manichean and Buddhist, were found with designs painted on plaster
applied to long strips of cotton, in the manner still practised by Tibetan as.

At Yar-Khoto, to the west of Turfan, paintings on silk, described as being
exquisitely wrought and harmoniously coloured, were obtained. Stein also
brought home from his second expedition a large quantity of similar silk designs
obtained in 4 walled-up temple near the Kan-su border, many of which are in the
finest condition.! The Yar-Khoto pictures are both Manichean and Buddhist,
the latter never failing to retain a distinctly Indian character. Al the Basaklik
monastery Dr. v. Le Coq discovered wall-paintings executed on a surface of plaster
comEoseg of loam and chopped straw.

e pictures at Chiggan Kol and Toyoq are in the archaic Indian style, whereas
m other places the Indian features have been much modified by Chi and
Persian influence. It is evident that the Turkistan paintings range over a long time,
and that, when their sequence shall have been worked out, much light will be
thrown upon the development of the pictorial art of Asia, ncluding India,

Students of Chinese and Japanese painting have been aware for some years
past that the specially Buddhist forms of art in China were derived from India
through Khotan, and on through Korea to Japan, the principal agent
in the transmission to Korea, and so to Japan, having been Wei-chi I-song, son
of Bajna of Khotan. Bajna was one of the numerous foreign artists in the service
of the Chinese Emperor, Yang-ti A.D. 605-17), and had been preceded at the
imperial court by two Indian monks, with names something like Kabodha and
Dharmakuksha. Both Bajna and his son, according to Chinese critics, worked
in a foreign, that is to say, Indian manner, and enjoyed high repute as Buddhist
%ﬂiz:ts. ¢ marked Indian element in early Japanese art is thus amply accounted
or.

Although the descent of the specially Buddhist varieties of the art of the Far
East from India, and more particularly from Indo-Greek protot in Gandhara
on the north-western fronticr, is abundantly proved, the evidence does not warrant
the larger inference drawn by Mr. Anderson that ‘a previously undeveloped art’
in China was dependent upon importations from India for its growth and develo
ment." The earliest extant Chinese painting, the fourth-century picture by Ku
K'ai-chih in the British Museum, does not show the slightest trace of sither Indian
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or Greek influence. Buddhist pictures form but a single subdivision of Chinese
painting, the subjeots of which, according to Professor Giles, may beclassified under
seven heads, namely—(1) history, (2) religion (including Buddhism and Taoism),
(3) landscape, (4) Mowers, (5) birds, (6) beasts, and (7) portraiture.’ Exceptin
the Buddhist designs under the second head, China learned nothing, and
nothing to learn from ‘the lund of the Brahmans’. 1| am disposed to agree with
Mr. Binyon, who finds in China if not the parent art of Asia, its earliest mature
flower in paintmﬁ'ﬁ

Mr. Griffiths thought that he could discern marks of Chinese infiuence in the
paintings at Ajanta: and he may be right, although such marks are pol very

distinet, and may, perhaps, be explained as derived from the common stock of ml
Asiatic art. However that may be, the art of Ajanta certainly produced no effect japan.

upon the general development of lpamting in China: and in Japan the only con-
spicuous instance of imitation of the Ajanta style is the wall-painting in the
temple of Horiuji at Nara, supposed by some critics 10 date from A.D. 607, but
according to others aboul a century later.’

Part 11, TIBET AND NEPAL

Wall-
painting of

e

The art of Tibet is 30 closely related to that of Nepal that the paintings of both Tibetan and

countries may be grouped together. The style is a combination of Indian and N

Chinese characteristics, traceable back to the earlier style of Turkistan, specimens
of which have been cited above. Nepal probably imitated Indian painting before
Tibet was sufficiently civilized to do so. According to Taranath, the earliest
Nepalese school followed the model of the school of the *Ancient West® founded by
Sringadhara of Marwar in the seventh century, while subsequent Nepalese artists
inclined rather to favour the methods of the Bengal ‘Eastern’ school of the ninth
century. The latest Ne artists before Taranath’s time in A.D. 1600 are said
to have had “no special character’,  All the existing specimens of Nepalese painting,
with the exception of the miniatures inn MSS., apparently are later than the seven-
teenth century. Most of the extant Tibetan pictures are believed 1o be not older,
but it is not possible to delermine exact dates.

Painting is still extensively practised by Tibetan Lamas for the purposes of their Mm

ritualistic worship and as a source of income. Usually the compositions are
depicted on long narrow banners of either silk or cotton. They may. be painted
cither directly on the fabric or on & coat of plaster ap lied to it, Pictures on
paper also exist. The silken banners obtained by Stein from & walled-up temple
near the Chinese frontier, and dating from the seventh or eighth century, closely
resemble those now made by the Lamay, Who follow strictly prescribed ritual rules.
The Lamas also execute [rescoes on the temple walls, some of which, according
to travellers, are remarkable compositions.

Tibetan painting is generally more a matter of skilled craftsmanship than of M

painting.

echanical
Lh

fine art. The canonical process of manufacture has been [ully described by methods.

Godwin Austen, who explains in detail the way in which a figure of Buddha is
built up. The draughtsman sturts by drawing & long vertical rectangle, within

which are inseribed a medial perpendicular line and sundry horizontal parallels

at prescribed distances. The different organs of the body are then plotted out for
b Aa banoduetlin 1o the Mistory of Chinese Piotorinl 7 A traciog [No. 148, Anderson’s Catal )} isinthe B M,
Art, 1903, p. 1, Mr. Okakum favsurs the later date.

& Palneing fn the Fur Easl (108 p. 44,
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insertion at certain intersections of the lines. For example, the face is plotted
from the starting-point determined by the intersection of the medial perpendicular
with the transverse line No. 17. The rcmainmﬁ paris of the body are worked
out in & similar way, and other sacred objects, such as a stupa (chorten, or dagaba),
are imaged on like principles,! Travellers tell us that the monks of the Greek
communities at h{oum Athos manufacture the sacred ikons in an equally
mechanical fashion. : _

The examination of specimens of Tibetan ritualistic paintings confirms the
expectation formed from knowledge of the mechanical process enjoined. The
line, however, is truly drawn and full of subtiety, The colouring is often rich and
harmonious, shades of indigo blue in particular being combined with black
in-a very effective manner. The execution of details, too, is often finished with
characteristic Indian minuteness.?

The British Museum possesses a considerable collection of Tibetan banner-

mtings on silk, mounted on rollers. Most of the pictures are distinctly Chinese
in style, with little trace of Indian influence on the art, as distinguished from the:

subjects. But a few are more Indian than Chiness. One such is No. 52, 63
(measuring 2 feet 3 inches % 20 inches), with an embroidered border. The
central figure is 4 seated Buddha of Indian style in the ‘earth-touching’ pose. An
unpleasant Tantric Bodhisattve of little artistic value is depicted on No. 2. 57.
The most characteristically Tibetan specimen, combining Indian with Chinese
peculiarities, is No, ¥%, 62, which possesses considerable beauty as a scheme
of colour, dark indigo blue predominating. The central figure is a horrible and
repulsive Yama, or Death, wearing a garland of skulls. The field is mostly
occupied by a series of serolls in dark tints, of distinctively Tibetan form, In
the upper section three small figures, a scated Buddha in Chinese costume, with on
each side a Bodhisattva, or Tibetan Lama, wearing a tall, conical head-dress, are
mlmbl_f: well executed. The painting does not look old.

The Tibetan pictures on cotton exhibited in the Indian Section of the Victoria
and Albert Museum, South Kensington, include many of great aesthetic interest,
especially No, 2451 from the Schiagintweit collection.

The considerable collection of %“"bctan drawings and paintings, presented by

Mr. Brian Hodgson to the Institut de France and still preserved there, has had
the lg_ﬂoq fortune to have been described by two eminent scholars, M, Barthélemy
St. Hilaire and M. A. Foucher. M. St. Hilaire, who formed a higher estimate
of the artistic quality of a set of ten numbered paintings in the collection than M.
Foucher can accept, criticized them generally in the following terms:—
‘Mais les monuments de sculpture et de peinture que nous venons de passer en Tevue sont [rés loit
d'étre dénuds de mérite; le dessin en ot quelquefois trés pur, les attitudes des personn goml
éléguntes ef naturelles, 11y & méme, qupiEun plus rarement, une onction profonds dans la physiono-
mi¢ du Buddha et des principaux .« « La composition est ordinairement tégulidre,
queliuefuis vasts et trés bien ordonnde, comme I'atteste la description que J'ai dennde plus haut du
troisiéme tableau tibétain.'

No. 3, alluded to in the passage quoted, depicts various Buddhas and & crowd
of worshi . The uppermost scene represents a Dhyvani-Buddha holding his
Sakti, or female counterpart, in close embrace, @ common subject in (hese paintings,

' *On the Sysiom of omlining the Figures of Dejties and Erre purifids du moyen de pritres of de formmbis 'etor
ofher i Diawings, s pouctized a1 Lasak” (L ASE,, m#mqmquﬂqwﬂmm]ﬁg_mt.l“nm
Fmt,w.nﬂ:m_&t e 1 131, with plnl;ai Noestde wm:ymaﬂ:‘u‘nﬂ mmmhmmmnr
ﬂ]i!. quu.nr.l L4 per=rmniges, g COmitnee Lamas B

toujours par les yeun, qui, ausitdl terminds, doivent ¥ fndiow Sculprure awd Puinting. - VK
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M. St. Hilaire considered No. 9, a large work measuring 1§ metres in length by
70 cm. in breadth to be ‘d'un travail presqu'aussi delicat que celui du numéra 3°,
No. 10, which includes representations of devil dances performed by Lamas wearing
horrible masks, is also commended.

M. Foucher has kindly selected No. 5 as being one of the best and most suitable No.5af
for reproduction (Plate 155A). Tt depicts Buddha in the ‘earth-touching’ pose Hodgson
surrounded by a host of worshippers on earth and in the clouds, and is framed colection-
in a pretty border. The figures of the adoring Lamas are numbered. Similar
numbers are inserted in other pictures,

The valuable collection of objects illustrative of Buddhism formed by Prince E, Tibetan and
Ukhtomskij, and once preserved in the Museum of the Emperor Alexander I, Mongolian
St. Petersburg, includes many Tibetan and Mongolian pictures, of which select PFRIE
?:amsns, including portraits, have been ved in outline as illustrations of the Ukhtomskij

‘atalogue in Russian p ared by Prof. A. inwedel. collection.

Very little can be reco ed concerning the pictorial art of Nepal, which, as known Nepalese art
to us, is only a modern variety of the Tibetan school (A 1) The extant specimens a variety of
are all Buddhist, and scem 10 pOSSESS little aesthetic value. The Hodgson collection Tibetan,
in Paris (Plates 155B, 156A), cncludes ten pictures, two of which have been repro-
duced by M. Sylvain Lévi in his learned work, ‘Nepal’. The first of his plates
is a reduced copy of No. 6, a large pen-and-ink drawing, 2 m. 85 cm. long and 1 m.
h‘ilit_t. believed to have been prepared 10 the order of Mr. Brian Hodgsomn. The
subject has been identified as a procession in honour of Padmapani or Avaloki-
tesvara, marching round the walls of a town in the valley. The drawing is carefully
executed and shows a knowledge of linear perspective presumably due to European
teaching, but as a sgémen of Indian art it is of no interest. M. Lévi's second
-and larger folding p reproduces in six sections @ phote ph of the illustrated
manuscript giving the sacred legend of Nepal. This work, 100, possesses little

it as art.

The Buddhists of the Northern School are fond of constructing magic circles Magic
(mandala) crowded with figures of Buddhas, worshippers, monks, lotus-plants, circles mn
wnd other sacred persons or things, belicving that the miker of user of such a HodEoen
picture will have a claim on the protection of all the influential beings and tucky
objects depicted. No. 10 of the Hodgson collection is such a magic circle, filled
with more than 200 figures. Another magic circle is No. 7 of the Hodgson collec-
tion. The silken magic circle in the British Museum (MS. Add. 8898) is accom-
panied by a descri tion from the competent pen of Col. addell. The composition,
as a whole, is ugly and barbarous, not worth copying, though the floral border
is y. . -
only relics of an ancient school of Nepalese painting arc the miniature Ancient
illustrations of 1wo MAnuscripts, Add. 1643, Cambridge, and A. 15, Asiatic miniatures
Soc);i_ggr of Bengal, Calcutta, which have been minutely studied and in large part * MSS.
reproduced by M. Foucher,! Unfortunately, the age of the manuscripts and
miniatures is not quite certain, but g:?bahly both date from the eleventh century.

The older document, that at Cambridge, cannot be later than A.D. 1015 the
Calcutta manuscript may be some fifty years posterior i date. The mintatures,
numbering 83 in Add. 1643, and 37 in A. 15, equal in height (0=055) the narrow

'ﬁnﬁ:mmmmumudmmt{dnﬂm mﬁﬂ-thempr{'nmmmmmmmm
Hed- Youl oy m,w.wlﬂmhlmﬂhﬁ Nationale, Paris - (Blochet, [nveninire! Revee  deg
to cite cxamphes. mens, d‘.nttuﬁnrrm the Biblipthégues, 1899, p. 265)
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strip of palm-leal’ on which the text is written, and each depicts a hely place, a
sacred nage, or an incident in Buddhist legend. Most of them being plainly
tabcllartrﬁgy ire of high archacological and historical value; but from the purely
aesthetic point of view are not of much account. .

The technique is simple. The outlines were drawn in red ink and filled in with
colour washes, only ihe five canonical colours being used—white, blue, red, yellow,
and green. The designs evidently transmit an ancient tradition, and are the
production of an art long stereot ; but, notwithstanding the mechanical mono-
tony of treatment, M. Foucher holds that these little paintings, although not
masterpieces, cannot be regarded as merely vulgar daubs. ve been drawn
and coloured by illuminators ‘trés suffisamment maitres de leurs moyens”. If
they date from the eleventh century, they may represent the ‘Eastern” school of
Dhiman, which according to Taranath was favoured in Nepal st about that time.

The plastic art of both Tibet and Nepal is Indian in origin and essentially one.
The art of Nepal, upart [rom wnod-cnn'ing, is represented by images mostly cast
in copper or cut in slate or coarse marbles,’ all being comparatively recent in date,
none, perhaps, being more than three or four centuries old. e castings are
made specially for Lamaist use in Tibet, They include large and small figures of
gilt copper, and many ritualistic instruments, such as candiesticks, thunder-bolts,
and daggers. The latter are usually in brass.

M. de Milloué gives a summary account of Tibetan fine-art wark in
copper:

‘Copper 'is found both native and In the form of pyrites in Tibet, where i is
with uncommon perfection. Several localities are well known for their famous foundries, whigh
supply the whole of the Buddhist East with statuettes of divinities. Lhasa has a spocial reputation
for small figures in 2ilt copper, which are esteemed the more the smaller they are, Iis productions
are casily recogmized by their graceful and somewhat arch (midere) style. The statoettes made by
the monks and craftsmen of Tashilumpo are equally esteemed.,  Most of the bronze2 statuettes come
from the workshops of the Tsang and Khams provinces. The bronzes lrom the region lest named
are famous for the perfection of their execution in details and their wonderful pating, qualities
especinlly noticeable in the exam which go back to the sixteenth or scventeenth coentury.
notwithstanding the impurity of the motal. Tséamdo, Juya, Bathang, snd Lithang sesm to be
the principal centres of this art industry, which possesses an eminently religious character.”?

A special characteristic of Tibetan art is the abundance of realistic, highly
individualized portrait statuettes of holy Lamas and other Buddhist saints.
How far such reputed portraits are actual likenesses and how far merely typi
forms it is impossible to say. They may be authentic portraits transmi by
tradition through contemporary paintings. A good example of such a traditional
portrait is the seated image of the ‘Dalai Lama of the Third Re-birth', alsa known
as the "Apostle of the Mongols’, whom he converted o Buddhism in the sixteenth
century (1543-89), The original is in the large collection formed by Prince E.
Ukhtomskij, until lalcii,r in the Museum of H.LM. Alexander 111, St. Petersburg,
which has been carefully catalogued by Professor Griinwedel,' The presentment
1s thoroughly realistic, and possibly may be from the life. No criterion seems to

' E. B. Havell, Stonr Carving it thin gquario, & Bad-Youl eu Tiber (Parls, 1906), p, 130, Trang
i Depot, Coarm, sl ““

It pp., 3 plites [(Hengal Secretarin Khami lic o the ean,

IWE'.I- ' Seo Profl. Grilawedel's Mythalogle doy Buddhismas in
! The Indlin castings =4 8 whole ate copper, with bruss  Tibit smd der Mougolei, Flhrer durch iie g size
coming inio uwse in comparatively modern times. fn  Firten E- Ukhtomaki] (Leipzlg, 1900}, cited a5 il ;
Burma and Indo-China the castings wre of true bronve  and his illustrated Cae 1ol the collection in Rssiun
a are the oldost in Tibot which show wirong Chinese.  (Bibliotheos Buddhica, No, vi, 2 lusc., §t

influcsce.  Most of these Tibetan 'bromess’ are copper  1903). The Tibetan name of nm
castings, the term belng wmed in o very wide wnse, bSad-amms-royasmise,
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exist by which the age of such images can be determined. The Prince’s collection Other
conlains equally good portrait statuettes. One notable portrait is that of the

Lama reproduced in Guide. Abb, 72. An ancient image in Chinese crackled
porcelain vividly represents in Indian pose a follower of the teacher known as
Bhaisajya-guru, ot Man-la, the ‘Buddha of Medicine’ (Guide, Abb. 94).

Other artistic examples of the same portrait class are i the Musée Guimet,
among which may be specially noted the bronze images of Padmasambhava and
Tsong-kapa, the founder of *Yellow Lamaism' (Petit Guide Hlustré, pp. 143, 144).

A reproduction of & statuette of Tsong-kapa from an original in the Piti-Rivers
Museum, Oxford, is here given (Plate 157). Portraits of this kind do nol come
from Nepal, so far as 1 know.

The effigics of Buddhas and deities (Plate 157B and C), although similar in lmages of
style to the human portrait statuettes, arc necessarily more conventional. They deifies
are often gilt and decorated with turquoises, The goddess Tara in her various
forms is, perhaps, the favourite, but many deities arc represented,’ (A 2). In
Plate 157 illustrations are given of three other figures—an unnamed teacher; the
Bodhisattya Manjusri; and his consort, Saranurﬁudd:si of music and poetry.

The last-named object, which is gracefully and freely modelled, closely resembles
the best Nepalese work.

NOTES TO CHAPTER TWELVE

Today we know much more about Nepaless pictorial art. The paintings are both Buddhist and Al
{ and some fine work has come 0 light. A2
Some: beautifyl Nepalese images in wood are known. See Plate 156B.
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Chapter Thirteen
THE INDO-MUHAMMADAN STYLES OF ARCHITECTURE

Origin of rrHIN about eighty years after the death of Muhammad in A.D. 632
Musslman W the followers of his religion reigned supreme over Arabia, Persia, Syria,
L Western Turkistan, Sind, Egypt, North Africa, and Southern Spain, the
marvellously rapid extension of Muhammadan power having been rendered
possible by the barbarism and weakness of the sub{::’gated kingdoms in Asia,
Africa, and Europe. The first contact of Islam, as M.M. Le Bon and Saladin
observe, was stimulating to what remained alive of the older forms of civilization.
Muslim armies, recruited in Persia, Syria, and Egypt, carried with them crowds
of Asiatic skilled craftsmen, who introduced everywhere the aris of Asia, and
modified the various local forms of art so as to suit the needs of the new faith

and satisfy the luxurious tastes of magnificent courts. The Arabs, althou
possessing little art of their own, succeeded in impressing upon the local styles
which they utilized for Muslim purposes a general character of uniformity, which

we now recognize as that of Musalman art.

Indo-Mu-  The Muhammadan conguest in A.D. 712 of Sind, which at that time was regarded
hammadan g5 distinct from India, did not seriously affect India proper, and the occupation
tbegins of Kabul in A.D, 870 was equally without appreciable influence on Hindu polity,

7 which continued its 1solated course unchanged by external forces, dl:veﬁpmﬁ

on the political side the Rajput kingdoms, and on the aesthetic side the Brahmanica
art already described. India did not feel thé impact of Muslim ideas until the
beginning of the eleventH century, when the repeated fierce raids of Mahmud of
Ghazni compelled her to take notice of the new force which had arisen, Before
his death in A.D. 1030 the Panjab had becomea province of the Muhammadan
Sultanate of Ghazni. But, until the closing years of the twelfth century, Islam
made no further progress in India. The early Arab conquerors of Sind seem
to have left nothing bul ruined Hindu temples behind them, nor are there tangible
traces of the rule of the Ghaznivide rulers of the Panjab.

The history of Indo-Muhammadan art begins with the year A.D. 1200 in round
numbers. Beétween 1193 and 1236 Muhammad of Ghor, Kutb-ud-din [bak,
and Sultan Altamsh had compelled all Northern India, including Bengal, to
submit, more or less completely, to the Muslim government established at Delhi.
The earliest Muhammadan monuments in India date from the reigns of the three
princes named; the m[:rincipal works of that time being the mosque at Ajmer,
the Kutb mosque and minar at Delhi, the gateway of the chiel mosque at Budaun
(A.D. 1223)," and the tomb of the Sultan Altamsh at Delhi.

Essentinls of The simple, world-wide worship of Muslims, who adore the One God and
& mosque. hate every kind of idol, can be performed satisfactorily without any buildin
But it is convenient to have a spacious edifice in which the faithful can assemb

on Friday, the Musalman Sabbath, to join in public prayer, and occasionally

hear a sermon. During prayer the worshippers should turn towards Mecca, the

direction of which is indicated by a niche or niches in the appropriate wall. The

Muhammadan mosque, or church, therefore, consists essentially of an enclosure,

with a niche in one wall to indicate the direction of Mecca. There should be also

a pulpit, and a tank for ablution. All other things, such as cloisters, chambers,

' Cunninghbaiit, 4. 8. Rep.. vol. xi p. 5, PLLIIL
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and lofty portals are unessential, being needed only for purposes of convenience
and dignity. The mosque may be wholly open to the air, or wholly or partially
roofed. Examples of wholly roofed mosques are very Tare in India, the only
one on a large scale being that at Gulbarga in the Déccan, Ordinarily 2 large
open quadrangle is the principal feature of an Indian mosque. The covered

rtions of the more considerable buildings usually consist of an aisle or aisles

fiwan), at the western side, with cloisters round the enclosing walls, and often

include huge gateways with many chambers, and sundry minor structures.
roofs are invariably domed in some fashion or aother, and pointed arches aré 4
prominent feature.’

_The almost universal presence of domes and arches, usually of the pointed
kind, in Muhammadan builﬂin% is due to the fact that Muslim architecture is
based on the style practised at Baghdad in the time of the great Abbasid Khalifs
(Caliphs), of whom Harun-ar-rashid (786-809) is the best known. The Baghdad
style was derived from the ancient vaulted architecture of Mesopotamia, as trans-
mitted through the modified developments of Sassanian times (A.D. 226-641).
The bngmnclzﬁs of the familiar forms of Muhammadan architecture have been
recently tra bi,r General de Beylié in the buildings of Samara in Mesopotamia,

*_Hnrl of the ninth century, and abandoned in 873, when Baghdad
i the Khalifate, From Baghdad the style spread rapidly
throughout the Muhammadan world, and became to such a degree universal
that it is hardly possible to imagine a mosque of brick or stone without domes
and arches.’ _

At the beginning of the thirteenth century, when Kutb-ud-din undertook
to build mosques and tombs at Delhi and Ajmer, domes and pointed arches
were recognized to be essential.  But the conquerors wers obliged to employ
Hindu masons, unaccustomed to turning true radiating arches and domes, and
ordinarily used only to make the semblance of such t'?: means of the horizontal
corbelled construction familiar to them with which the Muslim architects had
to be content. The cloisters were easily made up from the materials of overthrown
Hindu Jes, and retained a manifest Hindu character without objection.

At the Kuth mosque of Delhi the glory of the building is the screen of eleven
pointed arches, eight <maller and three larger, Muslim in form, but Hindu in
construction (Plate 160B), The faces of these structures arc decorated with
‘a lace-work of intricate and dclicate carving’, considered by Fergusson 10 be
‘the most exquisite ﬁmﬁﬂ of its class known to exist anywhere”. It bears some
resemblance 1o the rations of the Sassanian palace of Mashita and those of
certain parts of Santa Sophia at Constantinople. The similar screen at Ajmer
(Plates 158A, 160A), built between A.D. 1200 and 1235, consists of seven arches,
the central one being 22 feet 2 inches wide. *Each arch is surrounded by three
fines of writing, the outer in the ﬁf‘ic and the other two in Arabic characters, and
divided from each other by bands of Arabesque ornament boldly and clearly
cut and still as sharp as when first chiselled. the centre the screen rises (o @
the modgue WS ndhn@ya[l‘e:udby u valuable wreatise),. My text i bused on the pricle

"Les Origines de TArt nmusulman’,

Les B, Louis Brélver
educalion, The great mosques of Atin were univenities  (La Revur dev Tddes, Paris, No. 75, Mats 1910, pp. 183990,
‘well 4% places of worehip. imlpnhtnﬁh.#{muld'mfmuhnm.mm:i,chml

{Michofls, 'Muhammadan Architecturs _In  Ksshmir’, charasier.
Am. Rep, A S, Indis §906-7 pp. 161-70 with plates;
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height of 56 feet’ (Plate 158A), The illusiration shows clearly the Hindu mode of
construction, and the peculiar low conical dome appearing within.

Ongnof  The mosque colloquially known as ‘the Kuth' is commonly believed o be
'hFK“l'Ill"t':F named after the Sultan Kyulh-ud-din Ihak (1205-10), and it is true that it was

The Kuth
Minar.

completed in its original form in the year A.D. | 198 by him while he was still Viceroy
of Delhi and the Indian territory under the Sultan of Ghazni. But the building
is really named after a famous saint, Kutb-ud-din of Ush near Baghdad, who lies
buried near, and is popularly remembered as Kutb Sahib. _

Muslim usage requires that the faithful should be summoned to prayer at the
stated time by a loud call uttered by an official known as muaszin. In order to
facilitate his doty many mosques, although by no means all, were furnished with
4 minaret, or two minarets, from which the summons could be proclaimed. Some-
times the minarets were attached to the mosque, sometimes they were detached.
The Kutb Minar at Delhi, originally abotst 250 feet high, and even now not much
less, is the most remarkable example of the detached minaret in existence: Like
the adjoining mosque, it derives its familiar name from the saint, not the prince.
It is, however, some thirty years or more later in date than the mosque, having
been erected about A.D, 1232 by the Sultan Altamsh when he made large additions
to the mosque. The details of the building are due to its Hindu sculptors. The
structure has been so ofien described at length, that it will be sufficient to give
photographs (Plate 159A and B), and to cite Fer n’s authority for the statement
that the Minar is “the most beautiful example of its class known to exist anywhere’.
Fine specimens of minars of later date will be illustrated presently. The form,
a specially Muslim one, offers much scope for variety of treatment, *The minaret’,
as Sir George Birdwood observes, ‘is the one original featurs the Saracens con-
tributed to architecture.”

L e

Gateways of  The magnificent gateway erected in A.D. 1310 by the Sultan Ala-ud-din Khalji
Ale-ud-din on (he south side of the enfarged Kuth Mosque marks an advance in Indo-
Khalil. Muhammadan architecture. Here the true arches with keystones were no lon

constrained to execute the designs of their foreign masters by the stru y
inferior Hindu methods. The building consists of a rectangular chamber sur-
mounted by a low-spreading dome. The ornament is composed mainly of
etrical designs and artistic Arabic inscriptions, but sundry details show

mﬂmnelslggﬂ Hin Sﬂ ltmditit{)_n Lliﬁ‘f‘m 16!{1}.’ '
Tughisk  The Kings or Sultans of the Tu dynasty of Delhi in the fourteenth century
sivie al introduced a new style of amﬁ?ﬂcﬂm marked by massiveness and :xtral:lz
Pethic simplicity, qualities which have suggested a comparison with the early Norman
work in England. The most characteristic example of this severe style is the
tomb of Ghiyas-ud-din Tughlak, who was killed by a carefully devised ‘accident’
in 1324 (Plate 161B), The plan is a square measurin 381 feet inside and 613
feet outside, and the height to the top of the dome is 70 feet. The enormously
thick walls slope inwards. The exterior decoration is effected in an austere manner
the free use of bands and borders of white marble, varied with a few panels
of black marble, showing against the large surfaces of red sandstone.' No trace

of Hindu tradition is evident. The style 1s more or less unique.
At the close of the fourteenth century many provinces %rukc away [rom the

v T Moy, Soe. Arty, Jan 1911 p. 179, near Dbl (Cuni A. 5 Rep,, vol. xx, p. 156)
2,

' This building was copied for the gatewsy of the tomb  * Cunningham, 4. &, Rey. vol
of Sultan Sikandar Lodi, built in A.D. 1494 a1 Khairpur o, voL L p.d
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suzerainty of the Sultans of Delhi, and set up as independent kingdoms. Among
<uch mushroom states one of the most notable was thal known as the Sharki, or
Eastern Sultanate, with 1ts capital at Jaunpur, forty miles from Benares. [is
independence tasted until 1476. During its short period of glory thelocal sovereigns
occupied themselves by destroying Hindu temples and replacing them by mosques
designed on a grand scale, and in a distinctive style. The handsomest of the
Jaunpur mMOsques 15 the Atala, completed in 1408, of which the main portal is
shown in Plate 162A. The gateways and great halls are thoroughly Muslim,
with radiating arches and true domes, but in the cloisters and interior galleries,
where there was no need o roof large spaces, squarc pillars often borrowed
from Hindu temples; are used, and the construction s Hindu. The style, while
it has much of massiveness of the T;ﬁh]ak buildings at Delhi, is less severe
and more attractive, a curious hybrid of Muslim and Hindu.

Under the patronage of its independent kings Bengal developed @ Muhammadan
style of its own.

“It is* (Fergusson observes) ‘neithet like that of Dellu, nor Jaunpur, nior any other style, buL one
purely local, and not without considerable merit in itself; its principal eharatteristic being heavy
shorl pillars of stone supporting pointed arches and vaulis in brick—whereas, at Jaunpur, for
instunce, light pillars carried horizontal architraves and flat eellings.”

The second characteristic of the style is the curvilinear cornice copied from
bamboo structures. The best examples arc to be scen among the extensive
ruins of the cities Gaur and Pandua in the Malda District. The buildings are
mostly in brick and possess little beauty. But onc 1'n|+.:nt5(;1_l . known as
the Small Golden, or Eumch’'s Mosque at Gaur, is built W olly of basalt
with massive solidity. This elegant building, which has been called ‘the
gem of Gaur', Wwas erected about A.D. 1500, and is covered inside and
out with beautifully chiselled designs, including the Indian lotus. The gale-
way. is shown in Plate 163A. There are fifteen domes.

e buildings at Mandu, the capital of the Kin dom of Malwa, which was
I‘ﬁ:m AD. 1401 to 1531, are purcly Muslim in style, closely

related to those of the Sultans of Delhi. They are distinguished from the
later Mughal buildings by the absence of groining und by the spreading domes.

Unquestionably, the most beautiful of the provincal styles of Muham-
madan architecture in Northern and Western India is that of Gujarat. By
good fortune it has been studied more carefully than any other Indian style,
all the chief examples having been elaborately described and illustrated by
Dr. Burgess and his staff in three quarto volumes, fully furnished with plans,
sections, clevations, and photographs. The style is that of the late medicval
Hindu and Jain temples with such modifications as were necessaty for the

of Muslim worship, and is characterized by all the richness of
ornament distinctive of the temples of Gujarat and Southern Rajputana—a strange
contrast to the stern simplicity of the Tughlak buildings contemporary with
the earlier examples. Hindu construction, 100, IS freely used, but the indis-
pensable domes and pointed arches are introduced, The entrance 1o the chief
mosque al Cambay, for instan erected early in the fourteenth century, is
simp:l a Hindu temple porch, with a low dome, plain on the exterior, gut on
top of it.! The uisite roofed pulpit of Hilal Khan Kazi’s mosque al holka
built in A.D. 1333, has a purely Hindu pyramidal roof, and much of

¢ Burgmss, A, 5. R, Western Indie, vob. vi, PL XIX. p. 28.

The
Juunpur
slyle,

The Bengal
style.

The Mandu
style.

The Gujarat
style.
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the ﬁaneﬂad ornament with which the whole surface has been covered is

equally Hindu.'

Ahmadabad.  The finest examples of the sr{’I:. which, of course, gradually discarded some

of its Hindu features, are to

seen at and near Ahmadabad, the ancient

provincial capital, to the architecture of which two of Dr. Burgess's volumes
are devoted. The name of the city is derived from Ahmad Shah, Sultan of
Gujarat from 1411 to 1443, and the ecarljest Muhammadan buildings date
from his time. The domes of his cathedral (Jam'i) mosque are constructed
in the Hindu fashion. The elaborate traceries and other decorative accessories
of the Ahmadabad buildings will be noticed in the next chapter.

Mosque of  The best preserved mosctue in Ahmadabad, und one of the prettiest build-

Mahaliz jnos in the city, is that

Khan il by

Mahafiz Khan at the close of the fifteenth

century, The minarets are adorned with panels of rich floral mgu_ﬁcuuder—
cut to such an extent that it is almost detached from the masonry.

archi-

tecture still largely retains a Hindu character (Plate 1628).
Tamb ol The tomb of Abu Turab, about a century later than Mahafiz Khan's

AbuTutab. mosque, although still preseryin
with arches throughout, and is

g the Ahmadabad character, is constructed
completely free from Hindu pillars (Plate

163B). The perforated screens which ormerly connected the internal columns

have disappeared.

Buidings i The buildings designed in the distinetive Ahmadabad style have no
Persian specially Persian features, and are thus sharply distinguished from the styles

stile.

which we are about to notice, Butl two exceptional edifices at Ahmadabad,

the mosque and tomb of Nawab Sardar Khan; built about 1680, are quite
Persian in style. The mosque is very elegant.?

Styles of  The Bahmani Sultanate of the

Deccan, established in 1347 by a successful

the Decean: rovoll against the authority of Sultan Muhammad bin Tughlak of Delhi,

Golkonda.

broke up into five states at the close of the fifteenth century, The rulers of

all those kingdoms encouraged architecture, and, consequently, ancient build-
ings of greater or less importance exist at all the local capitals. The covered

mosque of Gulbarga has been a
nomle edifices exist in the same

Iready mentioned (ante, p. 153), and other
town. Bidar possesses an imposing mosque,

several remarkable tombs, and the ruins of a great college. The royal tombs
8t Golkonda, near the Nizam's capital, Hyderabad, are more or less familiar
to tourists. The special peculiarities of the Golkonda style, high clerestories,
stucco work in minarets, and domes of peculiar shape” with narrow bases,
may be illustrated from a tomb built in that style at Bijapur in the seventeenth

century (Plate 164A).
The n_buildings, except

a few of the earliest, are free from Hindu

forms and constructions, and are related to the Mughal Indo-Persian style.

But each kingdom had fashions of
The Bijapur By far the most important of
style. buildings in it date between the

its own,
the Deccan styles is that of Bijapur. The
rs 1557 and 1686. The most omate {s

the comparatively small tomb of Ibrahim Adil Shah II' (1579-1626), the

character of which may be judged

from Plate 164B.,

Tombof  The stately tomb of Muhammad Adil Shah (1636-60) is covered with a
Muhammad dome the second largest in the world, ‘a wonder of constructive skill’,

Adil Shah.

L Ibid, PL XXX p. 31, ' Burpess, 4. £ K, Wettern Irdia, vol. iil, p. 35, Pl L%, LY,
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balanced internally by an ingenious arrangement of pendentives, fully ex-
plained by Fergusson, and with an internal height of 178 feet.

“The esternal ordonnance of this building is as beautiful as that of the interior. At each angle
standy an octagonal tower cight storeys high, simple and bold i its proportions, and crowned by
a dome of great elegance, The lower part of the buildmg #s plain and solid, pierced only with such
openings #5 Are requisite 1o admit light and air; at the height of 83 fect a cornice projects (o the extent
of 12 feet fromy the wall, or nearly twice as rmsch as the boldest European architect ever attempled.

Above this an open gallery gives lighiness and finish 1o the whole, each face being further relieved by
two minarets.’

The name of the architect of this wonderful structure, commonly known
as the Gol Gumbaz, or Circular Dome (Plate 165A), does not seem to be
recorded. Foreigners, Asiatic or European, were frequently employed by the
Indo-Muhammadan sovereigns, and the Bijapur style is thought to show the
influence of Ottoman architects. An expert critic truly observes that ‘under
Mohammedan influence the dome-builders of India attained a mastery Over
this form unknown (o and seemingly unappreciated by the builders of the
Western world".!

At Tatta in Scinde is a fine group of tombs. The earliest of these is the Tata
tomb of Jam Nizam-ud-din which was built in 1508. Most of the tombs,
however, were built within twenty-five years before or after the year 1600,
and in fact are monuments to Moghul officials, The tomb of Sharfa Khan
¢. 1638) stands on a stone base, but is of brick and tile-work. It is rather

rsian n style than Indian.*

We now pass on to the Indo-Persian styles of the North, the only forms of Sur style:
Muhammadan architecture in India familiar to the world in general. The }sﬂh!;bé’gm
short-lived and unstable Sur dynasty (1540-55), of which Sher Shah was the
most distinguished member, had such a hard fight for existence that it could
not have been expected to pay much attention to architecture, Nevertheless,
soveral meritorious buildings are due to the Sur Sultans, and the mausoleum
of Sher Shah at Sasaram (Sahasram), built on lofty plinth in the midst
of a lake, is one of the best designed and most beautiful buildings in India,
unequalled among the earlier buildings in the northern Provinwes for grandeur
and dignity., Cunningham was half inclined to prefer it even to the Taj.
dome, although not equal in size to the Gol Gumbaz of Bijapur, is 13 feet
wider than that of the Agra monument,! Externally, the architecture is
wholly Muhammadan, but Hindu corbelling and horizontal architraves are
used in all the inner doorways, as at Jaunpur. The style may be described
as intermediate between the austerity of the Tughlak buildings and the femi-
nine grace of Shahjahan’s ma sece. Plate 166A may suffice to give 2 good
notion of the merits of this a irable s_t:.rlc. The plan is octa nal, and
coloured glazed tiles were used for decoration. Both the octagona form and
the use nfg!.andtilasmim rtations from Persia.’ _ .

Babar, the versatile fou of the Mughal dynasty, was an active builder Babar's
during his brief and stormy Indian reign of five years (1526-31). Holding & buildings-
poor opinion of all Indian sproducts. he summoned from Constantinople pupils
of the celebrated architect Sinan, 21 Albanian officer on the staff of the Janis-

. Ehisho 1BA., FSA, in J. Ra Soe. " Cumaingham, 4. 5. Rep., vol. xi, pp. 133, 127,
3 FJ::. I’lllﬁ‘i!.l:%. ! 8 w2 s Octagonal memorial n-?nqun al ihe fourtesnil ecriury

S mples of Tama tiles see | Copins, Scinde nsumnl_[,mmrumtmumiﬂnmdm
Tiles. 1ome 1. Fig. 267}
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saries, who had planned hundreds of .
Out of the numerous edifices erccted by these foreigners 1o Babar's
Delhi, Kabul, and other places, only two are now visible,

Chay. XIN
nt buildings in the Otoman

namely, the large mosque in the Kabul Bagh, Panipat, built after the great
1|.r1'-::ti.*.r:17:lrr of 1526, and the Jami Masjid at Sambhal in Rohilkhand, bearing the

same date (A H. 933),

The Panipat building is said to be still in fitir condition.

The Sambhal mosque has a remarkable ovoid dome? Although the Indian

buildings

of Sinan.

Babar’s accomplished son and successor. Humayun,
of Sher Shah, found time in the midst
building. But most of his works have
case, only (wo are known to have survived. namel

are much more Persian than Ottoman in style, there is some reason
for thinking that the grandeur of the pro
in Northern India and Bijapur may be part

rtions of the existing monuments
y due 1o the teaching of the school

the rival and opponent
of his unceasing wars to do some

been destroyed, and, as in his father's

¥, 4 ruinous mosque near

Agra, and one much better preserved at Fathabad in the Hissar District,

Panjab, which is decorated

in the Persian manner with enamelled tiles! The

buildings of Babar and Humayun are purely foreign in' decoration.

Akbar’s strong liking for Hindu Ways

of decoration, and many of the build
1605) are more Hindu than Muslim.
sion is afforded

been built for 4 Hindu Raja.*
demolished Eiy Shahjahan,
i

ings erected during his long reign (1
A conspicuous instance of such rever-
the well-known palace in
the Jahangiri Mahal, which really dates from Ak

induced him to revert to Hindu stgrlﬁ

56~
¢ Agra Fort, commonly called
r's lime and mi have

The other buildings of Akbar in the Fort were
d mausoleum of Humayun, near Delhi, erected early in Akbar's

reign, while distinctly Persian in style, is differentiated by the free use of
white marble, a material little employed in Persia, and by the abstinence from

coloured tile decomtion so much
The buﬂdini (Plate 165 B) is of
model of the inimitable ‘Taj‘.
the rest of the masonry
white marble. The four
make their first appearance in India.*

Space fails to enumerate even in the most
tural marvels of Akbar's palace<city of Fatehpur Sikri, begun

finished fifteen years later, and
in 1605.* That wondrous city

! Saldin, ap. 20, pp. 509, 561, with reference to Momni,
drchitestare ollvmuns

-c.umm..a,s.‘ . vob sil, g 25 E W, Smith, Taj
Akbar's o, dﬁ: note; ”
*The ruinous ¥

l'avg:ulugd by the a;;:_hitacts
special interest as being to
: ﬁdumc is

being in red sandstone, with intaid ornaments of
comer cupolas and

of that country.
some extent the
built entircly of white marble,

the narrow-necked dome now

summary lashion the architec-
m 1569,

practically abandoned after its founder's death
bears in cvery part the impress of Akbar's tact

¥ Comningham, A, 5. Rep., vol. |, P 24, Mr. Chisholm

Points our that in both the Tomb of and the
the sl corner domes are mrach <arlier in style than

the wiln dome and 1 .

mosque nt Kachpura ApTs s *meISEPmlmﬁ e Sikrl was the principal

descsihed Carlleyle, in Cunmi A. 5 Rep., residence of the Court. l?rgfn 1585 to 1398 Laljore was
vol: iv, p. 100: und by Muoinad-din, m%qu Tgf, the capital of Akbar, who moved fo in the latter
po 1L 0 b duted AH. 957 =A D, |530-, Fathabad ¥ear, but cantlaued o jwefer Fatehpur Si a8 a residonce
Oé<la i i ars bullding with  until hiv death. The regular issiso of colus Iom the
i e bullt to the order  Faichpue mint | Daeusesultansr)  contined. mly. satil
of "‘”“H““ abaat 1540 or 1541, whea e was on his  A,D, 1541 (AM. 939). Nomore iheard of the mint unii)
way to Sind (Ga Iy Cunningham, 4. £ Rep, vol. AD, [6289 (AL 1008), the Hrei of Shahjshan,

. 1L 1Y),
Awe Rep. A, 5.0 Incfa. 19023, po 62; and 19034,

when tine coin s known
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and genius, and justifies the courtly phrase of his bio%r:pher, who declares
that "His' Majesty plans splendid edifices, and dresses the work of his mind
and heart in the garments of stone and clay’. The fullest possible details will
he found in the four well-illustrated quarto volumes devoted 1o the subject
by the late Mr. E. W. Smith, a work not easily to be matched. But & few
words must be devoted 1o the southern gateway of the great mosquc, known
as the Buland Darwaza, OF Lofty Portal, a name justified by the fact that it
15 the highest of Indian gatcways, and pmong the largest in the world. The
height 10 the summit of the finials from the pavement at the top of the stairs
is 134 feet, and reckoned from the road at the foot of the stairs is 176 feet.
The structurce is a magnificent example of the Persian form of gateway,
deriving its dignity from the great semi-dome in which the actual doors are
inset—an arrangement cxtolled by Fergusson. The mosque, purgoning 1o
be copied from ane at Mecca, was bailt in 1571. The Buland Darwaza (Plate 166B)
was added in 160]-2 as a triumphal arch to commemorate Akbar's conquest of
Khandesh, and probably replaced a mare ordinary edifice consomant with the
other entrances. It may be tiken as typical of the innumerable similar gateways
on & smaller scale which characterize the Mughal style. Tt is the most beautiful
specimen of the second type of Indo-Persian architecture, that in which marble
is freely intermixed with. sandstone, which was used alone in the earlier style
exemplified by the Jahangir Mahal.

The extant contributions of the Emperor Jahangir (1605-27) to' Indo- Jahangir:
Persian architecture, although important, are not very numerous. The desi '-'*}Whm
of the magnificent mausoleum of Akbar at Sikandra nesr Agra, in which ° Akbat,
Jabangir personally had an undefined share, is exceptional. The building,

Oy in 1612 (AH. 1021), is said by one Muslim writer 10 have been
under construction for twenty Yyears, having been begun, according to custom,
by the sovereign whose tremains were to find their resting-place within it.
But the inscriptions and the Memoirs of Jahangir seem (o prove that it was
wholly erected under his orders between 1605 and 16122 It is composed of
five square lerraces, diminishing #s they ascend, and the only edifice of the

:od at all resembling it is Akbar's five-storied pavilion, or Panch-Mahal,
at Fatehpur Sikri, In all oriental houses and palaces the roof plays a part of
great importance in daily life. From the carliest times it was used as an addi-
tional room, being covered by awnings and screened in. These hangings,
which were beautifully dyed and embroidered, are indispensible m ughal
architectural planning, being hung from pillar to pillar or supported on finely
worked staffs. The Eﬁigﬂ of Akbars and Itimad-ud-daula’s {ombs is a trans-
lation into stone of 2 tcnt-lpa\"iliuﬂ on ‘the open roof, altogether in keepmg
with the Mu‘gh.td conception © rden-tombs. !

Another famous building © Jahangir's reign, the tomb of Itimad-ud- Tomb of
dauls, near Agra, finished in or about 1628 by that nobleman's daughter, the Jtimad-ud-
Empress Nurjahan, is almost equally exceptional in other ways. The material davla.
is wholly white marble, enriched with piefra dura patierns in semi-precious
stones, and equal to or surpassing in splendour the finest work of [the kind
executed in ethnhjahan’s Teign. Although the architectural design does not
wholly satisfy expert eritics, there can be no question that the structure

% Jahangir died in Oet. 1627, bul Bmmmn wad not T Awe. Rep. A, S, Initiz; 19034, 1 i9.
whie 10 sseond Abie tirone formally with) Feh, 1628,
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possesses rare beauty (Plate 168A). ; :

Passing by other notable buildings of Jahangir's reign at Lahore and clse-
where, we come to the reign of his son Shahjahan (1627-58), during which the
Indo-Persian style, by umiversal consent, attained supreme beauty in the Taj
Mahal (1632-53) (Plate 167), the Moti Masjid, or Pearl Mosgue at A
(1646-53) (Plate 168B), and the palace at Delhi (Plate 169A), begun in 1638
It is possible only to indicate briefly the gemeral character of Shahjahan’s
modification of Indo-Persian architecture, give a few typical illustrations, and
note certain points of special interest.

The style is essentially Persian, but with an undefinable difference of ex-
pression, and sharply distinguished from the fashions of Isfahan as well as
those of Constantinople by the lavish use of white marble, carved and fretted,
and supplemented by sumptuous decoration in pietra dura inlay and other
enrichments. Coloured tiles were rarely used. Open-work tracery of incom-
Famhla beauty is 4 marked feature, and spacious grandeur of design is success-
ully combined with feminine eclegance. It is, indeed, impossible to exag-
gerate descriptions of the magnificence of the Delhi palace, nor is there any
need to insist on the unearthly loveliness of the Taj, the noblest monument
ever erected to man or woman:—

‘Mot architecture! as all athers are,

But the proud passion of an Emperar’s love,
Wrought into living stone. which and soars
With body of beauty shrining soul and thought "

The chaste simplicity of the Moti Masjid commands admiration equally
ungrudging. “Verily,” says the inscription on its walls, *it is an exalied palace
of Paradise made of a single resplendent pearl, because, since the beginning of the
population of this world, no mosque pure and entirely of marble has peared as
its equal, nor since the creation ame universe, any place of worship, wholly
bright and polished has come to view to rival it.” That testimony is true. After
many years there is nothing which I remember more distinctly or with greater
pleasure than the pearly colonnades of this unequalled mosque,

The immense enclosed complex of buildings and gardens familiarl desig-
nated as ‘the Taj', comprises the central mausoleum, the mosque on the west,
a corresponding (jawab) edifice on the east, intended as a place of assembly
for the congregation of the mosque and the persons invited to the annual
commemoration services; huge gateways with many chambers, massive en-
closing walls, and various minor structures, some of which have been ruined.
The purpose of all was to honour the memory of Shahjahan's well-beloved
wife, the Arjumand Banu Begam, whose title Mwmtaz Mahal (‘The
Chosen One of the Palace’) has been corrupted into 7a/. Outside the enclosure a
considerable town grew up, named Mumtazabad, now represented by Tajgani.
The villas and tombs of the great nobles and many other buildings, few of
which remain, once crowded the approaches and surrounding space.

The Empress died in childbirth, on 17 June 1631 NS, (I‘; Zw'l Q'adah,
AH. 1040), while in camp at Burhanpur in the Deccan, where her remains
rested for six months. They were then conveyed to Agra, and the wondrous
tomb destined to ﬁrﬁ her immortal fame was begun early in A.D, 1632, corre-
sponding to the year of Shahjahan’s reign. When the plans had been
i Thid., p. 184, * Sir Edwin Amold,
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settled to the Emperor's satisfaction work was pushed on with eagerness,
some 20,000 men being employed daily.! On 6 February 1643 N.S. (17 Zuw'l
Q'acdah, AH. 1052), the anmiversary of the death of the Empress, the annual
funeral ceremony Wwas celebrated by the bereaved husband at the new mauso-
leum which was then regarded as complete. But the construction of the sub-
sidiary buildings continued for many years longer. The latest inscription,
one on the entrance gateway, was sct up in A.D. 1647 (A.H. 1057). We know,
however, from Tavernicr, who witnessed both the commencement and com-
pletion of the buildings, that operations did not cease finally until 1653,
nearly twenty-iwo years after they had begun. The general superintendence
was entru to Mukramat Khan and Mir Abdul Karim.

The statements of cost mcordg!}ggowﬁtm in Persian vary enormously, Cost

The Badshah namah gives Rs. 50, (50 lakhs) as the cost of the mauso-
leun itself. The highest estimate of the cost of the whole amounts to the
huge sum of Rs. 411.48.826:7: 6 (411 lakhs, 48 thousand, 826 rupees, seven
annas, six pics), as stated with curious minuteness, equivalent, at the rate
of 2s. 3d. to the rupee, in round numbers to four and a hall million pounds
sterling. Intermediate estimates put the s¢ at three millions sterling,
said to have been about the sum which Shahjahan resolved to spend. IF the
full value of materials be included, the highest figure is not excessive, and
may be considered as approximately correct
was increased enormously by 1t necessity of using brick scaffolding and
centring. Such lavish ex iture on a single monument and its adjuncts is
not likely to be repeated anywhere in the world. Shahjahan planned for him-
sell a mausoleum of equal magnificence to be erected on the opposite side
of the river and unit with the Taj by a marble bridge, but his family
troubles prevented the realization of this gigantic conception, and so he sleeps
beside the ‘Lady of the Taj'. “I}g were lovely and pleasant in their lives and
in their death they were not divided.”

The foregoing details, rarely to be found stated with accuracy, help us to Question as
realize the grandiose scale on which the whole composition known collectively l;_ ﬁ:ﬂﬂw

as ‘the Taj. was designed, and the absolute discegard of cost in realizing the
dﬁgﬂ uch of the credit for the Vastness of the scale must be given 1o

jahan himself, who, of course, is solely responsible for sanctioning the
unparalleled expense. But nobody supposes that the Emperor was his own
architect, and much interest attaches to the estion, ‘“Who was the architect
by whom this noblest of monuments was designed, and to what nation did
he belong?" The controversy on _the subject, lately revived, excites some heat
in the disputants. 1 approach it simply as a case in which evidence should
be weighed and appraised impartially, Gleeman’s notion that Austn de
¢ _ v .ﬁm lstosiel and Deserigrive, p. 113, From
According 10 Ma ngnniﬁ:hmﬂﬂi‘mﬁm.ﬂf&im the wriis pnnﬂufm,ﬂﬁﬂmﬂurcmmqﬁl;njhmm

lm{fmb,ule chap. ¥, P Mo doubl  esiimate of the oost B ven in ergon’y LTm

the numbers varied much from iime one Persian M now No. 11 ia Or. 2030, B M
& Carrect dates have been kindly lied by W Lrvine, Mwhuft_iwmnow.ly muaterial was presented by
Eaq., 1.C. 5. Ret. Those in the bou are usually wrong.  tribastary lmmmmmutﬂrmm
For tha valus of ihke rupes scc Tavernier, Travels in [mefizs, from the mates.  Mr. Chivholm i ;
mransl. V., Ball, vol i, 413, and Manrique {chap. 1x) "unz believing that “these diomes seem (o have been bullt wilh-
Tupti medio peso Espafiol’; and for lime of compienon, out centres’ (J Soc. Ars, Jam. 1911, p. 173). He
Tavernter, p. 110, The explanation of the ractical overlooked T ]
Wﬂmmﬁmﬂﬂhhw&lﬂumﬂ
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Bordeaux, a skilled French engineer and crafisman emplo by Shahjahan,
was the architect, and identical with the Master (Ustad) Isa (Jesus), also
called, more correctly, Muhammad Isa Effendi, certainly is erroncous,’ and his
statement, first published in 1844, secems to be the sole foundation for the
current assertions about the connexion of Austin with the Taj. Balfour’s
Cyclopaedia of India (3rd ed., 1885) boldly asserts that *Austin de Bourdeauy
was] an arlist who erected the Taj at Agra’. For that assertion I believe that
leeman’s loose guessing is the only authority. The note recently printed
by Dr. Burgess stating that the Taj was ‘most &:abahly dcsiFncdv E;rmﬂh
Mardan Khan, a Persian refugee’, is opposed to evidence of the Persian
History of The Taj,and I do not know on what grounds it is based.?

The Persian MSS. purparting to give the history of the Taj, the names of
the chief artists and artificers, and the cost of the buildings, appear o exhibit
many discrepancies in details, but to agree in stating that the chief designer
and draughtsman was ‘Ustad (or Master) Isa', otherwise called Muhammad
Isa Efiendi, who drew a salary of Rs. 1,000 a month, and was assisted by his
son, Muhammad Sharif. The Agra copy, in the possession of the hereditary
custodians of the monument, says that he came from ‘Rum’, interpreted to
mean Turkey or Constantinople, and that his son came from Samarkand.
Other copies are alleged to assert that the Ustad came from Shiraz in Persia,
The title “Effendi’ sometimes given to him is an' Ottoman one. No details
of his life seem to be on record.

The rival statement is the categorical assertion made by Father Sebastian
Manrique, 2 Spanish Augustinian friar, Visitor of his order in the East, that
the architect was a Venctian named Geronimo Veroneo, who drew a large
ga-}ary from Shahjahan. Manrique’s words, as translated by Father Hosten.

., BTE:

‘The architect of those structures was a Venetian, named Jerome Veroneo, who ‘went 1o those parts
in the ships from Portogal, and died in the city of Laor Lahore] shorily before my arrival.  Emperor
Corrombo [= Khurram==Shahfahar] gave him large salaries: but it is thought that he profited so

badly by them that when he died, they say Father Joseph de Casiro, of the [Jesuit] § :
Lombard by birth, lfound an him much less than was img?,,d_. o [Tesuit] Society, o

The author then proceeds to give merely as current gossip ( fama velocissima)
the story of Geronimo Veroneo’s supposed interview with Shahjahan. The
positive assertion quoted above seems 10 be made of his own knowledge, and
not as hearsay,” 1 attach little importance to the hearsay gossip, but much
to the categorical allegation of fact.

' Rambics and Reeallictiony, ed. V. A. Smith, v, “Ali Mardan Khan®, fip. Ges. | )
wol. I, p. 385, The M35, used by Anderson (Calcurta Rev,,  The Spanish text b - T Mﬁﬁlhhw fue un
IE73, p. 2%7) alleges that ariist No. |, annamed, “i.rare  Vieneclino por nombre Geronimo Veroneo gque passh o
rawer and artist’, was o Christish, an was ako nguellas puries en las naves d& Pormugal, ¥ murto eo la
! Sharif, Sleemun appears 1 have used a Eudﬂdthhmﬁmmmdnmiuhm Asile
similar document, and w with the costodian’s MS. in  davii ¢l Corrombo  Emperador prandess salsrica! mas
einting that Muhp Sharil sy the son of Neo |, supose apmovechar tan mal deflon, que quandiy mmrp,
whiuny Sleeman names o3 Hatad Tia, The pame lsa  dizan que lo hillirn el Padre Joseph de Casiro de bs
mymwnmlmmumthnumdm;ﬂ i, y d& nackon Lombardo, nmy menos de fo
Christlan [Jeatd) 1f "Ustad Isa® snd Miuhammad Stmtif  que of imaginave’ (Iiiseraris de fas Misziimes gue hi
really were Christians, ono of the objections urged against o/ Padre F. Sebartian Mawrigue, p. 352+ ol Roma, |69},
Father ue's statemen) ke removed, A reprint an ﬁwmu eppeared il Rome in
’ Fﬂmm ni.lilr.Mﬁ{rd:.uﬂm and | E-Archit:, 2od nlil; .}ﬁa Both are la the Britsh Mussum,
note. n o funous. Bodlslan Nosengey earhe along
aah han's service, mm or camls, I have consulled, Pl % L
und Inid oui the Shalemnr gurdéns a1 Lahore (e Index,

g
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Father Manrique spent about a month at Agra in December 1640 and
January 1641, and thence travelled to Lahore where he met Father de Castro.

He thus had ample opportunitics of learning facts as well as gossip, and, Manrique.

moreover, he was on friendly terms with the test of the Muhammadan nobles
Asaf Khan, ‘the ancient and only protector 0 the priests’, and father of the Lady
of the Taj, who gave him ‘a goodly alms’. Geronime Veroneo died at Lahore
a5 stated, but was buried at Agra, some four hundred miles distant, where his
tomb, dated AD. 1640, still exists, Before his death he had spent mongey, presum-
4bly a considerable sum, 10 ransom Christians from prison. Father Manrique’s
accuracy is thus confirmed on several points, and the fact that Veroneo's body
was removed to Agra for burial indicates that he must have been a person of
considerable importance and specially connected with Agra.

I have no doubt that the good Father's positive assertion that Veroneo Was
the architect of the Taj was made in perfect good faith, and, indeed, nobody
gﬁpugns his Tﬁgrsonal veracity. But it is argued that he must have been mis-
informed. most weighty objection raised is that the Taj unguestionably
gu-a_sial_ic in style, a development from the tomb of Humayun, and that cven
in the decoration, except perhaps the technigue, as distinguished from the designs
of the pietra dura inlae', there is little trace of European influence. The objection,
although deserving o attention, is not conclusive, because, so far as 1 can see,
there is no reason why a seventeenth-century Venetian of genius, aided by skilled
Asiatic technical advisers, should have been unwilling or unable to design a group
of buildings on Asialic lines, in accordance with a general idea prescribed by
Shahjahan, who must have known and declared what he wanted. M. Saladin,
writing without reference to or apparent knowledge of the documentary evidence,
simply in his capacity of architectural expert, eXpresses the opinion that ‘the hand
of a European architect has traced the exact symmetries and the outlines, perhaps
too regular, of the monument’ : adding that the decoration combines Florentine
elegance with Oriental richness, while the breadth and s try of the composi=
tion give the design the appearance almost of 4 classical conception.’

On the whole, after considering all the arguments, including that drawn from
the silence of other authors, [ do not scc any reason sufficient to discredit the
g_oaitive assertion of Father Manrigue, published in 1649 before the work on the

aj buildings was completed. It is not inconsistent with the Persian authorities.
I accept their evidence as provin that Ustad Isa} whether he was a Turk or 2
Persian, was the chiel a itect during the later stages of the construction; and
it is easy to understand that when the history of the monument was being put
on record no Muhammadan writer would have cared to recall the lpadmf part
taken by & long-deceased Christian European in framing the ori esign.
Thus the matter stands. 1 abide by the opinion expressed by me in [R93 that ‘the
incomparable Taj is the product of a combination of European and Asiatic
genius’, 1t slmufld be observed that no authority ascribes the design to an Indian

;(t? s main dun (Thid, p- 573% s Saladin’s wide expericnse of Muslim
umwmmphnnmmm exactes el les minmmm_nmmgnmhﬂuﬁmmmﬂ
peut-Etre. trop réguliers de ce mofmenl. « « Eutope entitles his critical opinioos 0 respectiul come-

ie” Hmmfsf‘dnumbw,tpmnp.ﬂl}. ‘Lo © The pame Ustad Isa commonly used s Incorrect.
::I que lo ccotre de 1 commosition . - - On The Tuller formm, Muhanunad Isa, 720 tymm‘hiu!;lﬁmd

donc que, Tl umnpleis. de lu composition €4 pur 1s the son of fsa’, ns Professor sargolioah
: de gonception
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architect. The credit for it belongs to either or both of two foreigners, one a
Venetian, the other most probably a Turk (A 1), The lively interést felt in the
question of the authorship of the building, which may fairly claim to be the most
beautiful in the world, will. I trust, be considered justification sufficient for this
long, although much condensed. disquisition on the subject.! _

long and unhappy reign of Aurangzeb Na.%(lﬁﬁ—l?ﬂ?}‘ ‘was marked
by & rapid decling in art, including architecture. Cmperor was more eager
to throw down Hindu temples than to construct great edifices of his own. Some
few buildings of his time, however, are not without merit ; for instance, the tall
minarets of the mosque which he caused to be erected al Benares on the site
of the holiest temple are graceful objects well known to all travellers in  India.
The principal mosque at Lahore (1674), almost a copy of the great mosque at
Delhi, but inferior to that noble building, is described by Fergusson as being
‘the latest ﬁcimﬂn of the Mughal architectural style’. The emperor’s own
tomb at Khuldabad near Aurangabad in the Deccan is insignificant. The buildings
in Persian style of Aurangzeb’s age, being merely examples of growing deteriora-
tion, are not worth detailed study or illustration. The tomb of Nawab Safdar
Jang of Oudh near Delhi (1756), a passable coEy of the mausoleum of Humayun,
is marred by wretched plaster decoration in the mterior. The shoddy buildings
of the Nawab Vazirs at Lucknow are pretentious abominations.

In many places modern architects have effected a graceful compromise between
the Hindu and Muhammadan styles by combining Persian domes with Bengali
bent cornices and Hindu or half-Hindu columns. Excellent examples of this
pretty though feeble style, as used for both civil and religious buildings, are to be
seen at Mathura and in hundreds of other localities, It is quite impossible to
tell merely from inspection of the architecture whether a building is intended for
Muslim or Hindu use. The modem part of the ancient shrine of Sayyid Salar
in Northern Oudh (Plate 169B) is a good example of the style in ils more
Muhammadan form.

Thus the story of Indo-Muhammadan architecture ends, as it began, with the
subj;:ﬁi:n of foreign innovations to the irresistible pressure of native taste and
methods.

L The principil Perstan. suthorities, a4 enumemted Mubammadan: writers a3 wefl as by Mr. E. B

by Mr. Wm. frvine, ure (1) the conlemporiry h!da Havell, "The Ta) and its . ! [Hhuhe:mh Century

B e i s e Vot o B AT b By o ket e
H i &L . H » - mod) n ! i n

uhammad Salih, l.:"tumf,.h,l-l. 1052), hﬁm Arch. 8. Tt !96':15. P I-X - Futher Hosten, 5.J.,

3 e of MSS., anonymous,  stoutly defends Manrique in hid article, "Who Planned

Ve m Taj, One copy ul ihe TajT (/. ond Proc. 4. S. 8., N, 8. vol. vi (1910),

at Agra, amd another E 251-8). Mr. Kesne also mocepted his statement
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NOTE TO CHAPTER THIRTEEN

T fio one seriously considers the claim of Geronima Yeéroneo 1o be considered as the architect
of the Tal. The concensus of opimion favours the theory that the architect was a Central Asian,
Ustad Isa. But another claimant 1o this honous is the builder of the Red Fort. Whatover the
truth be, on stylistic grounds a Centrul Asun architect would appear to be the most likely designer
of thit Mausoléum. There i no gainsaying the fact that it i & peerless monument. Certain
intellectunl foreign visitors regard 1t as fashionable to decry the Taj, while another idiosyncracy

to this group is to regard Humayun's tomb as & much greater architectural achievement,
1t may be observed that despite the vehemence with which such opinions have besn expressed the
supreme beaty of the Taj has remained unimpaired.

Al




Chapter Fourteen

INDO-MUHAMMADAN DECORATIVE AND MINOR ARTS
Part I. COINS, GEMS, AND SEALS

Limitations HAMMADAN architecture, excluding the styles most deeply affected by
of Musal- Hindu influence, and in spite of infinite variety in detail, presents, as we
el have seen in the last chapter, a character of general uniformity throughout

the Muslim world, partly due to the practically universal use of pointed arches
and domes, and partly to the free interchange of architects between different
countries, resulting in the frequent imitation of foreign models. Muhammadan
decorative art presents a similarly uniform character by reason chiefly of the
Koranic prohibition of images, which, although not universally respected, was
observed in all ages and countries sufficiently to impose narrow limits on the
Elements of field open to the creative artist. The orthodox Muslim decorator has found
JM“S““?‘““ himsell’ in practice constrained to restrict his invention to the dexterous use of
CeOration: ealligraphy, geometrical patterns, and floral devices. However varied in detail
the application of those elements may be, the effect is necessarily flat and some-
what monotonous.
_Scope of  In this chapter a few pages will be devoted to the art of calligraphy as displayed
this chapler in coinage, to the rare figure types on coins and gems, and to the exceptional
attempts at stone sculpture in the round or in high relief. They will be followed
by a condensed account of the leading forms of Musalman architectural decoration
arranged under the heads of Calligraphy and Decorative Reliefs, Lattices, Inlay
and Mosaic and Enamelled Tiles, No attempt will be made to follow the
Muhammadan decorator in his treatment of minor objects of luxury, which is
essentially the same as that of architectural omament. Even in his floral designs
the tendency of the Muslim artist is in favour of a formal, over-symmetrical con-
ventionalism, calculated to harmonize with his favourite geometrical patterns.
Alkbar’s taste inclined to a more interesting naturalism, as displayed in the exqui-
site ornament on his cenotaph executed a few years after his death, and designed
i his spirit. The art of painting, in the exercise of which greater liberty was
assumed, will be discussed at considerable length in the concluding chapter.
Transitionat It is 2 common error to suppose that the ancient Semitic prohibition of images,
Musatman repeated in the Koran, invariably prevented Muhammadan artists from
caing with senting the forms of living creatures, real or imaginary. As a matter of fact, the
figire types. prohibition, although respected as a rule, has been disregarded frequently in almost
every Musalman country from the earliest ages of Islam to the present day, and
especially in those countries, like Persia, where the Shia sect prevails, The intro-
duction of figure t in many ancient Muhammadan coinages was due to the
business necessity of maintaining for & time the forms of currency to which people
had become accustomed. For example, when the Sassanian dynasty of Persia
fell in the seventh century the newly appointed Arab governors continued 1o jssue
coins in the familiar national form with the king's head, distinguished from the
native issues merely by the insertion of Arabic legends in minute characters. In
India Muhammad of Ghor was ubli?d 1o accept a similar compromise and
even to issue coins bearing the image of a Hindu goddess.
Orthodox  In most Muhammadan kingdoms such numismatic compromises with idolatry
calligraphic were only temporary, and the die-cutters of the Muslim sovereigns were ordinarily
coinage. pbliged to content themselves with calligraphic devices, on which much skill was
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lavished, The coins issued by Sultan Muhammad bin Tughlak of Delhi
(AD. 1324-51), who has been called ‘the prince of moneyers’, are exceptionally
brilliant examples of camgraYhm art, A specimen is shown in Plate 170, Fig. 1,
and may be taken as a typica illustration of well-executed Muhamadan orthodox
coinage.
Akgg:,_notwighsgnndipg his scant respect for orthodoxy, submitted as 4 rule
to Koranic restricuons in the types of his coinage, which exhibits many varjeties
of artistic ormamental writing. A highly elaborated specimen, & rupee struck at
Agra, is shown in Plate 170, Fig. 5. On three occasions only did he permit
himself the luxury of figure types, and the pieces struck on those three occasions
are medals rather than ordinary current coins. A falcon (ibid,, Fig. 2) comme-
morates the capture of Asirgarh, the strong fortress commanding the road to the
Deccan, The Brahmini goose appears on an Agra coin (ibid., Fig. 4). Both
birds are well designed and surrounded by pretty floral scrolls. A curious piece,
exhibiting the figures of a crowned archer and a veiled lady (ibid., Fig. 3),isa
memorial of the submission in A.H. 1013 (A.D. 160-‘1-5} of the King of Bijapur,
who gave his daughter in marriage 1o Prince Daniyal, Akbar's youngest son.
Jahangir, although officially a better Musalman than his father, was less
orthodox in his coinage. He lone of all the Muhammadan sovereigns of India
dured to put his own portrait on coins intended for circulation. He habitually
disregarded the Prophet’s prohibition of strong drink, and was not ashamed to
show himself on the coinage holding a goblet of wine (ibid., Figs. 7, 8). He
also indulged in the freak of issuing a coinage, both Eald and silver, on which
the months were indicated by giclﬁﬁﬂ] symbols of the zodiacal signs, instead
of by words or numbers (ibid., Figs. 9, 10). The figure of Virgo is & European-
ized angel! The great bulk, however, of Jahangir's coinage is perfectly orthodox
in form. His five-mohur piece (ibid., Fig. 6) is an excellent example of first-class
ca.lli%:phy. Many of the coins of the later Mughal emperors are well executed,
E}’“ specimens given are enough to illustrate the gencral character of calligraphic
H“

Muhammadan gems and seals with artistic devices other than calligraphic
are necessarily extremely scarce. Mr. King, after referring to the rarity of cameos
in purely Oriental style, mentions one conspicuous Muhammadéan specimen

“The most remarkable example of all in the Orental class,” he writes, ‘although of modern origin,
came to my knowledge among the Webb gems (when sold by Chistic and Manson in 1854), the

ioct being the Teat performed by Shahiahan in cleaving agunder a lion which was mauling a courtier,
The intcription consists of two parts [namely], “The it of the Second Sahib-Qiran, Shahjahan
the viclorious emperor’, and the artist's signature ™ de by Kan Atem"™ [sic, the reading is imi-
possible).  The gem probably must be dnted early in his reign, for it shows Shahjahan with & mous-
tache bui no beard. He wears a long double row of big pearls round his neck, and, 4s & pendant,
a great convex gem. perhaps the Kohinoor,?

The actual feat commemorated here wasu?cfl'nnm:d by Shahjahan, as Prince
Khurram, when he rescued Anup Rai from the jaws of a tiger.’ -

Another notable Indo-Muhammadan artistic gem which has come to my notice
is the beautiful sardonyx cameo of the Mughal period, bought by Sir John
Marshall some years ago and now in the Lahore Museum, which is 3.6 inches

‘ouvre B dort iiscsulman, tome ii, D, 164},

fes beanx cgul mimmariques  sont
[ | monnass Dijeha (e03-1628) * A et Gest gl Rings, London, 1572, 14-16
o Lo e o nﬁ':.té desgin s for a.mlw Beveridge

h ﬁ'pimu.tﬂ-.h: v AMemoirs of Jahangir, trml, Rogers
MHdmulkrdmﬂhﬂﬂ:i"{mMm (1909), pp. 185-8.
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broad and 3.3 high. It represents two elephants with riders, locking their tusks
and trunks together apparently in combat.'

Part Il SCULPTURE

Musalman representations of living forms in stone or stucco of various ages
from Egypt, Mesopotamia, Asia Minor, and Slﬂ.m have been published, and
although rare in any one country, amount in aggregate to a considerable
number, A few bronze figures of a ruder kind, mostly dating from the time
of the Fatimite sovereigns of Egypt and Syria (A.D. 969-1171), are also known.?

In India the examples of sculpture in the round or in high relief, executed to the
order of Muhammadan princes, but probably by the hands of Hindu artists, are ex-
tremely few; the most notable of which any remains exist being the elephants, some-
times with riders, set up at the Elatewa}rs of fortresses, in continuance of Hindu
custom. Nearly every stronghold of importance had its Elephant Gate (Hathipol),
The portal of that name at Akbar’s city of Fatehpur Sikri is still guarded by the
mutilated figures of two mln&sﬂl:?hanls, perched on supports 124 feet high, whose
trunks originally were interlocked across the entrance. Aurangzeb caused the
heads to be knocked off. The elephants, being clumsily made up of large blocks
of hewn stone laid in mortar and joined by iron cramps, are of no account as works
of art.” Other statues, presumably of Hindu origin, which once guarded the Ele-
phant Gates of Gwalior, Mandu, and other fortresses have been destroyed.

William Finch, the English traveller, who visited Agra early in the reign of
Jahangir (1610), there saw ‘a second gate, over which are two Rajaws in stone,
who were slain in the King’s Derbar before the King’s eyes, for being overbold
in speech, they selling their lives bravely, in remembrance of which they are
heere placed’. From a note a ed by Purchas, it would seem that the two
"Rajaws’ were mounted on elephants. ¢ note states :—

“ It is =aid thal they were two Brothers, Reshoots, Tutors 1o 8 Prince, their nephew, whom the
King demanded of them. They refused, and were committed ; but drew on the Officers, slew
twelve, and at last, by multitudes oppressing. were slain, and here have Elephants of stone and them-
selves figured.™

Mr. Keens is of opinion that ‘the allusion probably is to the three sons of
Akhiraj, son of Akbar's brother-in-law, Raja Bhagwan Das of Jaipur, killed
in a fight arising out of a tumult caused by themselves in the Palace’.’ Whoever
the originals may have been, Finch's testimony is clear that two statues of men
over one of the gates of the Agra Fort were erected by order of either Akbar or
Jahangir, and Purchas’s note indicates that they were mounted on elephants.

The similar, but wholly distinct, statues of elephants with riders which formerly
stood at the Delhi Gate of the Delhi Fort, and of which fragments still exist,
have been the subject of so much discussion and misunderstanding that it is
desirable to state the facts as recently elucidated by the officers of the Archaeo-
logical Survey. The statements in all the ordinary books of reference are erron-
eous. The Delhi groups certainly possessed considerable merit as works of art,

' Amn. Rep, A, 8., India, 1905-6, p. 40, Fig. 1 * Hakluyemy Posthumnt or Purchas Hiy Pilgrims, in 20
! Catulogued by Migeon, Manue! f'art musalman. wome Il,  volumes, Maclehose, Glasgow, m‘m-r: vol, iv. po TZ
chape. i, vil ) Purchas does not citc any authority for his note,

' E.W. Spith, Fatkpur-Stkel, Part I, p, 33, PL LY, ¥ The incident, which eccurred 2% Dhec. 1605, i desribed
Small elephams, poorly modelled, occur among the by Jahangir (Memoirs of Soha ir, tranal. Rogers pmd
decorative scuiptures of various Mughal buildings. Beveridge (1909), p. 29). 3
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and the riders at least must be counted 2§ examples of sculpture executed 1o
Musalman . )

But before going into the history of the much debated Delhi statues it is well Life-size
to note that Jahangir, in the ¢leventh year of his reiign, had caused life-size figures Statuss in
of the Rana of Chitor (Amar Singh) and his son Karan to be carved in marble J‘*Eﬁ-?ﬂﬂ
and set up in the palace garden at Agra, below the window (darshan jharokha) = -
where the Emperor made his daily public appearance.! This undou ted fact,
recorded by Jahangir himself. is clear proof thut the early Mughal emperors had
no ohjection to life-size statues of men. and sometimes had them made. No trice
has been found of the garden effigies, which appear 10 have been carved at Ajmer
and thenee sent o Agra.

The history of the Delhi groups may be summarized as follows:

In 1663, uarl% in Aurangzeb’s reign, Bernier saw and warmly admired the History of
effigies of two elephants with riders which then stood at the Delhi Gate of the the Delbi
Delhi Fort. A few years later they were seen still in position by Thévenot. clephant
Siihsequently they were broken up by order of Aurangzeb, and the fragments i oo
cast away, In 1863 the buried fragments were found, and after an inter val some
of them were pieced together and made into an absurd monster, which was set
u,F in the Queen's Gardons, with a false inscription based on an erroncous guess
of Alexander Cunningham. Lord Curzon expressed a desire to reconstruct the
%QE from the broken pieces, but it proved impossible to carry oul his wishes.

'skilled European artist, Mr. R. D. Mackenzie, was commissioned to make &
new model. He did so, and his work is preserved in the Delhi Museum, Native
sculntors were then instructed to muke two elephants without riders fram that

ol. They carried out their orders a5 well a5 they could, and their productions
have been erected on the old pedestals.
. The original clephants were made of black stene (7 marble), and according Material.

“to Sir John Marshall, who has examined the fragments carefully, were ‘moulded
with masterly skill and care’ and “rue to nature’, They are believed to be of
Hindu origin. The riders were carved in red sandstone, and ‘their material, style,
and technique establish beyond a doubt’, according to the same authority, that
they were ‘carved by Mughal sculptors’, 8 phrase presumably to be interpreted
as meaning “sculptors of the Mughal period’. The actual artists are more likely
to have been Hindus than Musaimans. Whoever wrought them, the statues of
the riders also seem lo have been good, well-finished work,

‘Bernjer was told that the riders represented the brothers Jaimall and Palta, )dantity of
the braye heroes of the defence of Chitor in 1568, who ‘with their still braver the ridess,
mother, immortalized their names by the extraordinary resistance which they

sposed to the celebrated Ecbar.... It is owing to this extraordinary devotion
on their part that their enemics have thought them dasewin%moi' the statues
here erected to their memory.. 1 sec no reason (o doubt the truth of this

tion, which is confirmed by the fact already noticed that Jahangir erected
statues of two other chiefs of Chitor in the palace garden at Agra. But if the
stitues of the riders date from the time of cither Akbar or ana;lgir, they must
have been placed originally somewhere clse, and subsequently shifted by
who built the Dethi (Shahjahanabad) Fort. There is; however, nothing in Bernier's
statement to indicatc that the statues Weic not ordered by Shahjahan, who

" Boveridge, 7. R. A5, 1909, p. 743 Aempirs of Jabarglr, transd. Rogen und Beveridge (1909), p. 332
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may have been influenced by the precedent set at Agra by his father,'

Stawe of A Jife-size statue of a horse in red sandstone stan ing on the left-hand side
3 horse. of the Sikandra road about two miles from Agra, near the garden of Suraj Bhan,
and opposite 3 masonry Muhammadan tomb, may be a work of Mughal age, but

nothing definite about it is known, and no photograph is available. Mr, Beglar's
conjecture that it may date from the time of Sikandar Lodi, the idol-breaking

Sultan in the fifteenth century, is extremely improbable.?

Part 11l. CALLIGRAPHY AND DECORATIVE RELIEFS

Calligraphic  The Arabic alphabet in its various forms, as used for writing both the Arabic
d‘-"-'“;-:}“"‘r-' and Persian languages, is so well adapted for decorative purposes, that almost
"I every Muhammadan building of importance is freely adorned with texts from
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From Kadam Rasql Musque, Gaur, A.D. 1480,

the Koran or other inscriptions arranged decoratively to form part of the archi-
tectural design, and often signed as the work of famous calligraphists, A good
carll:\l( Indian example of such calligraphic decoration is afforded by the great arch
of the Ajmer mosque, where the outer line of writing is in the angular Kyfic script,
while the other lines are in a more rounded Arabic character. Later exam {:S
frﬁr;tr I_ndlu-Muhammadun buildings of all styles and ages might be multipli
indefinitely.
Relief  Musalman figure sculpture in the round has, as we have seen, slight artistic
decoration. yalue and is interesting chiefly as a curiosity. But Musalman decorative sculp-
ture in bas-relief applied to architecture may fairly claim on its merits to ta]f#
at least equal rank with first-rate Italian work of the kind (Plate 171A, B and C).
" L'on ne saurait,” writes M. Migeon, ‘trop recommander I'étude des arts de I'lslam nux artistes
décoratenrs el sux ouvriers d'art.  Par la pussante beauté de ses formules, pur s fantaisie toujours
régie par les lois les plus rigourcousement logiques, par l¢ rayonnant éclat de Ia couleur, || R'est pas
d'art qui offre plus de richesse décorative et plus de souveraine harmonie; I renferme des germes
féconds qui transplantés doivent fructifier 4 I'infini "
! For fuller details sec Amn Rep. A, S, ladly, 19056,  Latil, dgra, ﬂnrrwiman.-f.i'ﬁmmm',p 183,

pp. 3342 ! Manuel dart musidman, tome il, p, 454,
¥ Cunnmgham aod Beglir, 4. 5. Rep., vol. b, p. 183;
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eart 11 CALUIGRAPHY AND DECORATIVE RELIEFS I

The validity of the concluding proposition may be doubted, and it seems to
me by no means certain that the teaching of Musafman art to European craflsmen
would produce satisfactory results. But, however that may be, M. Migeon's
enthusiastic e of the decorative quality of Muslim art generally may be
accepled. The best Indian specimens, with which alone we are concerned. at
present, could not be surpassed as pure decoration. Among all the many varieties
of Muhammadan decorative designs none are more agreeable than the best of
those carved in relief on the Mughal buildings, from the time of Akbar to that of

jahan, The work of ‘Akbar’s time being more naturalistic, is more interesting
{han that of the later period, which is formally conventional, with 2 tendency 10
monotony.

The choicest Italian work does nol Surpass, if it equals, the superb carving on Akbar's
the white marble cenotaph of Akbar, which occupies the centre of the topmost cenotaph.

story of his mausoleum at Sikandra.

* The two oblong sides and the top are adorned with the nincty-nine titles of the Creator in alto-
relievo, set in delicate Arabic trncery (Plates X1 und XV of Akbar’s Tomb), The words Allahu Akbar
Jaita jalalaliu are inseribed on the head and foot, set in panels surrounded by most begutiful and
‘delicate floral oronamentation (ibid., Plates XVI, XVII : anfe. Plate XCIX, Fig, C). The carving,
whicl is most isitely done, is in very low relief, and savours of Chiness workmanship. Amongst
ather Mowers plants porirayed one recognizes the lily, the almond, and the datia, all of which
are found carved or painted upon Akbar's palace at Fatchpur-Sikri. In the jefi-hand corner of each
of the panels, cloud-Torms carved after o most distinctive Chinese type afe poticeuble. Similar
cloud-forms are met with the dado panels in the Turkish Sultanah’s house at Fatehpur-Sikn,
and it is generally supposed that they were executed by Chinese workmen.*

But forms of a like kind so often appear in Persian art that it is unnecessary 1o
assume the employment of Chinese craftsmen by Akbar.

+ small butterflies and insects. flitting from flower to flowet are varved upon the panels.  Upon
the top of the cenotaph & galam-dan of pen-box i# sculptured, signifying that the tomb is & man's,
in dl:iﬁlcﬂ.ou from 2 woman's, which 15 generally provided with the takiui or slate.”!

Shahiahan’s architects rolied on inlay rather than relief sculpture for Reliefat

decoration; but at the Taj dados are very cffectively adorned by conventional
flowers cul on red sandstone in low. relief (Plate 171C ).

Plate 172 illustrates the totally different style adopted in the much earlier Ahmadabad

Tai.

mosque at Ahmadabad, erected about A.D. 1500. The tree motive relichs.

e cteristic of Ahmadabad. The whole design is far more Hindu than
Muhammadan.

Part IV. LATTICES

Pierced stone screens or lattices used as windows were not unknown to Hindu
architects, and were especially favoured by the builders of the highly decorated
les in the Mysore, Deccan, Of Chalukyan style, At Pattadkal and in the
¢ “at Ellora beautiful lattices arc 10 be found. At Belur there are twenty-
eight such windows, all different. Some of these are picreed with merely conver-
tional patterns, generally star-shaped, with bands of foliage between; others are
i with figures and mythological subjects.” _ .
But the Musalman architecis, who were more restricted than the Hindus in
their liberty of decoration, developed the art of dﬁﬁ;ﬂﬁ and executing stong
lattices to a degree of perfection unknown 1o other . Endless variations

' dkbarr Sikandiarak, p. 15 . 440, with = bad Mustration
. o S . and E Archit ¢d. 1910, voL. 4 ;

Hindu
lattices.

Musalmin,
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174 INDO-MUHAMMADAN DECORATIVE AND MINOR ARTS Chap. XTIV

of geometrical patterns, generally pleasing, although wearisome when examined
in large numbers, are the most characteristic forms of Muhammadan lattice-work,
which is seen at its best in the Gujarat (Ahmadibad) and Mughal buildings. The
designs both in Gujarat and the earlier Mughal work have been often influenced
by Hindu tradition, The Muslim artists used the lattice, not only for windows,
but also for the panels of doors and for screens or railings round tombs with
excellent effect.

Ahmadabad,  The most beautiful traceries at Ahmadabad are to be seen in ten nearly semi-
circular windows of Sidi Sayyad's mosque built about A.D. 1300, which may be
fairly described as the most artistic stone lattice-work to be found anywhere in
the world. 1 give two examples—one with geometrical patterns, and the other
with the tree motive of Hindu origin, which should be compared with the modern
carving in the Mysore Palace.

* It would be dificult,’” Fergusson observes, ‘to excel the skill with which the vegetable forms are
conventionalized just to the extent required for the purpose. The equal & acing plso of the subject
by the three andinary trees and four F“lr.“"‘ takes it out of the categary of direct imitution of nature,
and renders it suffictently structural for its situation @ but pi the groatest wkill is shown |n the
even manner i which the pattern is spread over the whole surface., There are somes exquisite
specimens of tracery in precious marbles a1 Agra and Delhi, but none quite equal to this."! '

The material of the Ahmadabad windows is Gujarat sandstone. (Plate 173.)

Mughal. ~ The examples of well-designed and well-executed open-work tracery, chicfly
i marble, at Agra and Delhi are so numerous that it is difficult to select typical
specimens. But it is impossible to do better than to illustrate the style of 's
time from the tomb of Salim Chishti at Fatehpur-Sikei, buill A.D. 1571.
Plate 174A reproduces some of the marble screen-work enclosing the verandah,
exhibiting an elegant and effective combination of a geometrical pattern with a
conventionalized plant design.

The well-known railing round the cenotaph in the Taj may be taken as an
unsurpassed example of the art in Shahjahan’s time (Plate l‘JVS}. The lines of
the repeating pattern in this case are more like Italian renaissance than Asiatic
work, According to Sir John Marshall this is the only case in which Italian
influence can be discerned in the decorations of the Taj.~ However, it suggests a
textile design translated into relief in stone, and considered as such is purely
mmmi ]

Part V. INLAY AND MOSAIC

Masble inlay  The device for breaking the monotony of a wide wall surface by inserting broad
and mosdic. bands of white marble, as employed in the fourteenth century on the tomb of
Tughlak Shah, and a few years earlier on Ala-ud-din’s gateway, was commonly
used in the Musalman art of Central Asia, Syria, and Egypt, and was freely
adopted for Christian buildings in Ttaly. In Akbar's time this early severe form
of decoration was supplemented by mosaics made up after the Roman and
Byzantine fashion from small resserae, which were combined in Persian metrical
patterns, The great mosque at FatehpurSikri offers many examples. Some-
times the effect was enhanced by the insertion of little bits of blue or green enamel.

t Hist, el ﬁdf_‘ .‘I‘E'Prfi'-rwh!ﬂr 1900, vol i, B ﬂ& m"l;l: l:&im::l Itn us snake-like eatunglomeants of oot und
companion W represents o the hanyan stratples Uy foster paremt® (nfion At
distinctly “the plienomencs, nol far o the Indian @ Dell, p, 122, PLOXEVID
traveller, of o banysn-tres growing out of snd around § iz SAYID



Winidows of Sidi Sayvid's Mosgue, Ahmudabad.. Cir, ALD, 15040,

(From Arch. S, Western Imefial
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Part V INLAY AND MOSAIC (75

A greal innovation was effected by the introduction of the form of inlay known Pietra dura.

technically b the Italian name of pietra dura, which is composed of hard precious
or semi-precious stones, such as onyx, jasper, camelian, etc., cut into thin slices
and neatly bedded in sockets prepared in the marble. This process, of which
the best comparatively small i are to be seen at Florence, is capable of
roducing charming decorative effects when executed by capable workmen. In
lin, where. was disregarded, it was agflied to buildings on an enormous
scale. The boﬁ floral mosaics made of marble or red sandstone which appear
on the south gamwa{ of Akbar's tomb (1605-12) are nearly eguivalent in effect
to pietra dura work, but are not identical with it.! The Mughal kings evidently
loved flowers, which are admimhlgeatnd in all forms of art patronized by them.
The motives, are borrowed from Persian art. Nowhere else are the assimilating,
tmnsﬁ:mmig powers of the Indian genius more evident, both in the colour and
the perfect freedom of the lines,
earliest Indian example of true piefra dura, according to Maijor Cole, is
said to be that in the Gol Mandal, a domed pavilion in the small Jagmandir palace,
at Udaipur in Rajputana, built in or about 1623 for Prince Khurram, afterwards
the r Shahjahan, while he was an exile from his father’s court. The
m is very extensively employed on the a roximately contemporary mauso-
of Itimad-ud-daula near Agra, erected E‘; his daughter Nurjahan after her
father’s death in A.D. 1621, The general effect of the pietra dura decoration is
well shown (so far as it can be without colour) in Plate 176A, which represents
one of the white marble turrets at the corners of the tomb. The older style of
marble mosaic is seen in the lower panels.
Shahjahan (1627-58) wholly abandoned mosaic in favour of pietra dura, which
robably he learned to admire while residing in the Jagmandir palace at Udaipur
ore his accession. The decoration is applied so lavishly in the Taj and the
palaces of and Delhi that volumes might be filled with reproductions of the
esigns, which are familiar to most people from modern copies. One plate will
be enough 1o show their character (Plate 174B). They are remarkable for their
restriint and good taste, and are superior 10 the similar work in the Dethi palace.
The Florentine pletra dura inlay, a revival of the ancient Roman apus sectile,
’gﬁzgpﬂm, according to Major Cole, in the Eabbrica Ducale built by Ferdinand [,
“Puke of Tuscany, in 1558. The carliest certain Indian examples being
considerably later in date and wdentical in technique, a strong presumption ATises
that the art must have been introduced into India from ltaly. There is no doubt
that the sovereigns freely entertained artists from Europe as well as from
most parts of Asia. The resumption is not rebutted by the obvious fact that the
designs of the Mughal work are essentially Asiatic, and in the main Persian, because
the ordinary Indian practice is to transpose foreign importations, so to speak,
into an Indian key. ]gershm designs were readily assimilated, but in the seventeenth
century nobody in India cared much for outlandish European forms, or wanted to
hﬂ'l:gﬂlﬂ- ow, of course, things are different, and European forms are fashion-
able because the government is English. If Sir John arshall was correctly
informed when he wrote some years ago that ‘pietra dura work in a rougher and
earlier stage than was hitherto known' had been discovered in the ruins of the
Khalji mausoleum at Mandu in Central India, the presumption of Italian onigin

| E. 'W. Smith, Akbor's Tomb, Pls, XLI, XLII,

Earliest
example.

Shahjahan's
buildings.

Origin of
pietra dura
work.
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would no longer hold good, because Mahmud Khalji, in whose honour the
mausoleum seems to have been erected, died in 1475, But the details given in an
earlier report suggest that the remains found were those of mirble mosaic, fiot of

pietra dura inlay. | _
Modorn  The decline and fall of the Mughal empire during the eighteenth century
pletra thra: necessarily involved the rapid decay of the srts which had ministered to the
falay- splendour of the imperial court. Among other arts that of producing pierra
:Em inlay had been almost forgotten until about 1830, when Dr. Murray, Inspector-
General of Hospitals, induced the craftsmen to revive it for commercial purposes,
Since that time it has beén practised sufficiently to provide a constant supply of
pretty trifies for European tourists and visitors, but nobody dreams of decorating
4 building in the fushion which appealed to Shahjahan the Magnificent. The
plaques and other inlaid ob&‘mm now made at Agra are too familiar to need
gllusirtltggnn. A selection of first-class specimens is figured in Indian Art ar Delhi,

ate 17-A.
Glass  Inlay with mother-ofipear] ocours at Salim Chishti’s tomb, Fatehpur Sikri,
oSt and elsewhere.  Glass mosaics are to be seen in several Shish Mehals; or ‘glass
chambers’, at Udaipur, Amber, Agra, Lahore, and other places. Those in the
«ceiling of the Shish Mahal, Lahore, are said 1o be particularly well done. But
;I._i(_:h Snslgetricious bedizenment certainly is pot fine art, and need ot be further
iscussed,

Pary VI. TILES

Ancient  The practice of decorating wall surface with coloured enameiled bricks or
Persian Wles. (iles was of very ancient date in Persia, and derived ultimately from Babylonia.
The Lion and Archer friezes from Susa now in the Louvre, and well reproduced

by Perrot and Chipiez, are the best examples of the artas practised in Achaemenian

times.*  But the style of those friczes is not imitated in an extant Indian work.

The Indo-Muhammadan enamelled or glazed tiles were copied from a much later
development of the art in Persia, where the ancient technique app: rmtiy Wiis never

wholly forgotten. This later Persian work shows traces of glti,:?:m o, 4
Persian tiles M. Migeon believes that the Muhammadan use of enamelled tiles i numerous
of Timurid Persian buildings of the fourteenth and fifteenth centuries was derived from
8% Khorasan. From that province it scems to have spread to Samarkand, where
we find coloured tile facings on the tomb of Timur at the beginning of the fifteenth

century. Coloured tiles had become known in India at an earlier date, certainly

in the first quarter of the fourteenth and possibly in the thirteenth century, hut

the Timurid tradition of the Mughal emperors made them <till more fashionable,
The Indian work, although sometimes very Fnad. is mot admitted by experts (&

equal :I}e best Persian in either the beauty of the colowrs or the brilliancy of the

cnamei;

Fary Ve The Tomb of Baha-ulhakk at Multan, built between A D, 1264 and 1286, still
;{“‘M retains, or retained in 1882 when Cunningham wrote, ‘some fairly preserved
specimens of diaper ornsment in glazed tiles', which may or may not bé conterte.
poraneous with the building in its original form. The tomb was extensively

L A, Rep. & 5., Indla, [904-5, p. 5. aot stiong enough for use n pavemmenie
! Perrol end Chiples, Hisw. of Avi Prrdla, Lotdon, '* Migeon, Afwmsel i'arr mu fragn, baege ¥
1992, p. 420 and plates.  Perslan Todian tiles mre 11'm"'""9”""“‘“"'.
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Pare V1 TILES 177

rebuilt in the seventeenth century, and Sir John Marshall is of opinion that most
of the tile-work bc&nn% to that age. The tomb of Baha-ul-hakk's grandsom,
Rukn-ud-din (A.D. 1320), a well-designed octagonal domed building of brick,
in the same city, has its whole exterior

relaborately omamented with glazed tile pancls and string courses and battlements. The only
colours used are dark blue, azure, and white ; but these are contrasted with the deep red of the finely
I:nalhhud bricks, and: the result is both effective and pleasing. These mosaics are not, liks those of
nter days, mere pliain surfaces, but the patierns are roised from hall an inch 1o two inches above the
background. This mode of construction must have been very troublesome, but jts increased effect
i_uﬁ:d;__:ginhh. as it unites &ll the beauty of variety of colour with the light and shade of a raised
pa

The tile from Baha-ul-hakk’s tomb figured by Cummingham exhibits the “key
pattern’ in white on a dark blue ground: that from Rukn-ud-din’s tomb has
a white ground with interlacing circles in dark blue, the interspaces being partly
filled by six-petalled stars and polygonal blocks in pale azure.'

Two of the ues at Gaur in Bengal, the Tantipara and Lotan (Lattan), erected
between A.D, 1475 and 1480, are decorated with true encaustic tiles, Those of the
Lotan mosque are the best preserved. A collection of carlier glazed tiles from
Gaur in the Victoria and Albert Museum, South Kensington, is described as
having *a marked Hindu character, quite distinct from the blue, and diapered,
and banded tiles which are distinctive of Mahommadan manufacture elsewhere
in India, before the florid designs of the Mogul period came into vogue.” It i§

ible that the art, however introduced originally, may have been known to the
indus of BmFal in an imperfect form before the Muhammadan conquest.

The palace of Raja Man Singh at Gwalior, built at the beginning of the sixteenth
century, ‘was once profusely decorated with glazed tiles of various colours’, as
noticed by Babar, who recorded in his Memoirs: “The outside of the walls they
have inlaid with green painted tiles, All around they have inlaid the walls with
figures of plantain trees made of painted tiles” Cunningham, writing in 1871,
states that
‘the plaintain [i.e. banana] trees mentioned by Babar still exist, They are of {he natural size, but the
leaves made of bright green glazed tiles are very regularly disposed on each side of the veliow stems,
and the effect is consequently too stiff and formal. The diamond patterns in blue tile, and the long
narrow lines of the same colour are, however, both effective and picasing.”

We now pass on to the more highly developed and artistic use of glazed tiles
after the Persian manner on the w is and domes of Mughal buildings. Most of
the Mughal tiling is of the kind called Kashi or Chini, composed of pieces cut
out from a painted sheet and laid as mosaic. The larger part dates from the
seventeenth century, with a range of colours considerably more extensive than
that employed on the early Panjab tiles already noticed.! Such Kashi tile casing,
sparingly employed on the tomb of Sher Sha and Humayun, came largely into

¥ Canntagham, A, 5. Rep., vol. ¥, pp. 131-3, Fl. XXXIX. pindan (Ssracenic) and Hindu formm, and may be referred
Al Sitpur in the Mueaflargarh District, whete similar tle o the eleventh ot twelith Seatury (Furnivil, Leodlesy
decorntion oceurs, the cotoars include yellow. The SUpus  Decormtive Tiley, 1. 118, Figs. T2-5).
thm frosm the ffteenth century, * Cunningham, 4. 5. Rep., ol 1, pp. 370

Birdwood, Induserial Aris fufie, p. 322 These 4 Gpinjons differ s to the mode of manufacture. M. 1

i enamicllid or s
body s similar that of red bricks, maulded on M";ﬂmmf“rﬂmﬂihhﬁ“ firing {J, Ind.
grolﬂm , forming & ground of dark  Ate, vol. i, pp, 17, 18); bot r. F. H. Andrews, after
y - m_ﬂﬂ?.’.?r"&um making experiments, belicyes that the shaped pieces were

y—have been laid. The patterns include Muhame cut after glating mnd Rring (Bid, vol. X, pp. T7-30),

ijpuuumunhluuuludﬁmmmimﬂmlm.

Gaur tiles,

Gwalior
tiles,

Tile-work
of Mughal
period.
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favour in the reigns of Jahangir and Shahjahan (1605-58), and continued to be
used in Aurangzeb’s time. The art is now extinct.

Tile pictures  The most remarkable series of tile pictures in the world is the huge band on
on wall of the walls of the Lahore Fort, extending from the El nt Gate (Hathi Pol) to
Lahors the north-castern tower of Jahangir’s quadrangle for a length of 497 yards. with a
Fort- height of 17 yards. Nearly the whole of this enormous surface is faced with

Mosque of

inted tiles representing elephant fights, a game of polo, and other scenes.
E—. Vogel has obtained tracings of 116 panels, of which muny select examples
have been reproduced on a redgusmd scale in colour.! )

The most beautiful example of Kashi tile-work on a large scale is universally

azir recognized to be the mosque built in 1634 at Lahore by the governor, Wazir

Khan,

Chini-ka-
Raura.

Eighteenth-
century

square tiles,

square blue and white tiles of a type well known in the west of Europe. This

Khan. The buildiﬁ is a well-designed domed structure with four handsome
minarets, constructed of small thin bricks. The exterior is led, the panels
and minarets being veneered with Kashi tile-work of great brilli . still in fairly
good preservation (Plate 176B).

Passing by several interesting buildings exhibiting more or less decoration in
coloured tiles, we come next to the tomb near Agra known as the Chini-ka-Rauza,
which has had the advantage of being exhaustively described and illustrated by
the late Mr. E. W. Smith in a volume mainly devoted toit. The building, a larg
octagonal domed tomb of uncertain date, supposed to have been built early in t
reign of Aurangzeb, in mﬂmoz of Afzal Khan, a poet who died in 1639, was
originally covered on the outside from top to boftom with mosaic in Kashi tiling
of various colours, worked up into numerous patterns so as to form one unbroken
fiat surface. Tt is now much dilapidated. The tiles, § of an inch thick, are bedded
in a layer of fine plaster an inch thick, which was laid on a stratum of coarser
plaster two inches in thickness. The principal colours include blues, greens,
orange, vermilion, lake, elc., in a variety of delicate shades with a metallic lustre,
the unavoidable slight irregularities of the surface producing wonderful pla
of light. One illustration may be given to show the style (Plate 177A). The tom
also exhibits some painted internal decoration in excellent taste.

Sir John Marshall describes as follows a third type of Indian tile decoration:

* A third kind of tiles is found on buildings of the eighteenth century, such s m o
Muhammad Amin at Lahore (beginning :igmg:ﬂh mnm?jrmd the mosque of Zntm!m mnum:
Lahore. The founder af the latter was a viceroy of the Punjab from A.D. 1717 to 1738, It is strange
to find the same type combined with Kashi wotk on the tomb of Asaf Khan at Shahdara as early as
A.D. 1634, The tiles of this class are squarc. They form, consequently, not & tile-mosaic 45 the
two earlier types, in which each separate picce has its own shape and colour, but are similar 1o the
tiles known in Europe, from where presumably they were introduced into India, The colours are
faint as compared to [sic] those of the Kashi tlles, pale green, blse and yellow being the most pro-
minent, In one case, the tomb of Sharf-un-nissa, known as the cypress tomb (Sarvvali magbara),
not far from Begampura near Lahore, we find, besides Kashi work on the lower bum;l' the walls,
seem to belong to the eightéenth contury, " %

In Plates 177 and 178 reproductions are given from photographs iall
taken of six artistic square tiles in the Victoria and Mbeﬂ.MEsmm?rI?:l:Iian ' lian}:
all believed to date from either the sixteenth or seventeenth cent . Plate 177B
showing the complete figure of a young woman seated on her hee with part of

] ‘A " - r. 13 e
nﬁrAs Porjal Cirele, 1901-2, pa prepared by M EWCM;;.MMWLM

LA T, 1911, Decorative Tiles, pp. 121 .
For u long list of Indisy buildings decorated with tiles, W grdiio o

L Tess
f.m’ T



4;‘97?

1&[0 ';ri ,.

_ﬂh EREIN
, Vog O] un
?ﬁl"{'- {d?:lﬂ"ﬁl
AL .,‘é v 4’515!7

— ; ‘r(\ ‘_'

H‘ .rl-’

A Iustrtion from Kafpaswtra.  AD, 139, Provincal Gujnrith style sl Mandu.

B, Kalpaird (ain) M3, Gujarai) School, ALY, 1468, Or 5149, - Rritish Museunt,

PLATE 179



Pamiing oo coton cloth.  Tllostration of the Amir Hamesah (AL 1550-75),
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another woman offering her a fruit, appears to be unique, and is supposed to date
from the seventeenth century. The drawing is good, and the general aspect

ts European influence, of which there was plenty in those times. Eﬁu
broken tile from Delhi (Plate 177C) presents & humped bull and flowers in brilliant
colours, The Eralgmcms of a hunting scene on two ect tiles (Plate 177D,
and Plate 178A) from Lahore are vividly designed and, 1 think, rightly referred
to the seventeenth century, when such pictures of Persian origin were much in
faskion, The floral devices on the Lahore tiles (Plates 178B and C) are pretty
and well coloured.

The modern tile-work of Sind and Multan is described in various books dealing Sind tiles,
with the industrial arts. The oldest Sind tiles on the Dab]ﬁ:' mosque and Mi
Jani Beg's mosque at Tatta, dating from about A.D, 1509, exhibit only two colours,
a deep rich blue and & pale turquoise blue, on a white ground, and so resemble
the early Multan tiles.! Multan used to be reckoned as in Sind, not in the Panjab,
as it is now.

v Cousens, H., Portfolio of Sind Tilvs, Griggs, 1906,
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Chapter Fifteen
PAINTING :
Part I, THE GUJARATI SCHOOL

HE study of Indian painting has of late been greatly advanced by the work of
T Goetz, Mehta, and Percy Brown, [and many other recent writers]. However,
a great deal [still] remains to be done, before an acceptable classification
of the various schools is arrived at. Dr. Coomaraswamy was among the first
investigators of Indian ie]nslming. It is therefore only right to outline his pioneer
views al the head of this chapter. To him, above all else, Indian miniature-
inting is divided into twe, the foreign Muhammadan school which rose under
ersian tuition during the reigns of the Mughal emperors, and in contradistinction,
an ancient, indigenous, wholly Indian school, which he designates ‘Rajput’, and
treats of as persisting “in Rajputana and the Himalayas . . . up to the end of the
eighteenth century, comparatively little affected by the Persian and European
mifluences which enter so largely into the art of the Mughal Court’.' * . . . Rajput
pamnting’, he writes, *has none of the characteristics of a new art. 1L is, on the
contrary, related to the classic art of Ajanla, as the Hindu language and literature
are related to the older Prakrits and to Sanskrit. . . . The Rajput paintings,
indeed, show a remarkable combination of folk idioms with ancient hieratic
design.” Mughal art, on the other hand, is 4 purely miniature art, unrelated to the
ancient Indian frescoes. It is courtly not popular, secular not religious, material
not spiritual,

Several objections may be made to this radical division. For one l.luﬁ it is

rfectly evident that both schools share a common technique, seemingly derived

rom Persian painting. Furthermore, 4 closer study of “Rajput Painting’, shows
it also to be a “courtly’ ant, associated with the capitals of various ruling dynasties.
It is also evident that on the one hand. the Hindu Krishna and Ragmala subjects
of the *Rajput’ schools are often embodied in purely ‘Mughal’ renderings, aithouih
they are of course commoner in Hindu Jaipur and Garwhal than in Dethi; on the
other hand, it is equally evident that magnificent examples of ‘Rajput’ portraiture
exist, fulfilling the same demand as ‘M " portraiture, Lastly, Goetz’ study of
costume and, still more conclusively, various dated examples of ‘Rajput’ paintings,
prove without a shadow of doubt that the bulk of ‘Rajput’ painting is posterior to

rather than contemporary with the great *Mughal' work of the court artists of
Akbar and Jahangir,

This criticism of Coomaraswamy's primary classification is reinforced by a study
of the few examples of pre-Mu, Indian miniature-paintings: known 1o us.
These are mostly illustrations to Jain palm-leal manuscripts, and the school has
therefore become generally known as ‘Jain'.' This is unfortunate for the art
was not confined to religious i'ﬁig&ls. It appears likely that many purely secular
examples exist, such as is the MS. of Vasanta Vilasa described and illustrated by
Mehta! This was written during the reign of Ahmad Shah Kutb-ud-din of
Gujaral in A.D. 145]1; only two older examples of the school are known. The
MS., in question is written on a long roll of prepared cotton, 35 feet 6 inches long
A %ﬁmﬂﬂ ff“i'ﬁ' Boston, xvil. 42. $:1rmltuﬂhtm, alio b “Dakm Art’; Jonr. fud Art.,

. oumassswamy's ploneer work on Joln Printing, ¢ Joc, &, p 13,
Part IV of the catalogue of the Indian Collection, Musenm
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Par: 1 THE GUIARATI SCHOOL 18]

and just over 9 inches wide. The colours are laid on flat and there is 2 prepon-
derance of red and yellow, the body-ground being yellow. Features are usually
rendered half-face, but occasionally side-face, the lpr_}g almond-shaped eye of the
Indian canon of beauty being greatly exaggerated. Trees are portrayed formally
as lozenges containing branch and foliage: this treatment is usual in Indian art
but is not found in the frescoes at Ajanta and Ellor, where foliage, blossom, and
fruit are fuxuriously reproduced. Here, except in the case of banana trees and
mangoss, the treatment is strictly formal in a rather slovenly way; only here and
there does any attempt at design lighten the arid convention. The fiw re-drawing
is weak, but fortunately the costumne with its detail of Jewellery and floating scarl
and waist-cloth is faithfully and dnlighti‘u]lz set down. On the whole one)is
i ed by the candour of this naive art, the purpose of which is frankly book-
illustration, as mdeed was the primary purpose of the masters whose work still
glows on the dark walls of Ajanta and Ellora.

Indian costume as shown in these paintings is proven conservative. The men
wear the waist-cloth (dhoti), long or short, with a scarf for the shoulders. Jewelled
head-dresses of various kinds are worn, but more commonly the hair was dressed
with flowers, The pyjama and the women’s veil do not appear. It is evident
that the costume of fifteenth-century Gujarat must be treated of as being akin to
that of Ajanta, not of Delhi and . The subsequent change speaks clearly
of a far deeper penctration of Mughal influence than has hitherto allowed for.

As has been said the bulk of the known illustrated MSS. of this school are Jain.
Of these the earliest appears to be the Kalpa Sutra in the Patan library dated in the
year AD, 1237, Two representative MSS. are the Kalpa Sutras respectively in
the India Office Library (A.D. 1427), and the British Museum (A.D. 1464). The
MSS, in the Boston Museum, illustrated in volume iv of the Catalogue of the Indian
Collections, form perhaps the best group for comparative study. There are also
several excellent examples in the Ghose collection in Caleutta, ineluding one dated
in A.D. 1480. The Jllpuslra,tions (Plates 179B, C and D) are from a MS. in the
British Museum. , ,

Since all these fifteenth-century paintings seem to belong to Gujarat, *Gujarati’
would be a preferable title to *Jain'.  As a local school they are closely comparable
with the few examples of medieval Nepalese paintings in existence.

Part I, MUGHAL PAINTING

It is undeniable that Indian miniature-painting is largely derived from Persia,
although the essential ‘Indianess’ of the work is also undeniable. Persian painting
15 divided chronologically into three periods, the Mongol, the Timurid, and the
Safavid. As a branch of Iskamic art, il exists as the result of a direct breach of the
Law, for it is written that whosoever ﬁl;ﬂkﬁr E} rgpmsmtau:&t ofa ﬁglutﬂ, hum{xq or
animal, shall give it his soul at the Day of Ju ent and so come to perdition.
Until the mlla%sa of the Caliphate of Baghdad ﬁmsgams that the Law was upheld,
for no illuminated Arab manuscripts are known to exist before the end of the
thirteenth century. It seems that Islamic painting came into existence under the
somewhat heterodox Aiyubite sultans, whose coins bear on the reverse the head
of the Byzantine Christ. The most important early MS, is the Schafer Makamat
of Hariri (Bibliothéque Nationale: Arabe, No, 5847), made in the year A.D. 1237.
In these pictures one sees d vital pictorial sense struggling to embody itsell’in foreign

Indian
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182 PAINTING Chap. XV

and decadent forms., Byzantine influence is obvious, the nimbus, vestments,
drapery, and the architectural setting being borrowed en bloc¢.  Oneis also reminded
of the art of the Persian potters and of the older tradition that lics at the root of
Sassanian art. . . . Islamic art was created in a land that had witnessed the rise,
modification, and decay of many schools of art, Assyrian and Greek influences
are blended in the colonnades of the Apadana of Xerxes, and East and West,
Bactria and India, Sassanian and Chinese met in the markets of 1he Takfamakan
trade-routes, long before the coming of the Mongols released Persian art from its
religious bonds.  As has been said, foreign influence is paramount in these early

ictures, but the drawing is full of interest, and when displaying familiar things,

orses and horsemen, and their furniture and arms, has a native vigour of its own.

Linder the Abbasids Arab painting flourished in the great cities of the Tigris
valley, Baghdad, Wasit, and Basrah. [Iis development and very existence was
cut short with everything else that represented the Caliphate at its greatest, in the
year A.D. 1258, the date of the Mongol invasion. The flood of destruction passed
away and good arose out of evil. Under Mongol rule China was in direct contact
with Persia. Byzantine influence and whatever remnants of decadent classicism
that still lingered on, died awa{{befbrc a steady current of influence from the East,
It has been pointed out that Hulagu had Christian wives and that the Mongols
favoured Christianity in the face of Islam. It has also been stressed that Central
Asia and especially the Tarim Basin was a polyglot meeting-place of foreign cultures,
western, Chinese, and Indian. However, from the point of view of Persian paint-
ing, Chinese art was the dominant art of the period, China was the source of
Persian technique and inspiration, not only indirectly by the importation of Chinese
wires, but, it is said, directly by the introduction of Chinese craftsmen, potters and
embroiderers, as well as painters. So arose in the Mongol cities of Maraghan,
ﬁ;lmni:i, and Tabriz, a well established art destined to a long and illustrious

istory.

The Mongol period (1258-1335) drew to its turbulent close, and out of chaos
emerged the house of Timur under whom civilization and art awoke to new life
in the cities of the Oxus, Bokhara, and Samarqand. Of this house came Babar,
the founder of the Mughal Empire of India. In Timurid Persia architecture
flourished, Shah Rukh of Herat, son of Timur, himself a poet, maintained
court-painters, one of whom ﬁumg:yed to China with an embassy. At the end
of the filteenth century Sultan Husain Mirza gathered at his court the most famous
artists of his time, among them Bihzad, the painter.

After the death of Husain Mirza in 1506 Bihzad was employed at the court of
the Safavid Shah Ismail. Under the new dynasty Persian painting entered upon
its period of romanticism. Timurid clanty and restraint were cast aside and
design and colour are lavishly conceived. At its best under Shah Abbas at the
end of the sixteenth century, this period inevitably led to decadence.

The history of Mughal painting begins with the name of Mir Sayyid Ali, In
the year 1525 Babar set out upon the conquest of India, a land, however, of which
he did not conceive ln%h];.r. Five years later he was dead. In 1546 Humayun
his son, was deprived of his empire by the Afghan, Sher Shah, and until his

1 For minb infleences | In Persdan painting, 3 But the survival of & few motives o
Manichean, see Amnold, Seme Servivalr in Persian ing.  sarvival of stylistic influcnce. Fre not postulate the
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victory in 1555 existed as a landless ret‘té%:n. One year of this period was spent
at the Safavid court at Tabriz, where Shah Tahmasp now ruled. Bihzad was
dead, but the work of a young painter, Mir Sayyid Ali, was already attracting
attention. His father, Mir Mansur of Badakshan, who was also a painter, was a
contemporary of Bihzad's. Another painter of growing reputation also attracted
the notice of the exiled emperor; this was Abdus Samad.

In 1550 both these artists joined Humayun’s court at Kabul. [t was here that
Mir Sayyid Ali was commissioned to supervise the illustration of the romance
of Amir Hamzah (Dastan-i-Amir Hamzah) in twelve volumes of a hundred folios
each. Sixty of these illustrations painted in tempera colours on ared cotton
cloth are in Vienna, and twenty-five of them in the Indian Museum, South
Kensington (Plate 180). They must probably be attributed to the artists of the
Rnfmnal court working under Mir SaA}rFid Ali, rather than to that painter himself.

Humayun's death Mir Sayyid Ali continued to work at the court of Akbar,
and also performed the pilgrimage to Mecea. The style of these early Mughal
paintings is, of course, largely Safavid, but it is evident that modification and
developments have already taken place. It is said that Bihzad added skill in port-
raiture to the art of painting; rportraitum is further developed in Mughal painting,
Also a greater use is made of relief and the range of colours is larger and more
striking. There is something, too, about the use of flower and foliage that is
un-Persian and wholly Indian. A certain simplicity and breadth of design
dominates the wealth of detail; the microscopic rendering of costume and
accoutrements, textile hangings and architectural details is doubly delightf ul in
so much as it is never obtrusive,

Such paintings on prepared fabric are common in India. It appears that paper
itself was rare, or at any rate that large sheets were hard to obtain.

Summing up the technique and quality of early Mughal painting, it may be
said that it was an offshoot of the Safavid school. the handiwork of artists trained
in the school of Bihzad.! However, as has been said, the local character of the
detail as shown in the portrayal of the Indian countryside and of its Howers and
foliage is proof of complete acclimatization, promising vigorous development.

Akbar succeeded 1o the insecure throne of his father when still a boy with this
distinction: that whereas Babar and Humayun were rulers in a foreign land,
he was native born. The culture of his court did not merely reflect at a distance
the splendour of Bukhara and Samarqand. The building of Fatehpur Sikri in
1560 heralded @ new era of Indian rule. And after the architects, masons, and
sculptors had done their work, painters were called in to decorate the walls of the

ublic halls and private apartments. The art of these paintings, as far as may
Eejtuigcd from what remains of them (Plate 181A), was closely allied to that of
the Mughal miniatures, the colours being a lied upon a ground of white pigment
laid directly upon the sandstone. Some O the paintings are purely Persian in
style; others are Indian, It is evident that many artists were employed, each
working in his own style. As the result of this co-operation under royal patronage,
a school of court-painters was set up under the Emperor’s direct control, the
Persian artists, Mir Sayyid Ali and Abdus Samad being, of course, prominent.
The latter rose to be master of the mint at Fatehpur, and afterwards Divan or

Controller of the Revenues of Multan.®

b Percy Irdicen Palnting, P, S6.
& His son ned the djmig of Amir-ul-Umars undes Jahaogir,
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184 PAINTING Chap. XY

The wall-paintings of Fatehpur are fully described in E. W. Smith’s book, The
Mughal Architecture of Fathpur-Sikri, from which Plate [81A is taken. The
treatment is flat, no shading being made use of. One scene in which winged figures
play a part is called *The Annunciation’ by the local guides, Chinese motives
such as dragon-clouds appear as an inheritance from the parent Persian school,
That the arts of painting and sculpture were closely united is proved by many
of the bas-relief panels where flowering trees and animal forms dre represented
in a very naturalistic manner.! It has been said that Mughal miniature-painting
are wall-paintings in little, a statement which tends to be confusing, since neither
branch of Mughal painting has anything in common with the ancient Indian
schools of painting of Ajanta and Gujarat, except certain inclinations to bright
colouring and fine line-drawing which seem temperamentally inherent in Indian

‘artists,

In Persia and India, as in China, calligraphy was regarded as a fine art worthy
of the most serious study, and masters of it enjoyed fame throughout Asia like
that of great painters in Europe. They were careful to sign and date their
works, which were cagerly collected by connoisseurs. Abul Fazl gives a list of
calligraphic experts, among whom in Akbar’s time the most eminent was
Muhammad Husain of Kashmir, who survived the emperor for six years. Man
of the albums in the London collections containing ‘muniatures’ include hun
of specimens of beautiful writing in various styles and of different periods, which
often stem to have been more valued than the drawings and paintings associated
with them. Abul Fazl enumerates eight calligraphical systems as current
during the sixteenth century in Iran (Persia), Turan (Turkistan), India, and Turkey,
distinguished one from the other by differences in the relative proportion of straight
and curved lines, ranging from the Kufic with ﬁve-ﬁixlhs-ufpsmi lines to the
Nastalik, Akbar’s favourite script, with nothing but curved strokes. The forms
of the Arabic alphabet used for writing Persian, although not distinctly remini-
scent of pictorial hieroglyphs, as the Chinese characters are, lend themselves
I'Eﬂdﬂ;!-lﬂ artistic treatment, and even Europeans may understand to some extent
the high technical skill of the ‘masters of the calligraphic art, and admire the
beauty of their productions. But full enjoyment and appreciation are possible
only to persons familiar with the character from infancy and sensitive to all the
associated ideas.?

‘Among the general charactenstics of Chinese painting the most striking, ne which has
ptfvnﬂtdngmm ftﬁmgly throughout its long hiﬂuﬁgj evolition, is the graphicudlitﬂfn?‘“;u ginu'n;;
Ch_u:l?: painters dn:, i;ﬁ:n of all, dmw and :nl{g]gmqhisur .= s The dilg:‘:m_ legends all carry
ol leading iden o common erigin essentinl unity of writin inti is umi
i constantly insisted upon by Chinese cElii:s of the two arts.*:; BRI A (e

The same idea dominated the Persian artists and their Indian imitators at Akbar’s
court. Abul Fazl, accordingly, devoles Ain 34 of his Institutes of Akbar to the
discussion of the "Arts of Writing and Painting’, passing naturally from the
aceount of mlh%ra‘rhm systems summarized above to the invaluable notice of the
eariiehistory of Indo-Persian painting, which forms our only source of knowledge
of subject other than the information to be gleaned ]:}'lboriously by minute
! See casts of the pancls from the Turkinh Sulinpa's howse  Ragum, Aura 's: |ibrarian, who died in 1583, The
in the lndian M. South Keusington. Department Mmm <., at South Kemsington,

LS St S e e ok s R, o e

Pi . He gives (p. 256) & list of Indlan calligraphists  * Buahell, Chinese Are, :
g s b oy gt b sty Aol 207,
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study in detail of individual works. M. Huart sums up the close relations
between calligraphy and Asiatic painting in the phrase: ‘En Orient la miniature
n'est que la servante de la calligraphie.” The phrase, however, is not applicable
to the ancient Hindu schools of Jaainling, which, except in so far as they may have
been influenced by Chinese and Persian ideds, were independent of the scribe’s
art. None of the many varieties of the square Brahmi or Sanskrit script ever
tempted the calligraphist to regard his manuscript as a picture, nor did anybody
gﬁm of collecting specimens of writing in that script merely for the sake of their
uty.

The rapidity with which the teaching of Abdus Samad and his Musalman
colleagues was assimilated and then modified by scores of Hindu artists of various
castes is in itsell sufficient proof that the foreign teachers must have found trained
indigenous scholars with whom to work. Men accustomed to draw and paint
could easily learn new methods and a foreign style, but not even the despotic power
of Akbar would have been able to create a numerous school of Hindu artists out
of nuthir;% _

This inference, inevitable from a general survey of the facts, is established with
certainty by the positive testimony of Abul Fazl that Daswanth, who disputed
with Basawan the first place among the Hindu painters of Akbar’s court, had
‘devoted his whole life to the art, and used, from love to his profession, to draw
and paint figures even on walls’. He was the son of a poor man, 8 member of the
Kahar ot palanquin-bearer caste; and when such a man, in spite of all social
disadvantages, could become a professional artist, many others more favourably
situated must have done the same. Daswanth’s genius was rescued from obscurity
by the royal favour. ‘Ome day,’” writes the courtly historian, ‘the eye of His
Majesty fell on him; his talent was discovered, and he himself handed over to the
Khajah (scil. Abdus Samad). In a short time he surpassed all painters and
became the first master of the age. Unfortunately the light of his talents was
dimmed by the shadow of madness; he committed suicide. He has left man
masterpieces.” Abul Fazl goes on to say that the work of Basawan is so excel-
len! that many connoisseurs preferred him to Daswanth.

As has been said the Koran, following the Semitic principle formulated in the
Maosaic Second Commandment, absolutely forbids Muslims to make the likeness
of anything in heaven or on earth; and the prohibition has been and is strictly
obeyed, with rare exceptions, in all countries and a1t all times, so far
as the decoration of ]]‘IDS?I]-BS and other buildings devoted to religious purposes
is concerned.' In book illusirations, however, such liberty is commonly assumed.
The Persians, adherents of the Shia sect of Islam, always have been especially lax
in their open disregard of the Koranic prohibition. The Mughal emperors of
India looked to Iran for the graces of civilization, and it was natural that Akbar
should desire to add the charms of Persian pictorial art to the amenities of his
court. Regarding himself as Head of the Church and pontiff of a new religion,
he cared little about the Prophet, and at a private party was heard by his Boswell
10 observe:

“There are many that hate painting, but such men 1 dishke. Itappears to me as if a painter had
quite peculiar means of recognizing God; for a painter in sketching anything that has life, and in

' Twa excoptional cas=ss are cited by Migeon. The Khallf  on the wulls two puintings, one of All, son-in-law of the
Akl {A.D. 683105} erected a moaque al Jerusalem  Prophst, and another, perhaps representing Fatima veiled
decorated with imnges of the Prophet and -inum (Manee] st musslosan, tome b, pp. |, 96
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186 PAINTING Chap, XV

devising its limbs ane after the other, must come to feel that he cannot bestow mdwid!.ulltiy upon kis
work, and 1s this Farced to think of God, the Giver of life, and will thus increase in knowledge.

He found no difficulty in gratifying his taste. Liberal pay and abundant
honour drew crowds of artists, both foreigners and Indians, Musiims, and Hindus,
to his magnificent court, where the more distinguished were enrolled as mansabdars,
or members of the official nobility, and assigned ample salaries. His system of
government making no distinction between civil and military employ, or rather
giving military titles to all official rank, the successful artists ranked as army
officers of good standing, while their assistants and allies, gilders, binders, and the
like, were enrolled either as members of the imperial bodyguard (ahadi), or &s

rivate soldiers, with pay ranging from fifteen to thirty rupees a month, sufficient
or comfortable subsistence. The industry of all grades was stimulated by weekly
inspections, at which His Majesty generously rewarded merit. _

lmpgcrial libraries of large extent were formed at Aﬂ' lhi, and other places,
stored with all that was best in Asiatic literature, both originals and !E@m n
translations, the volumes being enshrined in the richest bindings, and adorned
with miniatures regardless of expense. |

For example, the Razmnamah, or Persian abridged translation of the Maha-
bharata, with preface dated A.D. 1588, now at Jaipur, is said to have cost
£40,000 sterling; and Colonel Hanna estimates that his copy of the
now at Washington, must have cost quite half that sum.! The Akbarnamah,
from which 117 large paintings are preserved at South Kensington, was a similar
work, and Abul Fazl mentions many others.* According to the Spanish priest,
Father Sebastian Manrigue, who was at Agra in 1641, the imperial library at
that city contained 24,000 volumes, va]uud% him at the astounding figure of
6,463,731 rupees, or £720,000 su:rlin)g. an average per volume of aﬁmosi 270
mﬁs, e%uivalenl then to about £30.

¢ libraries thus formed were maintained and increased by Jahangir,
Shahjahan, and Aurangzeb (1605-1707); and even the weak successors of the.
last Great Mogul were not indifferent to the delights of choice books and dainty
pictures.’ But the political convulsions of the eighteenth and nineteenth centuries
destroved the imperial libraries, with most of the similar collections formed by
subordinate potentates like the Rohilla chief and the Nawab-Vazir of Oudh.?
Fragments of these wonderful accumulations are now scattered over the world
in private and public collections, and although constituting but a small fraction
of the great mass once in existence, supply ample material for the history of
Indo-Persian cﬂlhﬁmphy and the sister art of the miniaturist. Many of
paimntings have had adventurous histories.
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When Shahjahan began to grow old, his four sons, each eager to secure for

himself the succession to the throne, engaged in bitter, internecine strife.
Aurangzeb, the third son, a4 master of craft and guile, won the prize, imprisoned
his father, and assumed power in 1658, Dara Shikoh, his eldest brother, doubly
hateful as a rival and a heretic, was pursued to the death with unrelenting rigour.
Driven into the deserts of Sind, he was foully betrayed, and. 1o augment his afflic-
tion, before reaching the house of his betraver,
“received by & fool messenzer tlie sad inlelhigence of the death of that one of his wives whom ke loved
most, 4nd who had Medompinied him always during his misfortuncs,  He learnt that she hal died
of heat and thirst, not Being able to find a drop of water in the country to assuage her thirst. The
Prince was so affected by the news that he fell as thoogh he were dead.” '

The memory of this sad tale is recalled by a beautiful little album now preserved
in the India Office Library, which bears the unhappy prince’s autograph
inscription written stcross a splash of gold smeared over the delicately decorated
fiy-leaf: “This album was presented to his nearest and dearest friend, the Lady
Nadirah Begam, by Prince Muhammad Dara Shikoh, son of the Emperor
Shahjahan, in the year 1051 (=A.D. 1641-2),

The illustration of manuscripts was only one form of Indo-Persian art, and
that, as M. Blochet truly observes, was not always the most successful. The
highest achievements of the Indian draughtsmen and colourists were often
attained in separate pictures of varying sizes, which were frequently bound in
albums, like that given by Dara Shikoh to his beloved wife. The British Museum
collection includes many such albums, some of which, such as Hafiz Rahmat’s
volume, constitute historical dponrait galleries of the deepest interest, The fashion
set by the court of Delhi and followed by all the feudatory courts and many indi-
vidual nobles, was passed on to the wealthy English *‘Nabobs' in the latter part
of the eighteenth century, who gladly seized opportunities of procuring specimens
and brmfn them home. Certain pictures in B.M. MS. Add. 18801 were much
admired by Sir Joshua Reynolds in July 1777.

Occasional memoranda of prices give some notion of the pecuniary value
of such pictures. One of those speciﬁ noticed by Sir Joshua—a large sketch
of Shahjahan holding court—is marked Rupees 200, equivalent in those days
to at least £25 sterling. JIn the Johnson Collection at the India Office formed
by Warren Hasting's banker, Richard Johnson, a drawing of Nawab Shayista
jﬁmn'. a great noble of Aurangzeb’s time (vol. xxii, fol. 5), is priced Rupees 170,
and in another volume a number of more ordinary small portraits are priced
at 25 rupees cach. During the nineteenth century the taste for the work of the
school was lost by both Europeans and Indians, and very few persons seemed to
care what happened to the pictures, which were then procurable for nominal
sums. Intérest in them has now been revived, chiefly by reason of Mr. Havell's
efforts and the publications of French scholars. According to Badaoni, Akbar’s
hostile cntic, the courtiers” taste for illumindted books had been stimulated in
‘his time by a certain amount of compulsion, and it was natural that, during the
‘great anarchy’ of the Maratha period, when the influence of the Delhi court
sank to nothing, the amount of liberal patronage by the minor native courts should
diminish.  Nevertheless, even during those stormy times much meritorious
porirait work was produced, and some good portraiture was executed as late
as the nineteenth century. -
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When Bernier was writing to Colbert in 1669, early in the reign of Aurangzeb,
who had the Puritan dislike for art, the position of artists had become much less
favourable than that enjoyed by them in the days of Akbar, Jahangir, and
Shahjahan. The observant French physician, a thoroughly trustworthy witness,
described as follows the relations between artists and their patrons, or rather
taskmasters, as seen by him:

"Can it excite wonder that under these circumstances [of general misery] the arts do not flourish
here as they would do under better government, or as they flourish in our happier France? No artist
ean be expected to give his mind to hus calling in the midst of a people who are sither wretchedly poor,
or who, if rich, assume an appesrance of poverty, and who regard not the beauty and exoellence, bat
the cheapress of an article; 4 people whose prandees pay for 8 work ol ari considerably wnder i
vilue, and according to their own caprice, and who do not hesitate to punish an importunate artist or
tradesman with the korrah, that long and terrible whip hanging at every Omrah's [nobleman's) gate.
Is it not enough to damp the ardour of any artist when he feels that he can never hope to attam to
any distinction? ., . . The arts in the Indies would long agoe have lost their beguty snd delicacy if the
monarch and principal Omrahs did aot keep in their pay a number of artists who work in thelr
teach the children, and are stimulated to exertion by the hope of reward and the fear of the korrah
The protection afforded by powerful patrons to rich merchants and tradesmen who pay the workmen
rither higher wages tends also to preserve the arte. | say, “rather higher wages”, far it should not be
inferred from the goodness of the manafactures that the workman is held in esteem, or arrives ot a state
ol independence. Nothing but sheer necessity of blows [rom a cudgel keeps him emploved.'

inﬂ a subsequent passage the author describes the workshops attached to great
uses

*In-one hall embroiderers are busily emploved, s intended by 4 master, ' I
goldsmiths, in a third, painters, &.ﬂ:."y £ PR )3 D, IR ATOURE IORRSE S

Bernier's description of the servile position of artists, while applicable inlly
ta the experts in the industrial arts, must have been generally true also for that
of the professors of the fine art of painting. A tyrannical ‘Omrah’ and his
henchmen would not have drawn tice distinctions between the artist who painted
the miniatures and the embroiderers or carvers who executed the binding of a
sumptuous manuscript.  Indeed the binding is sometimes as much a work of art
as pictures are.} '

Excepting the modern Delhi miniatures in ivory, the frescoes, the early paintings
on cottnni and a few pictures on vellum, the Indo-Persian paintings are all executed
on paper.” 1 do not know any Indian examples of painting on silk in the Chinese
manner, The mdu-Pemaq, like other Asiatic artists, conceived  every ohject
as being bounded by firm lines, and consequently, his first step was the drawi
of an outline, For the illustration of ordinary Persian books, according (o
Blochet, the outline drawn directly on the page in red or black chalk was filled in
with colours at once, For more coslly and elaborate volumes the process was
more complicated, the illustrations being execuled upon a rate sheet sub-
sequently g‘gphacl to the blank space left in the manuscript. That sheet was first
covered with a layer of very fine plaster, mixed in 4 solution of gum arabic. The
outline was then drawn upon the perfectly smooth surface thus obtained, and
opaque body-colours, mixed with water, were laid on in successive layers, just
as in oil-painting, but with the difference that mistakes could not be rmlénd.

o DA TS AL lt;;g;l “""mw“ﬂ‘ i m %'{&Wu W e prebenion) 1 21
M. MS. 3579, 0 ! BV~ 1 8 Hanna's £ , oow &l Washington, U. 8. A,
benutiful minuty has 8 Inchinled three examples on mthm:m narmely, lf"#n s,
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Jewels and ornaments were indicated by needle prickings in sheets of gold-leaf, or
even by the insertion of pearls or diamond chips.! The work was all done b the
Indian artists with fin¢ squirrel-hair brushes, the most delicate strokes ing
executed with a brush of a single hair, an instrument requiring the utmost correct-
ness of eye and steadiness of hand. The collections in London contain many
examples of unfinished drawings and paintings, which, if examined critically
by experts, would reveal fully the Indian mmhoﬁ' of work, and show how far th?'
agreed with or differed from the Persian methods described by M. Blochet. It
must be pointed out that portraits ofien exist in duplicate and triplicate.

The blue was ordinarily obtained from powdered lapis lnzuli, imported from:
Badakshan, but indigo blues appear in early book illustrations of Hindu subjects.
The reds used were cinnabar, vermilion, or cochineal® The vellow was chrome,
and other colours were made up by mixing these.  Gold was &aclgtusadm the form of
gold-leaf, and also as 4 wash of which the Indians had the secret.” The Persians
applied an admirably transparent varnish made of sandarac and linseed-oil,
mixed as a paste and dissolved in either m:;m or highly rectified spirits of
wine.' Prabably the Indians used all the Persian a iances with some additions
and modifications, but the ascertainment of full details would require special expert
study and hardly repay the trouble,?

The practice of beginning a picture by laying down a firmly drawn outline
led to a curious division of labour, the outline often bei::gﬂdmwn by one man and
the painting done by another, For example, in Clarke MS. of the
Akbarnamalr at South Kensington the picture (No. =) of the execution of
Adham Khan was drawn by Miskin and painted by Shankar. Sometimes three
artists collaborated in one work, and I have noticed one instance in which the
collaboratars numbered four, namely, the audience scene (i) in the Clarke MS.
The outlines in that picture were drawn by Miskin, the painting was done by
Sarwan, the faces (chira-nami) by an artist whose name is indistinct, and the
figures (surar) by Madho, It is not clear how such a complicated arrangement
was worked. method, whether only two artists or four collaborated, neces-
sarily tended to reduce their art to the level of a skilled mechanical craft: and, as a
matter of fact, the mechanical nature of much of the fine Indo-Persian work is
its greatest defect.®

The early Indo-Persian book illustrations, such as those in the Clarke MS.
of the Akbarnamah, are wrought in excessively brilliant colours, chiefly red, yellow,
and blue. As has been said they are avowed imitations or, rather, developments
of Persian work. ]

In Persia, at the close of the fifteenth century, the character of Timurid art
began to cf:ange, passing into the more delicate and sentimental style of the

! Bleches, ‘Musalman MSS. and Ministores ax filistrated  foundation': e rarh afpandam, *to lay 8 founduibon,'
in the Receni Eshibition &t Parh,' Burlington Magazine, & ‘plan-drawer (Stcingasm, Pz, DNt} The
wol. i, Jime 10 Aug. [903. tmnsition. to the meaning ‘oafiing’ was cusy, and the
L ol Churke’s introdustion 1o the Wantage  word alwayy has tul mesning In the signatires 1o the
Painmtings (Victotia and Adbert Mussam), | n driwings, ax M. Blochet mightly perscived.
Efefore the dissovery of cochineal in 1518, kermws, 3 Blochrmun's erroneous tesidering ‘back-grounding’ (a his
t obtaingd from Coccar Inifcas, an Insdct found i Lranslation of the Alm-i-Akbarf made the aignatures unine
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Safavid period in the sixteenth century. During the seventeenth century the
refined Safavid style, with its lowered scale of colour, became familiar in India,
where further local modifications were cffected under the influence of Hindu
tradifion. The Indian artists ‘had a truer feeling for colour and more sober
tonality’ than their Persian teachers, according to M. Blochet, who is disposed
to think that the Indians sometimes carried the policy of soflening colour to an
undue extreme. They were wonderfully suceessful in their grisaille drawings of a
single colour, frequently a pale sepia, with delicate gradations of tint, very pleasin
to my eye. At the same time they developed a mastery over mdnm:lun?‘
characteristic portraiture never equalled, 1 think, by the Persians. The best Indian
work dates from the first half of the seventeenth century, but good portraits are to
be foundl executed as late as the early years of the nineteenth century,

‘During Akbar's reign (1556-1605) and a portion of Jahangit's (1605-27) the
standing portrait figures are usually represented in profile in a formal, conventional
manner, with the right hand holding up a flower or jewel, and the feet placed
one in front of the other. Gradually this stiff formalism was dropped, and men
and women were drawn in natural attitudes. The more ancient Indo-Persian
works, like their Persian models, follow unreservedly 4 style marked by the total
lack of roundness, depth of tone, and aerial perspective, every object being
represented as absolutely flat, During the later vears of Jahangir’s reign and
subsequently, this flat style was modified by the Indian artists, who frequentl
introduced slight line shading with admirable effect, so contriving 1o give their
figures a sufficient degree of roundness with wonderfully few strokes, change
adds much to the attractivencss of seventeenth-century Indian work in European
eyes, and was doe to foreign influence. But chiaroscuro was imported 1o the
detriment of colouring and line drawing. Delicacy and subilety are bought at
the cost of strength and vitality, Highly dﬂv&lup&f skill in portraiture seems (o
have swamped the scnse of design and decoration. Foreign influence is also
particularly noticeable in the treatment of clouds and folinge : such infiuence is
often of a late cighteenth-century kind.

This improvement, if it may be so called, was the result of European influence,
which certainly became a potent factor in Persian and Indian art at thai time.
Most of the albums show it E!ninlyi For instance, Dara Shikoh's album
includes two wood engravings (fol. 425, 43), one of S. Caterina di Siena, dated ] 585,
and the other of S. Margarita of about the same period, while the picture on
folio 74 exhibits a lady and gentleman in European costume, Biblical subjects
were [requently treated by the artists, and were specially favoured by the royal
family, who used them for palace decorations at both Fatehpur-Sikri and Lahore.
The teatment af times seems very cll;il;ﬁt, as when we see the Good Shepherd
depicted in the form of a stout midd man with a black beard, wearing a
Muslim's robe and a twisted turban of gold brocade. A Good Shepherd in
vol. xvi, fol. 1 of the Johnson Collection is signed by Ustad Miskin, probably
to be identificd with Muhammad Miskin, the author of a lady’s portrait in
vol, xxi, fol. 1 of the same collection, and with Miskin, Akbar’s artist, who si
some of the pictures in the Clarke MS of the Akbarnamak. Many other biblical
subjects will be found in the collections, and it must be confessed that the pictares
are not usually equal to those devoted to topics more congenial to the artists,

One subject, freguently treated with variations, has been mistakenly identified
as Christian, and dubbed Angels ministering 1o Christ, although all the composi-



A, Basohlt School,  18th Century ATy, Ghose Collection.  (1lustration (rom 8 Girg Geovindd serfes. An inscription staies that
it was painied for the Lady Manaku, the patroness of the series, in A.D, 1730, This mscription has ofien been mis-read as
referring 1o gn artist named Muanaki.

B. A princess listeming o the singer Vasisth  Pre-Kangra phase of Pahan Painting. ¢ 1760 ALD. Formetly In the
Sir Domab Taw Callection,

PLATE I8%



A

IMustration. o the  Gin  Gavindy,  Kangm

School ol Paban paimiing. ¢ 1790 A.D, Trob-

ably painted at the Court of the greal Sansar

Chand of Kangra. - Collection of the Maharaia
of Garhwal

Patan School. Late 18th Cenmtury. VYictorm

and Albert Museom. [Kangra School ol Pahari

painting rrobably at the Courl of the great
Sangar Chand of Kangra)

PLATE 190




Part T1 MUGHAL PAINTING 191

tions dealing with it are purely Muslim. The main motive is the miraculous The so-
supply of food to & hermit saint dwelling in the wilderness by angels; who vary calied

in number in different replicas, and are generally, if not always, provided with 4%°%
wings in the conventional fashion borrowed by Christian art from the Greek figure ;, cirisr,
of Victo Most of the pictures show a second figure, a discontented darvish

sitting g in & corner or at the mouth of 2 cave. As is proved in several
instances by the labels, the principal figure undoubtedly is that of Ihrphim, son

of Adham, who resigned the kinﬁdom of Balkh, and withdrew as a hermit into

the wilderness already haunted by a darvish, whose food had been provided

re y by the angels. When the ex-king appeared on the scene, the angels,

while continuing to suﬂsly their old client the darvish with a single daily dish as a

bare subsistence, liberally brought ten dishes to the retired monarch, in recognition

of the sacrifice made by him. The darvish naturally was annoyed, and whenever

he is introduced into the picture his feelings are indicated by the artist.'

Many of the attempts to combine the methods of the West with those of the
East are decided failures, as similar attempts in China have failed, but some
few attain a high level of executive excellence.

The origin of such influence is not far to seek. The Persian kings admired Persian ant
European art, and deliberately sought to introduce its methods into their country. students in
During the residence of Sir Robert Sherley at the Persian court, sometime about ™%
AD. 1606, Shah Abbas T (1587-1629) sent to Rome & party of studenis, one of
whom became a Christian and published a book under the name of Don John
of Persia. Shah Abbas 11 (1642-67) repeated the experiment and dispatched a
second party. One of these, by name Muhammad Zaman, also was converted,
and returned to Persia as & Christian under the name of Paclo Zaman, Having
been obliged to quit his native land, he obtained in India the protection of
Shahjahan, who granted him, with other exiled Persiansal allowances 4s a
mansabdar in Kashmir, Early in Aurangzeb's reign all the Persian refugee
mansabdars were summoned to court for the verification of their grants, and on
that occasion, about A.D. 1660, Manucei made the acquaintance of Muhammad
or Paolo Zaman, who avowed his Christian profession, while continuing to live
in the ordinary Musalman manner. The three Europeanized pictures in B. M.

Or. 2265 evidently are from his brush.

To this day the painters and illuminators of Isfahan, the earlier, and Teheran,
the later, capital of Persia, cherish as their ideal the ambition to *paint like Raphael’,
and pride selves on their descent from certain of the students sent long ago
to Rome who survived to return 1o the home of their fathers.®

The attempt to weld Asiatic ideals and methods with those of Europe, although Modern

responsible for some pretty pictures, was not a nent success in either Persia combination
or India. It is now being renewed by the clever Bengali artists of Abanindro Nath o Fstern

re's school in a different form, and with considerable ability, but 1 fear, .
without much prospect of producing any really important results. .
The Indo-Persian or Mughal school of dmwing and painting having lived in Enormous
considerable vigour from about A.D. 1570 to 1820 or 1830—a period, roughly output,

v S R A S, 1909, p. 751 1910, n. 167, artpsty when e was vinlting Fersla jn 1874-6. - It sd
* The slory of the Persian milslons 10 Rome B that Mulammad Zaman, whis wak converied, had been

hﬁdmﬂ from frvine, Storia do Afegpar, L0175 and . scor nbroad 1o leam how to confute the Chinxtian mission-
g&l:. Purdomn Clarkee's article "A Tindition of Ruphoel In srbes. The adventirous lives of the  Sherley (Shirley)
Forsin', S It Arr, ¥0l, vii TIR97); po 28, 26, Ple. XLI1- twothers may be mead i the Dict, of Nat. Blagraphy,
NLVI, The puthoy of that article heard the traditiinm of the
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Ecaking, of two centuries and a half—and not being quite dead even now, natur-

y produced an enormous output. The extant works, notwithstanding all
the mishaps to which Indian art has been exposed, still can be numbered by
thousands. Almost at the very beginning of the operations of the school, about
the year 1590, when Abul Fazl, the minister of Akbar, wrote hi§ memorable
description of his sovereign’s administration, a hundred artists were reckoned
to be masters of their craft, while tolerable practitioners were past counting,
During the reigns of Akbar’s son and grandson, in the first half’ of the seventeenth
century, when the new form of arnt grafted upon the stock of ancient Indian tradi-
tion attzined its highest development, the number of proficients must have
increased.  Although the long-continued polifical and socidl agony which
accompanied the decline and fall of the Mughal empire necessarily limited the
opportunitics for the practice of art and diminished its rewards, art did not die:
a synthesis between Hindu tradition and Persian technique produced a new
variety of Indian Eﬁiclorial art possessing high merits. It is plain, therefore; that
even when the cighteenth-century mythological painting is placed on one side for
separate treatment, the mass of material to be dealt with by the historian is enor-
mous, and that it is not ible within reasonable limits to do more than select
a small number of typical examples,

Many, perhaps most, of the extant Indo-Persian compositions are ananymous,
but hundreds are signed, and it would not be difficult to compile & list of the names
of from one hundred to two hundred artists. Abul Fazl’s hist of those considered
by him to be the most eminent numbers seventeen persons, all of whem, with
possibly one exception, are represented by extant works. In one manuscript, the
Wagiat-i-Babari, or history of Babar, written and illustrated about A. D. 1600,
towards the close of Akbar’s reign (B.M. Or, 3714), I noted the names of twenty-two
artists, and probably overlooked several. Unfortunately, a great many of the
names thus freely recorded are mere names, nothing bein OWN conceming
the men who bore them, so that the perusal of nominal lists offers little of interest.

Perhaps the most fruitful general observation arising from such perusal is
that of the predominance of Hindu names. For instance, in the Wagiat-i-Babari
above mentioned, out of twenty-two names, nineteen are Hindu, and only three
Muslim. Similarly, in Abul Fazl's catalogue of seventeen artists, onlgr four
ar¢ Muhammadan, while thirteen are Hindu. e

The four Muhammadans named are:—(1) Mir Sayyid Ali, the illustrator
of the story of Amir Hamzah, whose work probably is represented by the two
large pictures in B.M, Or. 3600 (ante, p. 468); (2) Kﬁwajah Abdus Samad (anre,
F-" 452); (3) Farrukh the Qalmak (Cialmuck): and (4) Miskin (ante, p. 464),

arrukh certainly deserves high praise, He contributed good work to the Clarke
MS. of the Akbarnamah, and was the author of a remarkable painting in thres
scenes occupying a full page on the reverse of folio 13 of B.M. Or, 3714, Miskin,
who drew the outlines of two w'{:tures (31 +,9%%) in the Clarke MS., seems to be
identical with the Ustad (seil. *Master’) ]’Miskin who painted the Good Shepherd
in the Johnson Collection and the Muhammad Miskin, author of a lady’s portrait
in the same collection (LVIIL, 15). Both those works are carly in style.

The thirteen Hindu names in Abul Fazl's list iwre:—(5) Daswanth; (6) Basawan;

Kesu (Kesava); (8) Lal; (9) Mukund; (10) Madho; (11) Jagan [nath]:

1_2,) Mahesh; (13) Khemkaran; (14) Tara; (15) Sanwlan: (16) Haribans: and
17) Ram. The signatures of all the seventesn artists named by Abul Fazl appear
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in the Clarke MS., cxcept Haribans, No. 16; and reappear in the Jaipur

ah, cxcepting Nos. 1, 2, and 16. I do not remember seeing an picture
s}ghn;d by Haribans. There were two Madhos, the Elder (Kalan) and the ounger
( d). Kesu (Kesava) and some other artists are similarly duplicated in the
signatures.  Abul Fazl probably referred to the elder persons bearing the names.
In the Razmmamakh 1 have noted twenty-¢ight names, of whom twenty or twenty-
one are Hindu.

The sad story of Daswanth has been told already. Good specimens of his
work as draughtsman are to be seen in Plates XTI and XV of Col. Hendley's
reproduction of the Jaipur Razmnamah, both of which were drawn in outline by
him, and coloured respectively by Madho the Flder and Kanha. The subjects
are Hindu legends, treated in the Persian manner, but with differences. The
principal figures are distinctively Indian in feature and form, and even in the
minor Sg&ures, where the chubby cheeks characteristic of the Persian style are
preserved, the bodies are much less elongated than in Persian picturcs. The
scheme of colour too is lowered in brilliancy, and indigo blue is introduced for
the bodies of deities.

Basawian, whom some critics preferred to Daswanth, is represented by Plate
XXI of the Razmmamah, illustrating the story of the Raja who married the
daughter of the King of Frogs. The lady, divesting hersell of her fine ﬂlﬂlhﬂﬁ
returned lo the water and resumed her froggy form, whereupon the angry husban

roceeded to kill all the frogs he could . untl the lady was restored to him.
%hc prevailing colour is green in various shades. The birds, frogs, trees, and
flowers are drawn and painted with the utmost delicacy, but the general effoct is
marred by the intrusion of blocks of manuscript, %ﬂ perspective convention
is the same as that of the ancient bas-reliefs. If the spectator imagines that all
the persons, trees, ete., are on hinges and can be raised to their feet, they will then
all fall into their proper relative positions. The artist saw with his mind’s eve
all the figures standing up, but in order to paint them, conceived them all to
laid down on one side. The subject seems to be regarded and yiewed from above,
all the parts being equally bathed in light, which is not represented as coming from
any particular direction. Consequently, there are no shadows, and there is
hardly any shading. Strong sunlight is indicated by a wash of gold behind the
big tree. The drawing is by Basawan, the colouring by Bhawani. | am inclined
1o prefer Basawan to Daswanth.

The two Kesus, or Kesavas, like Daswanth, were members of the lowly Kahar
or palanquin-bearer caste. The elder (Kesava-dasa) dedicated a collection of
p;cétsurﬁ. mr.ilzgg;ug copies and imitations of Christian works, to Akbar in A.D.
1 (Sam. K

The Indo-Persian artists excelled in the delineation of animals, both quad-
ru and birds, and a delightful album might be composed of their pictures
of animal life, The celebrated artist Mansur, who enjoyed the special favour
of Jahangir, and was honoured by him with a title of nobility, began his career
in Akbar's reign. Two hunting scenes () and &) in the Clark MS. of the
Akbarnamah are his work. The Wagiat-i-Babari, BM. Or. 3714, contains a
series of eight exquisite little miniatures from his brush (Persian, Nos. 11017,
on folios 387-9), Mansur, however, excelled as an animal and bird painter.
His work is further represented in the India section of the Victoria Albert

V "Asscss. G278, 936)" in Hoynl Library, Berllo: cited by Weber, Jnd. Anz., vi. 353,
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Museum by Nos. 21, 22, and 23 of the Wantage Bequest, paintings of a pheasant,
a turkey-cock, and a blue-throated barbet. Mr, Havell has repmduae:[ SUCCESS-
fuily a beautiful white crane by Mansur in the Caleutta Art Gallery (/ndian
Seulpture and Painting, Plate LXI). : _ _

In Dara Shikoh's album (anre, p. 457) only threc iiﬁmures (folios 25, 27, and 215)
are dated—the dates being A.H. 1014=A.D. 1605-6; A.H. 1018=A.D. 1609-10;

SWKO's and A.H, 1043 = 16334, The first of those years was that in which the

Al
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from the hands of Akbar to those of Jahangir ; the third falls in the reign

of Shahjahan. Six of the paintings (folios 175, 18, 195, 33b, 35b, and 45b) seem

to include portraits of Jahangir (Prince Salim) in his youth and early manhood.

The collection, as a whole, therefore, may be ascribed to the time of Jahangir and

the earlier part of Shahjahan’s reign, or in other words, to the first forty years
of the seventeenth century.

“The only signed composition is that on folio 215, dated 16334, which bears
the name of Muhammad Khan, The picture is characteristic of Jahangir’s
bibulous court. It represents a young man clad in a bright yellow robe and
large green turban, kneeling before a vase of flowers and a golden dish containing
four earthenware jars, and engaged in pouring red wine from a jewelled goglet
into a cup held in his left hand. No shading is used.

The birds in this album, exquisitely drawn and coloured, are worthy of Mansur
and may possibly be from his brush, 1 admire particularly the picture on folio
8 of a long-legged, brown bird standing by the side of a pool fringed with grass,
flowers, and bamboos in tolerably perspective. The biue sky, unfortunately,
is rather crude. Another remarkable bird study is that on folio 10 representing
admirably a wild duck standing by the side of a pool at the foot of a hillock. The
sunlight on the face of the hillock is boldly indicuted by a wash of gold, with
surpfisin“ﬁy fine effect. No Chinese work could surpass the picture of gm turkey-
cock, ordered sﬂcmauy Jahangir, and now in the Calcutta Art Gallery, repro-

avell in Plate LXII of Indian Sculpture and Painting.!

The works of the Indo-Persian draughtsmen and painters furnish a gallery
of historical portraits, lifelike and perfectly authentic, which enable the historian
to realize the personal appearance of all the Mughal emperors and of almost

public man of note in India for more than two centuries.? It may be
doubted if any other country in the world possesses a betler series of portraits
of the men who made history. Pictures of this class are so numerous, and so
many of such excellence, that it is difficult to make a tative selection.

Portraits of  Portraits of Akbar are too many for specification in detail. One (B.M. Add.

Akbar and
his friends.

18801, fol. 10) shows him standing with Prince Salim (Jahangir) as a child beside
him; and another (B.M. Add. 22470, fol. 4) exhibits him as the enthroned monarch
hearing @ woman's petition. The principal courtiers in this latter scene are all

resented by careful likenesses with the names atlached in minute script.
Volume Ivii of the Johnson Collection in the India Office Library, presented in
1816 by Dr. Buchanan (Hamilton), contains fifty-three rather rough sketches
of princes and nobles, including Akbar's {riends, Abul Fazl, Birbal, and Raja
Man Singh. Volume lviii of the same collection is mostly filled with similar

} See Memptes of Jahanplr, trumal. Rogers and Beverldpe  numerous supposed fiksnmsses of Nurjahanand other Jadies.
’% Fm'tls: stuted, perfectly aothentic for the men. but & ﬂmuﬂd ﬁmmuf Fﬁh'e“m lmﬂﬁd pwmlllm
} share Manucer's doubes ahout the suthenticity of the  of ludies of rank. '
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Jubangir as Prince Salim, soonymous, Fol, 18 of Dara Shikoh's plbum, 1 "Prince amd
Preceptor,”  Mughal school, Shah Jehan period  Mid-1Tth. Century)y







Part 11 MUGHAL PAINTING 195

sketches of better quality and some unfinished portraits. No. 18, a finished work
by Miskin, may be the carliest in the set,

All critics, presumably, would admil that Indo-Persian art attained its high- Art in yei

est achievements during the reign of the magnificent Shahjahan (A.D. 1627-38), of Shabjahan.
when the land enjoyed comparitive peace, and a luxurious court offered liberal
encouragement to all artists capable of ministering to its pleasure, The fierce
scenes of bloodshed in which the earlier artists delighted were raplaccdetii; phgeants
of peaceful courtly splendour, the old ageressive colouring was toned down or
dispensed with, and a general refinement of style and execution was cultivated.
In the portraits of men and favourite animals a little shading excouted by a few
delicate strokes was dexlerously introduced, sufficient to sugesst solidity and
roundness, and yet managed with such reserve that the Asiatic reliance on the
power of line was not interfered with,

The compositions of this period comprise a variety of subjects and are the Some
work of many artists. The names of a few whose productions have attracted the an
my special attention may be mentioned:—Chitarman, afias Kalyan Das;
Anupchhatar; Rai Anup ﬁmss’ihly the same person), court painier to Prince
Dara Shikoh: Manohar: Muhammad Nadir of Samarkand; Mir Hashim: and
Muhammad Fakirullah Khan,

On¢ of the richest albums in the British Museum is the manuscript Add. Pictures
18801, inscribed with 4 note stating that the volume was dedicated as a pious sclected by
donation in A.H. 1072=A.D, 1661-2, Sir Joshua Reynolds examined the col- Jif Joshia
lection lig July 1777, and expressed his particular admiration for the following ~ "
SIX WOLKS.

No; 20. Pencil sketch of an officer of Shahjahan, by Chitarman, who was
also called Kalyan Das; _

No. 21. Similar sketch of Azam Khan Koka, by Muhammad Nadir of
Samarkand;

No. 27. Similar sketch of Asaf Khan, anhu:.gmaus;

No. 28. Large anonymous sketch of Shahjahan holding court, surrounded
by nobles whose portraits are named.  The price is marked as 200 rupees, equivalent
at that tme to Or more; -

No. 30, Skeich of head of Hakim Masih-uz-zaman, a noble who had lived
in Akbar's time, by Mir Hashim, very small and very good; and

No. 40. Three portraits. The principal one is a sketch of Sher Muhammad
‘Nawal, by Muhammad Nadir of Samarkand. The minor ones are small coloured
minintures of Jahangir and Shahjahan by the same artist.

No. 41. A delicate little head of Mirza Nauzar, a noble of Shahjahan’s court,
by Mir Hashim, is worthy to rank with Sir Joshua’s selections, -

Turning to animals, we find in the Johnson Collection (vol. iii, fol. 1) a life-like Charger by

rirait of Dilpasand, or ‘Heart’s Delight’, a favourite ¢ of Dara Shikoh, Manohar.

y an artist npamed Manohar. An equestrian portrait of the same prince mounted
on another charger is also nmabl;?ibadh. vol. iv, fol. 9) and of unusually large
size, about 11 inches by 9. ;

The tiny cat sitting up, in vol. liii, fol. 5, of the same collection, is excellent. Cats,
This is not the only example of pictures of cats. Onec a at the feet of the
Emperor Farrukhsiyar in volume No. 5 of Exhibition Case B in the King's Library,

British Museum, and & few others occur in other compositions.
Perfectly drawn elephants are numerous. Indian artists, whether sculptors Elephants.

E'E.
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or painters, rarely failed to produce good representations of the huge g )
the nature of which they uIF:dersm thoroughly, Volume Ixvii in the Johnson
Collection is specially devoted to elephants, several of which are admirable. One
of the bestis that on folio 7, by Nadir-uz-zaman (Abul Hasan).! Another fine
picture is that on folio 15. The main subject is & magnificent clephant standing
mn 4 pulacc cﬂur?'a.rd, with other elephants, a bullock, &c., as accessories. The
drawing is grisaille in & brownish sepia tint, no other colour being used, except
that the golden ornaments of the elephant are yellow.

The many charming pictures treating of miscellancous subjects including
illustrations of Egpr.ﬂar stories, offer a wide field for description and selection,
far too large to be treated exhaustively,

A favourite subject was the story of Baz Bahadur, king of Malwa, and his
lady-love, Princess Rupmati, who are represented in several pictures as riding
together by torchlight, A good exam:vlu in the Calcutta Art Gallery has been
reproduced in Plate LXIV of Mr. Havell's Indian Smf{»mre and Painting : another,
from the Hercules Read’s rich collection, is of special value because of the label
indicating the subject; and a third is on folio 22 of B.M. Add. 21928. Other
romances frequently illustrated are the tales of Laila and Majnun, Khusru and
Shirim, and Ka mrup and Kamia.

Mr. Havell has rightly drawn attention to the skill with which the Indian artists
treated the contrast between the pitchy darkness of night and the flare of artificial
light. Several pictures are extant which exhibit this contrast in scenes of huntin
by night, laming torches being used to dazzle and hypnotize the deer. Colo
Hanna's Collection, now in Washington, includes two such scenes, Nos. 42 and
102, of which the latter excited the warm admiration of the late Sir Frederick
Burton. A more modern specimen in the Caleutta Art Gallery is reproduced in
Mr. Havell's Plate LXV.

The same motive, which also attracted Rembrandt, inspires the pictures
representing a lady standing on a balcony watching the effect of fireworks over
the dark waters of the Jumna. Sometimes she is shown in the act of dischargin
a squib hersell* In folio 4 of vol. xv of the Johnson Collection, the lady, c!ag
in bright scarlet and standing against a background of inky darkness, produces
a very impressive cffect. A picture by Muhammad Fakirullah Khan (folio 7
of the same volume) depicting the nocturnal pursuit of a warrior is equally successful
in bringing out the opposition of light and darkness. Other compositions exhibitng
people grouped round a camp-fire aim at like effects,

ny artists took great delight in depicting holy men and ascetics of all sorts,
Musulman and Hindu, singly or in groups. Two of the most exquisite works.
dealing with this class of subject, and no doubt exccuted in the reign of Shahjahan,
are the companion pictures, folios 11 b and 12, Dara Shikoh'’s album, representing
an old fakir in two positions, holding « book in the one case, and a rosary in the
other. The outline of the figure is drawn with less than the usual sharpness, and
shading with fine lines is employed sufficiently to give an impression of roundness.
In the old man’s beard the delicacy and accuracy with which individual hairs
are drawn displays a wonderful mastery over that most difficult instrument, the
single-hair brush. The colouring is subdued, and the perspective fairly correct,

¥ Nodipueoramn was e officlal dtls of Abul Husan, dise firew mned thammad  Afmal,
fwvouarite nrtist of Jnhangiv. He sesmi to have cnu:imm; wimhm:m m:ur: ll:t back, Hn& R_ﬂ, 106G = AD.
to work b Uhe folluwing reign. 1638-9, commendatory of the pointer,  Anpiber of hid
4 Dr. Coomarmwamy posscsses & good plctare of girlk  works Ja in volume xi of the Johnson Collection.
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Another drawing in the same volume, in similar style, and probably by the The reader
sume artist, is that on folio 60, The subject is the reading by a young mullah of the
(Muhammadan teacher) from a Koran resting on a stand, Two of his companions »eren
are listening attentively, while the third, in the foreground, is engaged in pourin
water over the toes of his left foot held up in his hand. The drawing of the difficult
position of this fi is extremely clever.

Most of the albums contain examples of gorgeous court scenes elaborated Court scenes.
with infinite patience and minuteness of detail, harmoniously coloured, and
often enriched with gold. It would be next to impossible to reproduce the most

did of these pictures in colours with success, and I think it better not to make
the attempt. The composition being the weak point in these works, photographs
do them an injustice. Colonel Hanna possessed two of the richest specimens in
existence, Nos, | and 2 in his volume marked Persian Drawings. No. 2 is the largest
Indo-Persian picture known to me, excepting the early illustrations of the Story
of Amir Hamzak, the measurements being 23 inches by 17§ inches. The subject
is a review of cavalry on the bank of the Jumna by Shahjahan mounted on an
elephant. The portraits of the principal chiefs and officers in the crowd have their
names attached.

The manuscript B.M. Add. 20734, an official present given by the titular Emperor Court of
of Delli in 1815, contains nine pictures in the most highly finished style, of which Shahjahan
two may be specified. One representing the infant Shahjahan (Prince Khurram)
lying in his mother’s lap, surrounded by admiring attendants, is wrought with
colouring so rich and decorative details so elaborate that an almn}m to copy it
would certainly fail. Another picture, extending across two pages (fol. 689, 690),
and depicting Shahjahan seated on the peacock throne in all his glory, while Asaf
Khan offers a present of costly pearls, gives a vivid notion of the extravagant
magni of the Mughal court in rtsdmme

olumes ix, x, xi of the Johnson Collection may be noticed as bein%;pecially The Iadies.
devoted to the ladies, some of whom are represented half nude in the bath or at
their toilet. The pictures in volume xi are particularly good, the most noticeable
being a charming portrait of a lady mﬁng:k%h conical head-dress, and admirably
shaded. From an inferior replica (B.M. . 11747, fol. 52) we learn that the
lady's name or title was Malkah Zamaniya. )

Passinlgunn to the reigns of Aurangzeb (1658-1707) and his decadent successors Later art,
during eighteenth century, we find the artists still numerous and specimens
of their work abundant. Although Aurangzeb was too zealous a puritan to care
for art himself, the fashion set by his predecessors had not died out, and princes
and nobles still kept court painters. Portraiture continued to be practised with
great success, although the execution rarely attains the perfection of the first half
of the seventecnth century. The art of this period and subsequent periods can
only be justly treated of as the product of artists who gained a living at minor
courts, Hindu or Muhammadan, and whose style and choice of subject are modified
by the local demand, Certain of these local styles, spoken of collectively as
‘Rajput’, are distinct, but much of the later work remains true to the decadent
Mughal tradition.

RAJPUT PAINTING
To Dr. Coomaraswamy must be given the credit of the primary study and
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classification of non-Mughal Indian painlili%s- He begins his survey' with a

otation from Abul Fazl who says of the Hindu painters at the Mughal court
that ‘their pictures surpass our conception of things. Few, indeed, in the world
are equal to them.' has been said, his classification is based upon a dual
conception of two schools of Indian ﬁaintiug, Mughal and Rﬂjlgut, which are
‘utterly diverse’ in temper, the Rajput school dating from the fifteenth and sixtcenth
centuries and therefore preceding the Mughal school. He acknowledges that in
Iatter days the schools tended 1o converge and blend, but at all times the subject-
matter was different. With regard to his early dating of Rajput painting, he
supports his views by a direct comparison with Ajanta and Sigiriva. The well-
known 'Death of Bishma’ is therefore ‘unmistakably . . . reminiscent of the
great Buddhist Parinirvanas’. 1t is evident that much of his argument is based
on the subject-matter. Rajput painting is Hindu, popular, spiritual. . . . Mughal

inting is Muhammadan, courtly, material. The primary fact that is overlooked
15 that the technique of the two schools is identical, and Persian in origin.

Dr. Coomaraswamy’s classification of Rajput painting is a geographical one,
which invites chronological inexactitude. There is a Rajasthani (lowland) school
and a Pohari (Himalayan) school. Though these subdivisions are absolutely
acceptable in themselves, it must be acknowledged that there are numerous local
schools and cenain period differences to be distinguishied. Roughly king,
the Kangra paintings with their flowing line and westernized drawing ﬁliﬂg&
and landscape are typical of the Pahari schools, while the Jaipur paintings with
their concentration on jewellery treated in relief and formal dli-apcry are typical
of the Rajasthani schools. Both of these lesser schools show Mughal, if not
foreign influence, especially with regard to their architectural settings. Certain
Rajasthani paintings, however, exist which are clearly earlier than the cighteenth
and nineteenth century Kangra and Jaipur work, Most of these are Ragini
subjects, but their techneigua and the details of costume and architecture will not
allow of them being dated pre-seventeenth century.

These Rajput paintings seem to have been the work of the court painters of the
petty Rajput courts of the seventeenth and eighteenth centuries. As with the
parcnt u%;al school, portraits are plentiful, especially of the Jaipur, Bijapur,
and Hyderabad schools, and a survey of them would provide accurate chronological
data. Nineteenth century work is plentiful, being chiefly of the copyist order.
The colouring tends to be crude and the drawing slovenly. Moreover, certain
painters are still at work, turning out the old subjects usually on old paper—to
the great confusion of students,

Apart from the work of the court painters, much work exists which is the product
of ‘bazaar schools’. Of these the Calcutta brush drawings in colour of the Parua
caste are especially notable for their vigorous line. At Trichinopoly also there
fourished a bazaar-school during the last century, working in tempera colours
on paper or tale. It may be taken for granted that most 0? the large cities have
produced ‘bazaar-work’ of a kind, very little of which has been preserved. The
subjects depicted in this type of work are usually purely iconographical.

TaE MopeErRN ScHOOLS
At the Delhi Exhibition of 1902-3 many examples were shown of the oil-paintings
" Burlington Mugazine, Murch 1012, quoting Blochmana's Aln-&Akbard, |, 107,
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and water-colours produced in considerable quantities of late years by students
trained in European methods, chiefly at the Governiment Schools of Art in Calcutta,
Bombay, Madras, and Lahore. In Sir George Watt's book Mr. Percy Brown,
late Principal of the Calcutta School of Art, eriticizes the Dethi exhibits as follows:—

*Until its introduction from Europe, there was mmm; of any kind practised hout the
Vit il Pt palAg 4 B ErSHen o Y. S8 Wofl w8 St OF Mosilond Tty itk o S

L = ;
by & rapidly. tﬂﬂr:nﬂngl.m. Somo of thtywnrk.diiph in the Eastam Hall u!"lh:-Emegiﬁon was
remarkahly good [ in the life studies the modelling ant fesling of living flesh being well reproduced,
and one or two lan, showed nn mtmosphere and o consideration for mmgﬂiﬂn which is [nfc]
worthy of remark, Much, Bowever, of the wark shown was of o very ordinary character, the drawing.
being decidedly defective, and the technigue snd colouring in most cases crude.'!

The most prominent representative of the Europeanized school of Indian artists
was the late Raja Ravi-varma of Travancore, a connexion of the Maharaja of
that State, His works, which are extremely numerous, achieved wide Fapulnrily,
and have been freely vulgarized by oleographs and other cheap modes of reproduc-
tion. The Raja practised boih rait and landscape painti.n%, and four of the

riraits in the ucting Hall, Madras, are from his brush® He was assisted

y his relative, Raja Raja-varma, and other members of his family, He had received
instruction from Theodore Jensen and other European artists who visited Southern
India, as well as from Alagri Naidu, a native of Madurs, in the Madras Presidency,
who was patronized by Swati Tirumal, Maharaja of Travancore from 1829 to 1847,
and was considered in his day to be the best painter in India after the European
fashion. Ravi-varma had a formidable rival in Ramaswamy Naidu, 8 member
of the clan of Naiks at Madura, who was considered to excel in meii painting.

_ Stimulated by the active mmw of the royal family of Travancore, the
Gaikwar of Baroda, and other wealthy patrons, Ravi-varma turned his attention
to the illustration of the Hindu legends and epics.

In his own country his works in that kind are regarded as masterpieces and
adequate expressions of Indian feeling. At the hands of recent critics in Europe
they have met with a different reception.

The art’, writes Mr, Havell, *which truly reflects the fictitious culture of Indian universities and the
teaching of Angle-Indian art schools, is exhibited in the paintings of Ravi-varma, who is the fashionable
painter of modern India for those Indians who do not lenore Indian arl allogether. . ., Certain ICis
that his pictures mvariably manifest 8 most painful lack of the poetic faculty in illustrating the most
imaginutive Indinn poetty and allegory; this cardinal sin 15 pot o be stoned for by any kind of
technicdl skill in the execution.'

Dr. Coomaraswamy, a fellow mystic, 15 still more severe, and declares that

‘theatrical concepiions, want of Imagination, and lack of Indian feeling in the treatment of sacred
and epic Indian subjects are Ravivarma's fatal faults - .., His pictures are such as any Euro
student conld paint, after perust] of the hecessary literature and a superficial study of ladian life*

In a more recent publication the same author gives his opinion with greater
brevity and somewhat less severity to the effect that

‘the late Raja Ravi-varma was the Best known of thee painiers in a purely European style, but neither
he nor. any other warkers of the pseudo-European school attained to excellence. His work st the best
reached a second-rate standard.’

I Dl Art t Dedhl, p. 457, List of Pretures In Goversment Hous aml ihe Bangaeting
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Probably-this last quoted judgement is not far wrong.'
“The work of the modemn school of Indian painters in Galeutta’, Dr. Coomuraswamy writes, s a
of the Natlonal reywakening. Whereas the ambition of the nineteenth-century reformers had
et Lo make India like England, that of the later workers has been to bring hack or create a state of
society in which the ideals expressed and implied in Indian culiure shall be more nearly realized.”

This new movement on the art side has been enthusiastically auprorted by
Mr. E. B. Havell, late Principal of the Calcutta School of Art, who felt keenly the
futility of training Bengali students on purely foreign methods, alien to their nature,
and sought to turn their attention to the productions of the Indo-Persian and
eightesnth-century Hindu schools as being more expressive of Indian ideals. With
some difficulty Mr. Havell persuaded the authorities to let him have his way, and
replace a collection of poor European works by a choice selection of E'ndmn
Eghm‘ngs- He found in ﬁlr Abanindro Nath Tagore, now Vice-Principal of the

hool of Art, a willing coadjutor, and a painter of considerable power. r. Havell
recognized in his colleague a real artist *who has come (o pick up the broken threads
of Indian pictorial tradition’, and credited him with ‘giving us a true interpretation
of Indian spirituality, and an insight into that higher world, the fairy land of
Eastern poetry and romance, which Eastern thought has suggested".*

The critic proceeds to say that
Il neither Mr. Tagore nor his pupils have yet altogether antained to the splendid rechnique of the old
indian painters, they have certainly revived the spirit of Tndian #rt, and besides, iz every true srtist
will, invested thoor work with's charm distinctively their own. For their work 15 an indication of that
happy blending of Eastern and Western thought, from the full realization of which humanity has so
mueh (o gain.'

These rather large claims are founded on a series of small works described in
the Studio as ‘water-colour drawings', and very far indeed from having ‘attained
to the splendid technique of the old Indian painters’, which they do not attempt
to rival, The more sober criticism of Dr. Coomaraswamy is more closely in
accordance with the facts.

"The gisbjects chosen by the Caloutta painters’, he observes, “are laken from Indian history, romance,
and epie, and from the mythology and religious lilerature and legends, ns well as from the lifé of the
peaple around them, Their significance lies in their distinetive “Indianness”. They are, howeyer, by
o means free from European and Japanese influence. The work is Tull of refinement and subblety
in colour, and of & deep love of all things Indian; but, contrasted with the Ajanta und M | and
Rajput paintings which have in part inspited it, it is frequently lacking in strength. The work should
be considered as 4 promise rather than a fulfitment, So reganded, it has very great significunce for the
luture of Indian Ari"?

Mr. Roger Fry holds s poor apinton of the work of the modern artists. *Such pictures as that of
*The Siddhas of the U Air",' he observes, *show that, however anxiously these artists strive to
adopt the formulse of their ancestors, the spirit that comes to expression is that of the American

ine illustrator. Nothing, indeed, could provide 3 stronger proof of the profound’ co Han
whicli contact with European ideas has created in Oriental taste than these well-intentloned bt
regrettable drawings.'*

The leader of the school, Mr, Abanindro Nath Tagore, began as a painter
in oils, after the European fashion, but soon abandoned the oils medium, and

FThaty-five of Reviesamm's pictorsd are - reprodused  Tist of Ravivarma's works and nn enthusiostic appre
et ani [lluatruted eolicctivn of Hindi poems, entitled Kavite  clution of his art will be found in V. Nazam Alys, Trioven
Kalap (Allalabed, 1909), edited by Mr. Mshavics Prasods  core Mamial, vol, 8, p. 263, u compilotion which is & rich
Dirvedi, and shiown to me by Dy Grierson. That book  mine of infofmuibon,

el4o contains m of plctutes in & similas style by Rral | bellan Sculprme and Palnding, 7o 256, 257,

Bhushan Rai hri, Batn Yamaped Bandhopidhvaya,  * Caralogue of the Indian Court, Festival of Ewgplre, 1911,
a0l Srivut M. V, Diwrandhar. The prinia ure oo rough f.lnﬁ.

for reproduction, couneously permilied by the editor. & * Quorr, Rev,, 1910, p, 237,
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devoted himsell to the ‘water-colour drawings’. Many works by him and his
puﬁs have been exhibited at meetings of Societies in London, and reproduced
in Mr. Havell's book or in periodicals, One specimen, therefore, may suffice—ihe
picture of the *Exiled Yaksha', or demigod, an illustration of a passage in Kalidasa's
poem, the Meghaduta, or *Cloud Messenger’, by Mr, Tagore. Another good picture
is “The Flight of Lakshman Sen" by the late Mr. Surendra Nath Gangooly (Mr.
Havell's PI. LXXVILI). Other pupils of Mr. Tagore deserving mention are Nanda
Lal Bose, Ishwari Parshad, a descendant of hereditary painters at Patna
quananﬂm Nath Tagore, brother of Abanindro Nath, Asit Kumar Haldar, and
Hakim Muhammad l&nnn.' (A 1).
All well-wishers to India will join in the hope that the promise shown by this
new w school may lead to something more important than the works hitherto
. Probably all critics will agree that nothing of high worth can be created
men who y seek 10 imitate foreign models. If modern India is to evolve
a new art of her own, it must have its roots in the Indian past and appeal to Indian
sentiment, ‘L'art dans 1'Inde sera indien, ou il ne sera pas™: but ‘“to be, or not
to be, that is the question” which at present no man can answer.

NOTES TO CHAPTER FIFTEEN

Though the Bengal schod] broyught phout o renatssance in Indian paimting it suffered from certain
inherent shortcomings, such us; revivalism of India’s past heri which soon rated into man-
nered imitation; # medley of oriental motifs and designs all laid on without much comprehiension as
to thelt import and purport; weak draughtsmanship and dull murky colour tonafities which it was
erfoneously thought created an atmosphere of epiritual mystery, A major revoll against this school
was led by the most remarkable Indian painter of the century, Amrita Sher Gil, a hall-Sikh, hali-
Hungarian gitl who died in 1941 at the age of 29, She left behind & body of work which is in no way
infenor 10 the masterpicees af the great exponents of the modern movement in Europe.  She was
influenced in her early period by Gaugin bul developed an individuality all her own and an outlook
s0 cssentinlly Indian thet lier work can never be la ad imilation. She was influenced by Ajanta
and alzo by Rajasthani and Basohli painting, but she possessed the rare gift of being able to assimilate
the works of the great periods of Indian art and then distil their principles so that her style was free of
all superficial resemblances. Much of her work (Plate 193C) has now been acquired for the nation
angd some of it can be seen in the National Gallery of Modern Art at New Délbi.  Neglected in her
lifetime, to-day she has become o legend.

INIDIAN PAINTING

The history of Indian painting requires reconsideration in view of much new material that has
come to Jight. The earliest paintings at Ajanta, namely, certain scenes in Caves 9 and 10, belong to
Vst century A.D. or thereabouts, Théy are examples of Satavahana art and we may Infer that other
Buddhist monastic establishments in the Deccan may have also been embellished with such paintings
though np traces of themi now exist,  Painting, af least in the Deccan, followed a parallel course 1o
thint of sculpture. Just as the late Satavahana and [kshavaku sculpture at Amaravati, Goli and Nagat-
junakonda is the basis and iration of the Vakataks sculpture of Ajanta, so aleo Vakataka pai

‘tings, such a4 those in Caves [6 and 17 al Ajanta, are the outcome of the same lm‘?iraﬁun with a
leavening of Gupta idioms, It must be to any studen! of style that the Vakataka artists
of the late Sth century A_D, were consid y indebied to the artists and artisans who had conceived
and executed the great masterpieces of the Satavahana period, namely, the carved stupa railings and
carved encasings.  Even though there is & considernble gap between the latest Tkshavaku scuiptures
of Nagarjunukonds und the Vakataka art of the lite Sth century A.D. ot Ajanta, there ls no sharp
break in styllstic continuity though n new development is discernible. The arl of the Vakatakas,
botli in prure-and painting, is a blend of the influence of Gupta art and the late art of the Sata-

A See Siwdio for % 1004, 1408 Modern Revine % ML le comis Goblet $'Alviella, Cr que Ilnde dolt & la
(Allahabad), May, 1907: Havell Imian Sculprure amd Gréee (Paris, 1397), p. 94, o
Patnting, u&m-udwm
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valianas, In Northern Indin the great school of Kushan sculpture at Mathura had passed through
a period of transition in the 3rd century AuDD. and was being transformed into the fully fledged Gupta
idiom at the end of the 4th century A.D,  But the GEE:.T idiom was not confined to Northern and
Central India. The relations between the Guptas and the Vikatakus, as a result of matrimonial ties,
are well known to every student of Indian history amd in the ciroumstances it is not surprising that the
Gupta idiom began to play an imporiant role in the development of sculpture and paiming in the
Deccun during the Sth, 6th and Tth centuries A.D. lts impact on the late Satavahans-lkshavaku
style is so prodounced that despite the attempts of cenain critics to confine the Gupta style to Nor-
thern and Central India there is no eseape fram the conclusion that 4 distinctive Decean-Gupta style
must be recognized. As far as pdinting Is concerned, we see the style in the Sth century Vakataka
Caves Nos, 10 and 17 at Ajanta and in the 6th century Vaishnava cave fragments at Badami (Plaie 89A)
under Chalikyan patronsge, Further south st Sittanavasal (Plate 898) the Jain frescoes, also fme-
mentary, appear 10 belong to the same tridition and have been ascribed 1o the 7th century though an
attempt not guile unconvincing, has been made Lo sugegesl a 9th century date for them.

It was gencrally thought that the art of wall painting ceased with the latest work at Ajunta such as
that seen in Caves | and 2 in which the Deccan-Gupta idiom remains strong.  But that belief is long
outdated, Work of vary considerable mtercst is o be scen in the 9th century Jaln caves of Ellora as
also in Kallusnath Temple itsell at Ello, The importance of this phase will be dealt with later on,
But even alver the 91k century paintings at Ellora the art of wall painting did not die out altogether,
It received a set-back no doubt, but work of sufficient merit to warrant attention was produced at
Tanjaré in the Chola period frescoes of the great Brihadesvara Temple. They are ascribed to the
11th century andd that may well be the date of some of them while some might be of the 12th century.
They are ual in workmanship, but in parts it is apparent that the lieritage of Ajanta was not

completely a thing of the Yet, barring a glimmer here and there, the 7th contury saw the end
of the great fresco period. The ever increasing desire for more and more infricate and elabomte
sculpture and the pre-eminence accorded 1o such sculptural ttions in the scheme of

building appears to be one of the causes that caused a decline in mtlpmonam-no the painter guild
and consequent stagnation.  OF course, having regard to the trends of medieval sculpture mentioned
nbove it is most doubtful whether the excellence of the great fresco mﬁd would have continued to
manifest itsell even IF it had been accorded adequate patronage.  'We know that as a general nile bath
sculpiure and painting followed the prevalling trend of the Umes at all periods in the development of
indian art. In South India, during the rule of the Vijayanapar dynasty in the 16th century, we have
frescocs at vanous sites such as Leepakshi and we also have frescoes of more than ordinary interest
a1 Cochin and Padmanabhspuram and elsewhere in Kerala State which belong to the 17th centu
of thereabouls, There can alo be little doubt that in Central and Northern India pa and temples
were painted i the 16th, 17th and 18th centuries and even carller, the style varying from that of the
Gujerati M.5. illustrations in the earlier period 10 & mixed M <Ruaj idiom in the 17th and
Féth centuries.. Such 17th centory examples in the mixed idiom can be seen in a Chhatri at Amber
and in the garden palace 3t Bairat. _

With regard to forms of painting other than wall painting we have literary references which indicate
that even in early times portraifs and other subjects were painted on wooden boards, cloth and other
material. But nothin survived which is earlier than the ilustrated palm leal mantiscripty from
Gujerat and Bengal of the [1th and 12th centories A.D. In Gujerat these manuscript iilustrations see
highly stylized with sharp "mﬁﬂm“ﬂ double chins, further projecting eye and a set formula for
Mustrating the subject matter which is mostly related to the Jain canon.  But these illnstrations do
possess & naive charm which o some extent relieves the monotony of this style which persisted right
up to the late 16th century. The illustrated palm Jeal manuscripts ::-!‘Beng al Bihar during Pula
rule sre slso stylized though not quite so hidebound in their conventions being more natupalistic in
their wmm of the human figure, . With the introduction of paper these manuscript illustra-
tions (Plate 179A and B) began to receive more expansive treatment IB:D was possible on the narrow
palm leaves. Thus from about 1375 A.D, onwards we enter inte what may be called the *paper period”
-of the Gujerati style of manuscript illustration, The Pala style died out in Bengal when Musslim
invaders overran this province in 1299 A.D,, but refugee immigmnts and hist monks carried
this style to Nepal where it was extensively ised on palm leal and lutér on paper, 1In fact the
style had reached Nepal even prior to 1299 A.D. Theso Pala palm leaf illustrations are mostly related
to the Buddhist canon. i '

But though this art of book jllustration, particularly in the Gujerati style, was prolific right through
the 14ith, 15th and 16th centuriss A.D,, it was not an an of mmlum:gmnﬂng. n 1he sense in which



PAINTING 203

the Persians understood this term. A little Persian influence limited to certain motifs and certain
categories of {he dramatis personnae of the Kalika story, namely the Sahis, is found in these MSS.
while we s3 one lamous example at the Ahmedabad Devasano Pada Bhandar where the Timurid
iod influeace is quite marked in the border . The putronage which was nsible for the
Ol s Ryomtions b haL K g K Lmatimin o RIS e o o e Tl s hp o ik o
exaggerations has it that King o i w in the 12th century was respon-
sible for the distibution of thousands of such illustrated MSS, to the Jain monastic orders.

This Jain or Gu flyle spread 1o centres in Central and Northern India such as
Mandu (Plate 179A), i and Jaunpur, Of course, it was natural thut in its spread it should be
affected by local influences such ns costumes and local perferences.  The resitlt was that the Gujerati
ﬁ}rﬁ when practised away (rom its home of origin always evidenced local variations, But basically

ways remained the same style.  Here again the patro was from the merchant classes, The
14th, 15th and [6th centuries is the period of the most prolinic tion of the Gujeratl style MSS,
including the local variations of this style. During this period Muslim Sultans ruled over Gujerat,

Malwa, Jaunpur and Delhi.  The question naturally arises whether they patronized the art of minia-
ture painting or book illustration in Indie. Most of these Sultans had strong leanings towards Porsian
culture and none of them seems to have been interested in the rather stereotvped indizenous
Giujerati school iHustrations which must have appeured very crude to them s compared to Persian
paintin Nor do they seem to have been interested in creating a néw school of book illustration by
talang Indian artists in their employ under the guidance of Persian masters.  We haye a fow stray
works which seem to have been commissioned by one or the other of these Sultans and in them we
discern @ mixture of Persian end Gujerati MS. style influences.  But it seems that such productions
were few and far between and there was no royal patronage worth the name to the arl olp boak illus-
tration in pre-Mughal India during the Sultanate period. The Sultans probably preferred to import
illustrated Persian MSS. rather than sttempt fo create & local school by employing Persian masters.
Whatever the truth be, painting under the Sultans is so scanty that it does not warrant a.ufv far reaching
conclusions. The picture may become clearer when more material comes to light. [t is therefore
erroneols in our m state of knowledge to talk of the existence of regular pre-Mughal Sultanate
schools of book tion ms existing side by side with the Gujerati style. The only canclusion
which is at present permissible is that the Gujerati style and its local variations in Central and Northern
India persisted from the 1th to the late 16th century A.D. largely unaffected by Persian minia-
ture ing save in certain limited respects as stated above..  Even the pronounced Timurid influence
seen in the border pancls and in the Kalakacharya section of the Kalpasutra of the Devasano Pada at
Ahmedabad is absent in the principal illustrations which retain their stereotype conventions. But one
notices a tendency in the late |5thand first half of the 16th century for these Gujerati MS. illustrations
to become more elaborate, being often enclosed along with the 1ext, by barders of floral decomtion
and geometrical patterns evidencing somé direct or indirect Persian influence. This period of els-
borate production is known as the period of the *opulent style’, The writing was often in gold on
coloured backgrounds, and gold was freely used in the illustrations which sometimes extended over
the whole page. Usually these illustrations occupy only one section of the page.

But after the advent of the Mughals and with the accession of the great Akbar ro the throne
(1556-1605 A.D.), the outlook underwent u complete change. His great atelier consisted of scores
of Indian artists all over the country whe worked ‘under Persian masters and thus swith constant
and intensive royal patronage there up 2 style now famous as the Mughal school of miniature
painting. In its turn the growth of Mughal painting exerted a strong influence on the indigenous
Gujerati style and its variations in Central and Northers Indis. The result was that there grew up a
mixed style in Rajasthan snd nearby areas which is known as the early Rajasthani style, A related
style, though with certain distinctive features of its own, appears to have flourished in Northern India,
most probably at Jaunpur (Plate 185A) and another related style existed probably in Central India
or thereabouts (Colour PL.-A) One marked characterstic of this style is the small turban with kulah
often worn by male characters (Colour PL. A) and which is not seen in M painting. This group
is therefore at times called the Kulehdar group though the style may have purished in different parts
of the country. Several variations in this style can be discerned. But these developments do not

ar to be pre-M s0 far as the available evidence indicates. There has been much confusion of
ght on this probiem which has been aggravated by the use of lonse phraseology. The available
evidence goes to show that the book illustration style up to the time when Akbar’s great atelier began
to lunction on vast projects, such ss the Homza Namah ?Platr. 180), was the Gujerati style with its local
variations in Central Indis and Northern India. Tt was the influence exerted by Mughal painting on
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all these indigenous centres of MS. production in the Gujérati style which brought into being the ear]
Rajasthani school ns well as related productions typified by illustrated MBS, snch as the L‘-mi'r_fhumg'
of the Bharat Kala Bhuwan (Plate 185A), the Gite Govinda of the Prince of Wales Museum (Colotr
Pl A) and a few similar MSS,  They all appear to be -Mughal and whethér or not they be closer
10 circa 1580 A.D, than to eirca 1600 AD,, they disclose features which soggest the niffuence of
Mughal painting. Whateyer may prove to be the truth it is certain that it was Mughu! painting b{i
far and large that provided the powerfil impetus so essentinl to muke the stereotype Gujerati sty
adopt 2 new outlook and approach.

There hus also been much loose thinking about the relationship of the frescoss of (he great period
of Ajanta in the Sth and 6¢h centuries A.D. to the Gujerati tlglc MS. illustrations and the 171k centuty
early Rajastliani and early Pahari schools.  Some writers #ffect 10/ soe a development and continuity
of the Ajanta tradition through all this period of tme, This viewpoint may be dismissed as a JIiFl:u
of fancy, That there is an obvious relationship between the early Rajasthani style and the eurlier
CGiujerati MS, style cannot be gaindaid, but the art of the great frescoes is in an entirely different tradi-
tion. Tt is & fundamental error to think that the Guierati MS. illustrations, or more particularly
Rajastham or Pabari paintings, are frescoes in miniture and show the ancestry of Ajanta when they
are enlurged,  First and foremost, it is & perversion of taste for any one 1o want 1o desiroy the essén-
Lals of & mintature by trying (o enlarge it, and secondly the enlarged miniature is in any event a bud
fresco, very different from the great frescoes of Ajanta.  The approach of the trus resco painter and
of the yrue miniaturist are poles apart, and there is nothing more futile than to compare these forms
of art in an attempt to attnibute a non-existent ancesiry to Rajasthani miniature painting, :

The bcfinnhmgs of the Mughal school are to be found in the work of Akbar's greal atelier. The
general beliel that the school reully started with Humayus s based on the fact that he had in his employ
two persibn griists, MirSoyyid All and Abdus Samuad. But the great Hanize Namah serics (Plate 180)
satidl 1o have leen commenced in his reipn was really commenced in about 1567 AD, under Akbar
and completed about 15382 AD.  The testimony of the lnstonan Baidaoni on this point &5 quite olear
and is to be preferred to the general speculation that this imporiant series, comprising more than
1400 paintings on linen, was planned ind initiated in Humavun's reign. The series was of vital
importance in the development of the Mughal school, This underiaking, commenced under the
Persian masters whom Humayun had brought to India, required extensive planning and s large number
of artists for its executlon,  Artists were recruited from all parts of the country, It was but natural
that those painters who belonged to the guilds which had illustrated the Gujerati ﬂkﬁeruﬁ in Gujeras,
Rajasthan, Malwa, Jaunpur, Delhi and other centres should be drawn inlo AKbar’s atelier.  Theit
natiral skill was soon given another direction by the Persian masters under whom they worked, but
the transformation could not be carmied out overnight. - The result was that & new styie began to be
formulated, The mental approach of the Indian artists, despite the guidance of Persidn masters,
was bound to affect the ootput in various ways, so that It was not @ mere imitntion of Persiun models,
Akbar himseil was not slow 1o recognise: this fact and no doubt his eclectic mind welcomed the now
style. ‘When Akbar began to have the Indian epics and other Indian works illustrated, the outlook
of the Indinn artists in his ateller made itself fell more strongly than ever before and the Mughal school
became firmly established as possessing distinctive qualities of its own.  The old term “Indo-Persian’
uzed for the work of this period is not aliogsther inappropriate, but it s Tar belter 1o refer to th‘w'o-
ducts of the Muoghal school of this pariod: (Plate 131B), namely, 1580 A.D-1590 A.D:, as well as
prior thereto, as the early Akbar school, Apart from portmiture the emphasis of the Akbar school
wiais ly o illustrated MSS, dealing with Persian and Indian tg_}?:u and the copics made for the
E library are truly magnificent, In the reign of Jehangie (1605-1628) the foniness lor poitraits
is even greater and the art of portraiture is carried 10 such heights that one notices a touch of genius
in these technically splendid :ﬁ:ramn izations (Plates 183A, 184B) which mark the reign of Jehangir
as also the ceign of Shah Jahan (1628-1658). Apart from the wsuul court scones which charnctarze
sll pmiud;nruuiha]mmejehtug:rp:dqdipadaﬁm in. marvellous bird and animal studies
(Plate 183B). In the reign of Shah Jaban studies of saints and dervishes (Plate [84A) became more
frequent than before, while portraits in the siyalki kalam, i.e., line drawings with slight touches of
colour, achieved n vogue. This type of portrait study in the siyahi kalon appears 1o have had its
origin in the work of one of Jelangir's painters, Muhammad Nadir of Samarkand (Plate 183A),
The reign of Shah Jahan brings to a close the period of Muoghal psinfing. Ii is necéssary to
realize this fact in amiving at any estimate of the achievements of the Mughal school. Though it is
a cotrrt art, it such & high degree of excellence in charnctenization, design, composition;
drawing and colour values, that Mughal miniatures of the great period have attracted many connois-
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seurs and degtlers in Europe and America and have fetched considérable prices.  On the other hand,
it has to be observed that these very connoisseurs and dealers bhave shown litile or no interest in the
products of the Rajasthani ancd Pahari schools.  These have a much better market in {ndia itself than
absoad where the taste for the products of these schools i only now being developed.

When Aurangzeb (1658-1707) came (o the throne he gave little patronage to the art of painting
and & decling set in,  His bigoiry and susterity were o damper 10 all urtistic activities, though por-
‘traits, court and hunting scenes continued 1o be produced.  This dull period Tor Mughal paintin
which had in fact commenced from the later part of Shah Jahan's reign, had however one notab
consiquience.  Artists trainted in the Mughal capitals in the Mughal style began to drift 1o the courts of
Rajasthani rajas and the Hill States of the Punjab,  Here they wers not circumscribed by the limited
requirements of the Mughal court and the Mughal aristocracy. In fact. their new Hindu patrons
delighted in the Epics, the Krishna legend, the Braj Bhasa poems, bardic lore and romance, the Gita
Govinda and many other such literary masterpices.  To illustrate such themes the Mughal manncr
ol painting was not adequite to a vigorous mind.  Many of these painters at the Rajasthani and Hill
COlirts ﬁpﬂr to have-been inventive, imbuoed with an urge to experiment and very much alive to the
sheer delight of large flat arcas of glowmg colours, such as strong lacquer reds, intense blues, rich
ochre yellows, olive greens, deep blacks, ete, In addition, their sense of design wis something
unique. The early Akbar period painting with jts extraordinary cnmrmillnnul effects (Plate 182)
had left A strong impress on the Indian miniatorists. [t taught them the lesson that where the primary
ohject was pictorial norration, the subject matter could be finted into the composiiion in-any atiractive
design gﬁi;u: regardiess of perspective or naturalism,  Such an attitude to ca IO Was ery casy
for any Indian artisl to gracp, 1t was the familiar method of (ke Gujerati style M3, illusirations given
a new and more elaborate onentalion, In early Rajasthani as well as early Pahari painting we can
scose Lthap artists frzined m the Mughal school have made a deliberate departure from the Mughal
method and huve attempled to combine certain aspects of their (raining with an outlook widely diffe-
rent to that of the true Mughal artist.  The marked Mughal influence can be ssen particularly in the
treatment of figures, costumes, accessories, architecture and sometimes in composition, bu the colour
tonality is widely different as also the treatment of trees and landscape in general.  Above all, Rajas-
thani and Pahari mmidtures are in the main the result of &n intense emotional complex created by the
great Vaishnava reaaissance in song, dance, music and painting, which swept over all Central and
Northern India i the 15th 1o the 15th centuries and dominated the Jife of the people.  No such emo-
tional complex affected Mughal painting. '

With the death of Aurangzeb in 1707 A.D., Mughal painting entered on a new phase. As a re-
action against the austerity of Aurangzed’s bigoted rule, the court life of the M from about
1712 AD. became one of soft eass and constant pleasure, degenerating into deba . Musicians
mﬁmlnnlgl;ﬁhﬂdw:yuthﬂmpedal ital, Roval and aristocratic patronage was once more
extended Lo the art of miniature painting, but now the productions céntred mainly round music and
dance parties, love scenes, zenana pastimes, courtesans, singing girls and such other subjects. Some
of this work s quils skilful and the colour is often effective, but il is not to be compared to the output
of the great of Akbar, Jehangir, and Shah Jahan. This rather effete art remained the norm
throughout the 18th century at the Mughal court and later degenerated into the bazar work known as
Ixethi ivory ministures once popular with Indian and foreign visitors 1o Dethi.

The beginnings of Raj i painting can be placed round about 1600 A.D.  Prior thereto there
wiis & transition mm‘ﬂﬁaﬂ.n to 1600 A.D. in which the Gujerati MS, style began to changs
under the impact of Mughal painting. This impact largely came through what has been termed the

] M school in contradistinction to the output of the court ateliers. The taste for miniature

ing created by Akbar led to the employment of arlists by Rajasthani Rajas, the nobles of the

court and even by the well-to-do merchant classes for illustrating a vaniety of literary themes

(Plate 1858) and also for making portrait studies (Plate 185C), These were naturally painted in the

Mughal idiom, though not by the great court artists and thus a Popular Mughal style, attractive in

content and manner, came into being. A certain amount of coarse siyle Mughal painting also
came into existance at the same time being the work of inferior artists.

The early Rajasthani school appears 1o have had fis main centre at Mewar (Plate 18TA), but local
styles also grew up duning the 17th century in Marwar, Bundi (Plate 186B), the Thikanas in the
Ajmer ares, Narsingarh in Malwa (Plate 186A) and other districts. In Bikaner, during the second
Hall of the 17th century, & very strong Mughal fnfluence prevailed and accordingly the work there,
some of it very fine, is muarkedly in the Mughsl manner, [t must accordingly be differentiated from
the early Rajasthani idiom proper. The 17th century is the vital period of the Rajasthani school.
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In the 18th contury much good work was done but there was an ever increasmg tendency towards the
the norme of 18th century Mughal paimting, The work at Mewar, which centre was the leader of
the early movement, sulfered a very comiderablée decline, bul Band) continued 10 produce o variety
af interesting styles nght up to circa 1760-1770 Ay, A remarkable phenomenon during this period
was the exceptional brilliance of the ateher of a small Rajput State called Kiahangarh from aboiut
173510 1755 AD. During this period the Kishengath atefier, which had Initherto produced the
gerwral run of 18tk century Rajasthanl work, was inapired by the poel prince Savant Singh of Kishan-
garh, known to all lovers of Brg/ Bhasa lllerature nk the famous poct Nagard Das,  Under the guidance
of a master artist named Nihal Chand and the inspirstion of Nagari Das, the Kishangarh atelior
produced a small body of work which is regarded as ono of the noblest achicvements of Rajasthani art.

The second hatf of the 18th and the first half of the 19th century s also characterized by an un-
precedented  outhurst of painting thro Rajasthan, Not only every Rajput ¢ourt but also
every Rajput Thikana (feodal estate) its atelier of antists.  Some of these Thikanss, such as that
of Ghanerao, employed quite a number of artists in their ateliers, The general quality of this Thikana
painting, which consists {argely of portroits, court ecenes; hunting scenes, studiss of favourite horses
and dogs, music partics and such like subjects pertaining 1o the daily hife of the Rajpul anstocracy,
is very medioces indeed, yet sometimes paintings of consuderable interest (Pliate 1378) were produced.
But by Tur and large the prolitic output of this pericd is apt to become (edious. Even in the 19th
century when the art of painting all over Rajasthan had become decadent, some very vigorous draw-
ings of elephants were made at Bundi, u state which always scemed to maintain a praiseworthy standard
in the output of is ntediers.

Just ey Mughul painting was the mainspring behind the Ragasthani schools, so also it was the same
influence whi:ﬁui':: the creation of Pabari painting, the art of the Rajpur Hill States of the Punjab,
In ¢ontradt to the pesition jn Gujerat and Rajasthan in pre-Mughal timies, po form of book illustration
appears to have flourished in these Hill States. The Gujerali style had not ted the hill fast-
nesses, . Mareover, the Hill States were poor and theif rulers lacked & taste for such cudtural refines
mients as minigture painting, Besides, munlenance of stefiers would cost money and the none
too well-off Hill Chisftains no doubl preferred 1o ulethnir'Hmiled résturcess on other more abvious
forms of entertainment. such as the mainténance of singers and dancers, and the hase of excellent
falcons for hawking. But it must not be forgotten that their iraditiona] background was onz of
birdic love, of knightly warfare and bold and ardent romance.  Here was fortile soil for the growth
of u vigorous school of painting.  'When the Mughal overlords introduced the system of hostages
those Hill Princes who had perforce to reside for several vears ut the Mughal court began (o assimilate
various sspects of Mughal culture and develop a taste for Mughal type architecture, costume, ste.
It was alde but nmt that they should have seen the work of Akbar's and Jehangir’s numerous
painters for both these sovercigns had a greal love for miniature painting, When these hostages
returned to their states they began to introduce various aspects of Mughal count life at their own
courts. The first result of this new impact was the adoption of Mughal type archilecture and ¢ostume,
This change came into being in the Hill States not only through the hostages but also by reason of the
fuct that several Hill Rajas and their close relations served in the Mughal army and became accustomed
Lo thie life and manners of the Imperial capitals, Though we cannot be quite certain s to when the urt
of miniature painting was first practised in the Hill Staies, vet it seems that the first Hill chief to maii-
tain a regular atelier and evince a real jnterest in book illustration was Raja Kirpal Pal of Basohli
(1678-1654) (Plate 188A), a small Hill State with its capital on the Ravi. ‘Today it is but a vi
with the ruing of the great fortress palace, once known as one of the wanders of the Hills, The
of painting which developed in Kirpal Pal"s atelier and which soon became the norm all over the Hill
States is known as the Basohli Kalam. It is characterized by its glowing hot tomality, large arcas of
hackground in a single colour such as red, yellow, orange, green, eto., nnd its passionate, almost
savage, male and fermale types with their large staring eyes and sloping foreheads. (Plates 1888 and
IB9A). When this style of painting became the norm in all the Hill Sttes many of the Rajas to
bnve emulated Kirpal Pal’s example and maimtained stelicrs of their own. Theugh the Basohli school
was only indirectly influenced by early Rajasthani painting it wos born of the same and
inventiveness an the part of artists trained in the Mughal ateliers of the Aurangzeb period who had
migrated (o the Basohli court and were alive to the new movements which had taken place in Rajas-
than gnd which we refer to as eardy Rajusthani painting. Thus Basohli painting i a pumda
syntheiis, which did not develop from any carfier prinntive style in the Hills, Those who have not
carefully analyzed the clements of the Mughal school in Basohli painting have fullen into the error
of regarding this school a3 having an ancestey in the Hills.  But to date there is no evidence on which
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to base such a conclusion, Basobll painting in its great period. namely, éirea 1675 to 1740 A.D. s
ws vital and as colourful as the best products of early Rajasthani painting. lis passionsts mtensity
and excellent setie of design impart to it & quality which some find more captivating than the products
ol the Rajasthani school.  But such preferences are after all a matter of individual tasts,  As alresdy
staled the Basohli Kalam was the norm in the Hills till efrca 1740 A.D.  Thereafter a major change in
ontlook took place. 1In 1739 A.D. Nadir Shah of Persia invaded Northern India and sacked Delhi.
The insecurity of the decaying Mughal Empire thus became very evident and the first of the migrations
to places where life could be secure and less troubled began (o 1ake place.  There was a not incansi-
derable exodus to the Punjub Hill States, incliding artists snd artisans.  Amongst such emigrants
were artist families who had been trained in the Mughal school of the 18th century and sccordingly
theit drawing and brushwork was of considernble merit,  They were soon absorbed in the Hill courts
where their work achieved immediate popularity, Their approach wis mote towards naturalism and
softer and quicter colouring than the hot paleite of the Basohll Schoal.

This new phase of Pahari ﬂ_uimiu.g from ahout 1740 A D. to 1765 A.D., when &rtists teained in the
Mi s¢hool of the first half of the I8th century dominated the ateliors of the Hill Rajas, is known
s the “Pre-Kangra™ phase ghm: 1898), 1t was not confined to any particular Hill State bt bocame
the accepted style all over the Hills. In Jammu ity great patron was Balwant Singh, brother of the
ruler Ranjit Dev. Balwant Singh used to lhave himself painted at work, st pliy, at lelsure, and even
when he was being shaved | '

At Guler, i Crovardban Singh (1744-1770) slso maintained nn atelier where good work was
prodiiced,  So also painters tratned in the Mughal school worked at Jasrota, Suket, Kangra, Chamba
and olher States. work of these artists trained in the Mughal school underwent a groat change
when they migrated to the Hilli. At the Mughal eapitals it was a period of decadence.  The depiction
of love scenes, music parties, zenana pastimes, and such frivolities were Iurgely in vogue. [t way the
art of an effets over-nipe culture lacking in virility though not wanting in the graces which one could
associate with songstresses and dancing girls.  But when these artists came to the Hills, in an entirely
different fresh atmosphere, 1o work for Rajas who Joved the stories of the Krishna legend, the epits,
bardic lore and the famous romances of old, their outlook changed so rapidly thal they soon began
to develop a style whmh,ll;ll;ﬁh based on Mughal painting of that period, had a charm which 13th
century Mughal painting: (PL 189B). The "Pre-Kangm™ phase led the way to what is known
as the Kangra school of painting.  This again is a generic name like the Basohli Knlam. {1 was not
confined to the State of a though the style may have originated in that State. It was 4 logical
devolopment from the “Pre-Kangra™ phase. [t is charaoterized by two main female facial types.
Oge with siraight nose in line with the forehead, Tﬂiﬂttﬂ chin, flat mass of hair and marrow slanting
eyes. ILis known as the “Standard Type™ (Plates 1908, 191A). The other known a2 the “Bhagavata
Type™ (Plutes 190A, 1918), because it & rsin a famouz eries Hlustrating the Bhagavata Purana,
has & small round face of parcelain-like delicacy, small nose, finely painted hoir and rounded chin.
These Kangra school women are exquisite creatures who seem ta live in & worid of eternal romance
no matter whether they be yilluge milk maidens or princesses of royal estate.  The fame of the Kangra
school [s closely assacialed with the greatest Raja of the Hills, Sansar Chand of Kangra (17741823
AD.). He became overlord of almost the entire HIll territory till his downfall gt the hunds of Ranjit
Simgh of Lahore. He was a great patron of painting and had the largest and most varied atelier of
artists evir known in the Hills, It is primarily the fame of his atelier that is responsible for the nomen-
w;&aﬂm Kalam™ being [PI.II% aé:fm ﬂﬁlﬁw during the period, e:'riﬂ L’T??-lm
AD. famous Bhapavaty setie 1B) was i painted or supervised by his favon-
rite artist Kaushsla also known as Kushanlal.

The . Kalm 15 in marked contrast 1o the Basohli Kalam. It is charactorized by clegance,
delicacy a-soft ethereal guality which imparts to it an air of great refinement and distinction. 1t
is not passionate or intense like Basohli an, but is not wanting in sn atmosphers of romance which
is often cast in surroundings of nitural bheauty,

We have noted um'li';‘ﬁ the influetice i?hl;: the 'Mugh?l m! which I'T:HSM Rajasthani and m
painting info being. e first phase was the impaét & ughal style on the Gujerati style
ity variations in Central and Northern India. But the position in the Deccan in the 16th century was
different.  With the break up of the Bahamani Empire and the formation of five separate sultanntes
it seemu that the art of ministure painting began lo receive some encouragement. The Bahamanis,
iur;zars,m:nmpnmmhhmmag but there is reason to believe that the Bijapur Sultans
an nhnthtﬂdmndasm“mludpmqumm and Turkey &t their courts. Such painting
must have been in the Persian and Turkish manner though it is not difficult to conclude that foreign
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painters on Indian soil were bound in course of tims to modify their origimal style under local influ-
ences. The great Hindu kingdom in the South during this period was the mighty and prosperois
Vijayanagar Empire. Of the art of wall painting under Vijayanagar rule we have frescoes at soveral
sites, but we are not aware whether any art of baok illustration was in vogue nt the Vijayamgar courl.
1t is difficult 1o befieve that a eentre <o famed for its cultural activities did not huye some form of
book illustration even though no les have come to light.  But after the downfall and destruction
of Vijayanagar at the hands of the contederate sultanates at the battle of Talikom, i not before. artists
and artisans from Vijayanagar must have sought employment at the courts of the sultans. Thus
i ﬂ)’f@ in which the indigenous influences from Vijaysnagar intermingled with the
style derived from Persia and Tarkey, This mixed style may have come info being =ven belare the
battle of Talikota. One [Hustrated manuscript calied the Nufursc-Uhen in the Chester Beatty
Cuollection, which appears to have been pain in 1570, evidences this mixed style; while we have &
somewhat Inter manuscript called the Tarif-i-Husein Shahi also in [his mixed style, Which dealy with
(e battle of Talikots (1565 A.D.)as well 4s with the [eisure moments of HussainNizamShah of Ahmad-
~ It is however, not easy to distinguish any school of Ahmadnagar (PL 192) as distinct from
that of Bijapur, Bijapur was perhaps the main centre of earty Deccani painting and here the mixed
style may have first developed. But in this connection Golconda may also have to be considerad,
This mixed style shows Persian, Turkish and indigenous features, the last named being derived from
Vijayanugar. In this mixed style were Ragamala pamnn&:hmh could have been painted for that
great lover of music Thrahim Adil Shah 11 of Bijapur, but again Golconda may have to be consk
dered. They can be ascribed to circa 1500 A.D. There is also a body of painting which can be
ascribed 1o the petiod 1590 - 1620 in which we see Persian and Turkish mmtuhth.'ﬁ!mailing.
with some influence from the Mugha! school which must have become quite well knoyn in the Deccan
during that period. This early group of paintings contains some fine portrait studies including por-
uraits of Thrahim Adil Shah IT who must be regarded as the foremost of Deccam painting.
The early Deccani school has to be distinguished [rom the Muughal school. lts imitial inspiration Wak
not via the Imperial capital of Delhi, but via Persia and Turkey from which countries artists came and
warked in the Deccan, :

The later of the Deccan schoo! from about 1620 onwards show increased Mughal influences
(PL. 193A) though the school still maintains distinctive features which enables one 1o necognize its
provenance. ‘The main centres of Deccani painting were Bijapur, Golconda, Hydé¢rabad, Ahmad-
nagar and Aursngabad, (hough it scems that certain families of artists had also settled at several less

riant centres. Most of the work of the 18th Centuiry calls for no particular attention though quite
comipetent in execution,

NOTES TO COLOUR PLATES

Hpmmr. wild duck, anonymous: (Fol. 10, Dara Shikoh's album), Mughal School, Shah

8 | E:rlod. Miid-17th century or earlier, .

Plate A. [Mustration to the Gira Govinda, Provenance uncertain.  Probably A.D. 1570-80.
Kulghdar ﬂmrp. Prince of Wales Museum, Bombay. _

Plate 8. The House of Shelkh Fl, painted by Bishandas. Mughal School.. Cirea AD. 1625,

Plate C. Jahangir a3 Prince Salim, anonymous. (Fol. 18 of Dara Shikoh's album), “Prince and
Preceptor™.  Mughal School, Shat Jahan pen Mid-17th cemtury,

Plate D. Marble building, etc., by Mulammad Fakirullalh Kha. {Jolinson Callection, yol. xvii,
fol, 3. Worship in a Pavilion, M School, Late 1Tth confury.

Plate E. Night scene. Krishna and ha on ihe banks of the Jumna, Miustration to the Gira
Govinds, Kangra school. Probably pamted at the court of the great Sansar Chund of Kangra,
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Mahabharata, X1X, 10, 120, 1R6,
Muahadzva, 81,
Mahaliz Khan, 156,
Mahamalls, tmg Namsimha-varman I, 119,
Muaharatia, 40,
Mahasena, king, 132.
Mahavira, 9, 39.
Mithavana Bud;l.‘l.uﬁn, 53, 87, 107, 109, 110, 129,
138, 141, 142,
Mahayogi, 7.
:l':ﬁmin—mmmuglikmg, 119, 126.
esh, pamter, |
Mahishasura, 119,
Mahmud of Ghazni, 112, 114, 152,
Mahuli, 39, 47,
Mr 33, 34,
140,

n}d‘mf of Hariri MS., 181,
Makara, 32, 39, 72, 122,

Maldive, 120.
Malikarjuna temple, 122,
Mallitamms, sculptor, 118,

Malot, temple, 107,

Malwa kingdom, 155, 196, 203, 204,
Mamallapuram, 116, 119, 120.
Manidu, 155, 168, 175, 203,

' Mangalesvara, king, 81.



216

:}mhhﬂ' 146,

anfusrl, 142, 151.

Mankuwar, 75,

Muanohar, painter, 195.

Mannique, Father Sebastian, 162-165, 186,

Mansur, painter, 193, 194,

Mura, 54.

Maraghan, 182,

Maratha Period, 187.

Murgasahayar, )23,

Marichi, 108, 110

Marshall, Sir John, 18, 20, 33, 37, 63, 71, 77, 110,
112, 167, 169, 174, 175, 177, 178,

Marianda, 106,

Muarwar, 205,

Mata Kunwar, 110,

Mathura, 12, 20, 24, 25, 27, 28, 32, 35, 37, 38-44,
46, 47, 49, 51, .,254555?6667(13‘.1'&
75, 71,79, 84, 98, 1!1. IM 123, 164, 201.

Mnm}a, Chandra ng, 15, 19.

Muuryan Period, ?;-11 2':' 23, 29, 33, 34, 47, 59.
Maya, mother of Buddhn &7, 66,

Medirigiriva, 130,

Mehta, 108.

Mowar, 208, 206,

i, Mons. G, 167, 171, 176, 1BS.
Mihintale, 130. 132, 134,
Minmeri
Mir A Knmn. Taj builder, 16],
Mir Haahim, painter, 195
Mir Mansur of Badakshan, 183
Mirpur Khas, 77, 105,
Mir Sayyid Al, 182, 183, 192, 204,
Mmkm painter, 189, I‘Jﬂ 192, 195,
Mitra, Rajendralala, 75, lll
Mirzi Jani B-c;mns%(
Maohenjodaro, XIX, XX, XX1, XX11, XX111:
Mokals, king, 113, 114,
Mangol, 61, 181, 182,
Moonstones, 133,
Mosaics, 166, 174-176.
Mother [,Dlidtﬁﬂ,ﬁ T
Maoti Masjid, 160
Mount Abu, 9, 13 102, 104, 105, 108, 113,
Mud .
Mudra,
M .lm’, 6{}. 144, 145, 155160, 165, 167, 169,
I I'J‘I IT&-ITﬁ 177, 180, 1E]1- I?T 198, 204,

Muh:mad Ar.ﬁi Shah, 156

Muhammud Amin mosque, 178,
Muhammaed bin Tughlak, sultan, 156, 167,
Muhammad Faki Khan, painter, 194, 195,

194,
Muhammad of Ghor, 152, 166,
Muhammad Husain of Kashmir, painter, 184
Mgmmmﬂrmm painter, 195,

INDEX

Muktamnt Khsn, Taj builder, 161.
Mukicsvara shrine, 103, 111, 116.
Mukund, painter, 192,
Multan, 176, 179, 183,

114,
Mysore, 12, 117, IIB £20, 121, 125, 171, 174,

Nachna-Kuthara ,73.
Nadir-tz-zaman (Abul Husan),
Nega, 6, 12, 30, 32, 43, 57, 95, |(
Nagari Das, 206,
Nagarjumknndn, 47, 48, 142, 201..
Malanda, 109.

Nanda Lsl Bose, painter, 201,
Nandangarh, 23.

Iﬂmﬂwarmnn Pallsvamalla, 126:
Narasimha, king, 104, 115,

| Narssimha-yarman, King, 116, 119,
Nurmrimha (Avatiri), 80, 121,

| Narayana, 100

Narbada, 71, 115,

MNar- Hm;fm 1

Nasik, cave temple, 27, 36, 48.

anmqfa (Sim} 5. 12, 126, 136, 138, 143.
Nathu, 68

Nats, ﬁ?

Nr.-nhumﬁkn;, 2.

Nawab Safdar Jang, tomb, 164.

Nawab Sardar Khan, tomb and mosque, 136,
Nawab-Vazir of Oudh, 186

Nell, Dr. Andreas, 136

H:pa] 106, 107, 143, 147-151, 202,
Nestorian, tomb and mosque, 146.

Nihal Chand, 206.

Nikowaews, mmsm:'y. 135.

Nilagiri, :Irplmnl. X

Nissanka Malla, king, 129, 131, 134,

N balli, T17.

Nurahan, empress, 139, 175,

nldmherg. Prof, 38,

Oraons, 7

ﬂrﬁsim 36, 85, 90, 103, 104, 108, 109, 111, 112,
Osia, 43, 105, 114,

Oos, 22

Padmapani, 138, 149,
Pahari, Himalayan school of puinting, 198, 204,

mmter, 196,
o 132, 145

3!]5 206, 207,
i Ei-ll]l 144-150, 1B0-208.
Pala dyn IN, 109, 110, 115, 202
Pali K L

Pallsva dmasly. ‘H B4, 87, 101,
120, 126, 127, 142, 143.
Pnnn!msiu, 35,

16, 117, 119.



INDEX

Panch-Makal, 159.

Pandua, 155,

Pandya dymw 119, 135,

Panipat, 158,

Pink‘ulm Yihare, 134,

Parakrama Bahu, the Great, king, 128, 129, 134,

135:
Parasuramesvare, 111,
Parkham, 20, 28 37, 47.
Parvari, 10,73, Bﬂ R1, %3, 126, 138,
Puﬂmm (Patna), 15, 19, 20, 25, 71.

P:m E5 i9, 20.52 71,201,
ladlhl,ﬂ' 7. 171

Pattini Devi, goddm, 135, 144,
Payer shrine, |06,

fitan, 17, 20, 33, 19, 53, 69, 76.
Peshawar, 22, 49, 50, 52,55 70.
Phear, Sit. 1. B., S?.
Pid la, temple, 100,
Pietra mln.:r 159 160, 163, 175-176.
Pﬂlnrﬂdmu, 17, 18, 19,

Pipraliwa,
riu]:khom. cave temple, 27, 36, 37,
Polifical organization, 26,
Palonnaruwa, 128, 129, 130, 131, 134, 136, 137,
Pottery, 16,
Prodakshing, 141.
Prambanam, 140, 142,
Praseaajit Pillar, 25.

I’ﬁ!lﬂ'p,] 3,49,
71, 87, 95, 140.

Pu ﬁ! n {Tam:nhdm caves), 101, |
Puri, 33, 104, 111, 1

217

Rani Gumpha, 36.
Ranjula, 47,

Rasa, 11,

Rashtrakuta dynasty, 117,
Ratha, 116, 119,
Ratmasura, 81.

Ravena, 80, 108,
Tla:vwafmn 125, 199.
Rawlins, J, P 52.

nmuma& MS 186, 193,
Rig Vedu, 7,13,

‘Rock Ediats, 19.

Rudra, 9, 137.

Rulmini, 1235,

Rukn-ud-din, 177.
Rumminde pillar; 17, 18, 58.
Rugpar, 20, 48, 77,

Rupbas, 38,

Ruwamwell, 85, 101, T32.

Sabha, 26.

Salavid, 181-183, 190,
Sahaseim (Sasaram), 19,
Saher-Muaohet, 52,

157.

| Sahri-Bahlol, 50, 56.

St, Hilaire, Mons. B., 148, 149,

Saivizm, 9, 72, B1.

Sakra, 54, 55, 58.

Sakyn clan, 9.

Sakyemnni, 51,

Saladin, 132,

Salem, 135

Salim Chisti, tomb, 174, 176,
176, 182, 183

| Sumbandar, 127,

. 180, 208,

Aunup, 195,
Raja Gofar:ds.lmn Singh, 207,

a Kirpal Pal, 206,
Man Singh, 177, 194.
Rajaraja, king, 116, 120, 126,
Rajn Raja-varma, 199,
Rajarini, temple, 104, 111,

Rajasimhu, king, 116, 119, 126.
paintmg. 198, 201, 203-207.

Rq!mdmﬂhulndaw. king. 116, 120, 126,

T3 110,
Rajs L 110,
Rajput, 121, 171, 155, 180, 197, 198, 2000,
Ram, 192,

Rumasw
Rmm::‘h 14, 35 113 121, 133, 186:

Rameavaram, 116, IIT 125.
h Hill, 86, 20,

Rampurva, IT 18, 19, 20.
R.Iﬂl#fﬂhltor, 169,

Sambhal, 158,

Samudragupta, king, T2, 76, 77, 127,

Sanchy, 6, 9. 11, 13 16, I8, 19, 2[ 0,23, 24,25,
ISI‘DBGJIEZH 353633394[
434-‘454-5,515?1516364&565.5’?69
70, 74, 76, 86, 87, 92, 107, 128, 131, 132.

Sandmkﬂtqsiﬂhanﬁmm 15,

Sangha, Budihist, 26.

Sanghurama, Buddhist monastery, 129,

Sankkya, 8, 11,

Sankisa, 17, 18.

Sansar Chand, 207,

Sunthagara, 26.

Sanwlan, painter, 192.

Sapta: Kannigai, 7.

Surangpur, mosque, 171,

Saraivari, 142, 151,

Sardula, conventional lion, 118,

Sari, temples, 140,

Saripuira, 24,

Sarnath, 18, 19 20, 21, 34, 38, 39, 40, 47, 52, 63,
64, 67, 72, 74, 75, ?T, In'?-' 110,



218 INDEX

Sarwan, painter, 189.

Sasaram (Sahasram), 19, 157,

Satira, 5, 6, 28, 53

Satsvahana arl, 47, 127, 201, 202,

Satavahana kings, 12,37, 47, 4§, |27,

Sat Mahal Prasadaya, 131,

Satrunjaya temple, 9, 13,

Savant Singh, 206,

Sayyid Salar, 164.

Seulpture, 12, 16, 17, 18, 20, i
38, 40, 43, 44, 45, 46, 47, 49.63, 64, 66, 67, 68,
69, 70, ?I ?3 74, 75, ?.6?? 80, B1, B3, 84,
03, 9%, 11}3 lﬂ?—Ii:Lll? 118, 119-327, IZE-HJ
142, 168-171.

Sculpture, metal, 47, 61, 115, 119127, 135139,
143, 150, 168,

Seleukos Nikator, 15.

Seven Pagodas, 116, 119.

Shah Abbas, 182, 191,

Shahdara, 178,

Shah Tsmail, 182,

Shahjikan, 157, 159164, 167, 165,171, 174,175,
176, 178, 188, 187, 188, I?I 194, 195, 196,
197, 204, 205,

Shnh'l‘nhmaﬁp. I83.

Shamiaii, 84

Shankar, painter, 189,

Sharfa Khan tomb, 157,

Sharf-un-nissa tomb, [78.

Sharki, 155.

Sher Shah, 157, 158, 177, 182

Shore temple, 119,

Siddhartha, 51, 58, 67.

Sidi Sayyad, mosque, |74,

s%'(.‘g;ﬂn,ﬂ 88,90, 99, 100, 101, 194.

7

Sikri, monastery, 53, 56,

Sﬂmus,ﬂ,#!i. .

Silpa Sasira, 28, 33,

n, Mr., 32, 102.
Avadana, 95.

Sind, 152, 179,

Sirima ﬂumra,jﬂ.

Sirpur, 105, 115.

Sittanavasal, 101, 202.

Siva, 10, 13, 56, 73, §0, 81, B, 83, 84, &7, 108,
120, 124, 125, 126, 129, 136, 137, 138, 14].

Sivali, gueen, 24,

Sivahi kalam, 204,

Skandagupta, king, 74, 76.

Sodasa, 47,

Solanki, 115.

Soma, 8.

ru:rmmhpw 117, 118,
Sondani (Songni), 76.

Sramana, 5).

Sravasti, 3& 32, 55,

22, 23, 26, 27, 28-36,
3,
79,

Sringadhars of Marwar, 147,

Stacy, Cal., 42, 49,

Stein, Sir Aurel, 58, 62, 111, 144, 145, a6, 147,

“iuz\rgnmh 66-69.

Sr}pn 9, 12, 22, 23, 24, 26, 29, 33, 34, 36, 39, 40,

44454‘)51,6453?5!4 102, 103, L!G,

I!!I 130, 14], 148,

Smﬁrrmm, )-ak.r.&r, 3.

Suket, 207.

Sulis n% 75,76,

‘Sultan

Sundara-murtl Swami, 138.
§r.mga ttjr:gsiy. 20, 22, 30, 37, 38, 47, 59
Sur dynasty, 157.

Surashira, king, 75.

Surendra Nath Gangooly, painter, 201.
Surya, 37,

Suryararavanaswami, temple, 119,
Sutrapaila, temple, 107.

Sveramhara sect, 9.

Swat, 50, 55,

Syria, 66,

Tabnz 182, 1B3;

Tadpatri {Tarpmm. 66, 123.

Tagam, (Ter), 27

Tajganj, le0.

Taj Mahal, 158, 160-164, 171, 174, 175,
Takht-i-Bala, 50,

Taklamakun desert, 62, 143, 182
Tamankaduws, 101,

Tunidevy, dance, B2, 137,

Tanjore. mnplx, 102, 116, 120, 126, 137, 202

Tantipera, AT
Thntrimalm, lﬁ

Tara, 109, 151,

Tara, printer, 192.

Tarunath, 85, 147, 150.

Tarpatri TI%!H’!'J, 66, 123,
Titia, 1'511. 179,
Tavernier, 16).
$III-1&. 10, 51, f_:'l 63

er ﬂglm]'; 2
Thikauna, 205, 206,
Thuparama, |28, 129, 130, 131, 138,
Tibet, 144, 147-151,
Tizown, 71
Tiles, 166, 176-179.
Timur, house of, 176, 182, 189,
Tinnevelly, 116,
Tiramalai, 125, _
Tirumal Naik, king, 117, 123, 124,
Tirupatl, 125.
Tiruvarur, 138,
Tissandier, 140, i41,
Tivanka Yihare, 129, 136,
Toluvila, 130, 133,

i



INDEX 219

Topavevn, 128, 134,
Tmmbgjmﬁrpuwuy.ﬂ,ﬂ 32,33, 9, 12,
Toyoq, |

Tm-s.pants 6, 7.

v, 116, 119, 120, 123, 126, 198.
Tnhm:ﬁl
Trinuiref, B3, Eﬂ

Tl'sugh.laumdﬁ dlﬂ IS-L 154, 155, 157, 167.
l"llﬂm

Tughlak, shah,

wahadm nv:r 118, 121,

Turan, 184.

Lidaipur, 115, 175, ITﬁ
i

agiri, 10, 3
Ukhtomskij, prince E., 149, 150,
Uma, 10,
Upml‘:kan'.r 6, 7. 8.9, 10, 6.
Uruvilva, 25, 35.

Ushmisha, 40, 41, 47.

Ustad lsa, 162, 163, 165.

‘li“ 115.

ha-Perumal, 116, 126,
‘-':iﬂ]!. 25
Vaishnavism, 9, 10, 1.

"Viisravan ?g 56, |38,

Velaatn sty 07 S A7

Vakataka Art, :JI
Vardhamana, 8, 9, 13,59

Varanta Vilasa MEL 180.

Vasantgarh, 114

Vasishkn, king, 38,

Varudera, 10,

Vasudeva 1, King, 38, 61,

Vedanra, B, 61,

Vedas, 6, §, 63.

Vedisa, 16
Venkata- ~FAmanasyami,
Veroneo, Geronimo, 162, IISJ 165,
Vessavana-Kuvera, 6.
Vikarg, 25, 72, 81, 87, 129, 133, 134,
Vijayanagar, 12, 66, 117, 121, 123; 125, 202, 208,
Vijayarama, (29,
Vi tya, kinp, 1, 71, 75, 76.
"a"mnch:pur:m, temple, 123

Firalhaka, 6.
Virupakhha, &,
Vishnaw, 10, 11,773, 76, 82, 106, 110, 112, L4, 117,
thz‘u;p_gnlulaﬂm-' 137, 141.

islin
Visvakarma cave, 84,
Visvanatha Sahiiva Darpana, 11,
Vitthalaswami, lemple, 122
Vogel, Dr., 40, 42, 43, 54, 67, 178.

Wagiat-|-Babar! MS,, I92, 193,
*Wata-da-ge’ shrines, 130

Watt, Sir Gearge, 68, 159 95, 96, 199.
Wizir Khan, 178,

Weichi I-song, 62, 146

Yaksha, 6, 12, 20, 25, 28, 30, 35, 37, 40, 43, %7,
54, 56, 67, 138,

Yakshini { Yakshl), 6, 21, 30, 37, 40, 66, 67, 73.

Yali, 123, 124,

Yama, 7, 81, 148,

Yamuna, 6, 3.

Yarkand, 62, 144,

er-lﬂrmlo, 146,

Yasodharman, 76.

Yoga (Yogl), 4, m,m 45, 54, 55, 61, 73, 107,

Yusufzal, 50, 57, 68

Zakariva Khan, I78.
Zamnn.lh‘[hlmnnmml';‘l.















	00000001
	00000002
	00000003
	00000004
	00000005
	00000006
	00000007
	00000008
	00000009
	00000010
	00000011
	00000012
	00000013
	00000014
	00000015
	00000016
	00000017
	00000018
	00000019
	00000020
	00000021
	00000022
	00000023
	00000024
	00000025
	00000026
	00000027
	00000028
	00000029
	00000030
	00000031
	00000032
	00000033
	00000034
	00000035
	00000036
	00000037
	00000038
	00000039
	00000040
	00000041
	00000042
	00000043
	00000044
	00000045
	00000046
	00000047
	00000048
	00000049
	00000050
	00000051
	00000052
	00000053
	00000054
	00000055
	00000056
	00000057
	00000058
	00000059
	00000060
	00000061
	00000062
	00000063
	00000064
	00000065
	00000066
	00000067
	00000068
	00000069
	00000070
	00000071
	00000072
	00000073
	00000074
	00000075
	00000076
	00000077
	00000078
	00000079
	00000080
	00000081
	00000082
	00000083
	00000084
	00000085
	00000086
	00000087
	00000088
	00000089
	00000090
	00000091
	00000092
	00000093
	00000094
	00000095
	00000096
	00000097
	00000098
	00000099
	00000100
	00000101
	00000102
	00000103
	00000104
	00000105
	00000106
	00000107
	00000108
	00000109
	00000110
	00000111
	00000112
	00000113
	00000114
	00000115
	00000116
	00000117
	00000118
	00000119
	00000120
	00000121
	00000122
	00000123
	00000124
	00000125
	00000126
	00000127
	00000128
	00000129
	00000130
	00000131
	00000132
	00000133
	00000134
	00000135
	00000136
	00000137
	00000138
	00000139
	00000140
	00000141
	00000142
	00000143
	00000144
	00000145
	00000146
	00000147
	00000148
	00000149
	00000150
	00000151
	00000152
	00000153
	00000154
	00000155
	00000156
	00000157
	00000158
	00000159
	00000160
	00000161
	00000162
	00000163
	00000164
	00000165
	00000166
	00000167
	00000168
	00000169
	00000170
	00000171
	00000172
	00000173
	00000174
	00000175
	00000176
	00000177
	00000178
	00000179
	00000180
	00000181
	00000182
	00000183
	00000184
	00000185
	00000186
	00000187
	00000188
	00000189
	00000190
	00000191
	00000192
	00000193
	00000194
	00000195
	00000196
	00000197
	00000198
	00000199
	00000200
	00000201
	00000202
	00000203
	00000204
	00000205
	00000206
	00000207
	00000208
	00000209
	00000210
	00000211
	00000212
	00000213
	00000214
	00000215
	00000216
	00000217
	00000218
	00000219
	00000220
	00000221
	00000222
	00000223
	00000224
	00000225
	00000226
	00000227
	00000228
	00000229
	00000230
	00000231
	00000232
	00000233
	00000234
	00000235
	00000236
	00000237
	00000238
	00000239
	00000240
	00000241
	00000242
	00000243
	00000244
	00000245
	00000246
	00000247
	00000248
	00000249
	00000250
	00000251
	00000252
	00000253
	00000254
	00000255
	00000256
	00000257
	00000258
	00000259
	00000260
	00000261
	00000262
	00000263
	00000264
	00000265
	00000266
	00000267
	00000268
	00000269
	00000270
	00000271
	00000272
	00000273
	00000274
	00000275
	00000276
	00000277
	00000278
	00000279
	00000280
	00000281
	00000282
	00000283
	00000284
	00000285
	00000286
	00000287
	00000288
	00000289
	00000290
	00000291
	00000292
	00000293
	00000294
	00000295
	00000296
	00000297
	00000298
	00000299
	00000300
	00000301
	00000302
	00000303
	00000304
	00000305
	00000306
	00000307
	00000308
	00000309
	00000310
	00000311
	00000312
	00000313
	00000314
	00000315
	00000316
	00000317
	00000318
	00000319
	00000320
	00000321
	00000322
	00000323
	00000324
	00000325
	00000326
	00000327
	00000328
	00000329
	00000330
	00000331
	00000332
	00000333
	00000334
	00000335
	00000336
	00000337
	00000338
	00000339
	00000340
	00000341
	00000342
	00000343
	00000344
	00000345
	00000346
	00000347
	00000348
	00000349
	00000350
	00000351
	00000352
	00000353
	00000354
	00000355
	00000356
	00000357
	00000358
	00000359
	00000360
	00000361
	00000362
	00000363
	00000364
	00000365
	00000366
	00000367
	00000368
	00000369
	00000370
	00000371
	00000372
	00000373
	00000374
	00000375
	00000376
	00000377
	00000378
	00000379
	00000380
	00000381
	00000382
	00000383
	00000384
	00000385
	00000386
	00000387
	00000388
	00000389
	00000390
	00000391
	00000392
	00000393
	00000394
	00000395
	00000396
	00000397
	00000398
	00000399
	00000400
	00000401
	00000402
	00000403
	00000404
	00000405
	00000406
	00000407
	00000408
	00000409
	00000410
	00000411
	00000412
	00000413
	00000414
	00000415
	00000416
	00000417
	00000418
	00000419
	00000420
	00000421
	00000422
	00000423
	00000424
	00000425
	00000426
	00000427
	00000428
	00000429
	00000430
	00000431
	00000432
	00000433
	00000434
	00000435
	00000436
	00000437
	00000438
	00000439
	00000440
	00000441
	00000442
	00000443
	00000444
	00000445
	00000446
	00000447
	00000448
	00000449
	00000450
	00000451
	00000452
	00000453
	00000454
	00000455
	00000456

