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Vedic Period (1500-800 B.C.) cent. A.D.)
Sai$undga-Nanda Dynasty (642-322 B.C.) Late Period at Polonnaruwa (8th-1sth cent. a.p.)

Maurya Dynasty (322-185 B.C.)
Sunga Dynasty (185-72 B.C.)
Early Andhra Dynasty (72 B.c.—. A.D. 50)
Bactrian Monarchy (322 B.C.~¢. A.D. 50)
Indo-Parthian Period (e. 200 B.C.~A.D. 50)
Kushan Dynasty and successors in Northwest India SIAM
and Afghanistan (c. A.D. so-7th cent.)
Later Andhra Dynasty (c. A.p. 50-320)
Gupta Dynasty (320-600)
Period of the Hindu Dynasties
Solanki Dynasty of Gujarat (765-1197)
Pila and Sena Dynasties of Bengal (750-1200) JAVA

CAMBODIA
Pre-Khmer or Funan Period (5th-8th cent. A.p.)
Khmer, Early Classie Period (802-1250)
Kimer, Late Classic Period (1250-c. 1450)

Dvaravati Period (6th-10th cent. A..)
Khmer Period, Lopburi, ctc. (1oth-13th cent.)
Sul’otai Period (13th-14th cent.)

Ayudhya Period (1350-1757)

Ganga Kingdom of Orissi (1076-1556) Indian Period in Western Java (1st-6th cent. A.D.)
Chalukya Dynasty of the Deccan (550-642) Indian Period in Middle and Eastern Java (7th-8th
Rastrakuta Dynasty of the Deccan (757-973) cent.)
Hoysala and Yadava Dynasties of Mysore Sailendra Period (732-860)

(1111-1318) Javanese Empire in Middle Java (860-915)
Pallava Dynasty (600-750) ELastern Javanese Period (950-1478)
Chola Dynasty (c. 907-1053)
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Vijayanagar Dynasty (1370-1565) Pagan or Talaing Period (Sth cent. A.D.-1287)
Rajput Dynasty (16th-19th cent.) Burmese Empire of Shan-Thai (1287-1760)

PRONUNCIATION OF INDIAN WORDS

SANSKRIT, PALI, PRAKRIT, AND VERNACULAR

Avoid accent (stress) altogether, but pay strict attention to quantity (short and long vowels). Every letter
must be sounded. The sound of each letter is invariable. Pronounce vowels as in Italian, consonants as in
English. Note especially:

a as in America o always long, as in note ch as in chureli-house
1 as in father u as in foot dh as in mad-house

e always long, as in late i as in boot 1 or m as in sing

i asin bit bh as in cab-forse ph as in uphill

1 asin ecl ¢ as in church th as in anthill

Most important is the pronunciation of ‘a’ (never like ‘a” in man or ‘a’ in late): in Himalaya, ma requires
twice the time of the other syllables. Final ‘a’ is always lightly sounded; ‘r” is rolled; %’ is sibilant; ‘s’
corresponds to sh.
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PART ONE

THE PREHISTORIC AND EPIC PERIODS
IN ART AND RELIGION

CHAPTER I
INTRODUCTION

IN 1864 it was possible for a British professor of archacology to write of Indian sculp-
ture: ‘There is no temptation to dwell at length on the sculpture of Hindustan. It affords
no assistance in tracing the history of art, and its debased quality deprives it of all interest
as a phase of fine art. It must be admitted, however, that the works existing offer very
curious subjects of inquiry to the scholar and archacologist.” Generations of archaeo-
logists, as though spurred on by the very absurdity of Professor Westmacott’s remarks,
have brought to light the riches of Hindustan from the prehistoric culture of the Indus
to the palaces of Akbar. We wonder how much real progress has been made since these
pompous and ignorant lines were written towards a real understanding of Indian ideals
either in art or in action, as related not so much to Western civilization, but to Indian
civilization as a whole. To understand the Indian qualities of Indian art in its icono-
graphic and stylistic aspects we must examine the fragmentary survivals of those ancient
times, when these things were in their beginning, in neither a sentimental nor a patroniz-
ing fashion, but objectively.

This is a book written primarily for Westerners in a period when no approximation
to the ancient Indian and Medieval Christian concept of art as a form of devotion any
longer exists. Members of traditional socicties such as Hinduism and Islam would not
need an extensive description of the nature of traditional art, since obviously it has always
been part of their lives, and not an aesthetic luxury. It is equally impossible to assume
that the meaning of many forms of Indian art will be immediately clear to every reader,
just as it would be absurd to suppose that the meaning of Christian art, aesthetic as well
as religious, is immediately apprechended by modern men. The modern artist, undisci-
plined by any canonical restrictions, can represent God by a pure white canvas and the
Devil by a black one, but he cannot expect us to understand immediately the ‘profund-
ity of this personal symbolism or to enjoy such a complete negation of painting. In
traditional periods, such as we are dealing with in India, understanding and enjoyment
were implicit in the work of art. What we refer to as aesthetic reaction was completely
involved in the worship paid to the object and the degree to which the icon, by the
beauty and utility of its making, invited such devotion.

This book is not written for those unhappy few who, unable to adjust themselves to
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the matcrialistic present, seck refuge in the traditional past and, from their retreats, be
they Sufic mysticism or Tibetan Buddhism, decry our civilization while extolling these
esoteric and exotic traditions that scem to offer a sanctuary in chaos. They forget that,
since this is not a traditional age, we can hardly force artists or society into a traditional
mould; such a change would have to come from within - as the late Dr Coomaraswamy
observed — from a change of heart.

The writer has the greatest respect for traditional socicties and traditional art, but, not
being a member of such a socicty, he cannot pretend to the powers of a demiurge: to
expound in the veiled esoteric terms of the popular travel book on exotic Asiatic regions
the innermost metaphysical truths of Hinduism and Buddhism. Although it is perfectly
true that art is religion in India, and religion art, this is a book intended to explain the
visual aspects of a foreign culture in as clear and logical a fashion as possible with refer-
ence to the part played by iconography and material in the formation of what we call
style. By style the writer means those peculiarities of outward visual appearance and
structure in a work of architecture, sculpture, or painting conditioned by the reason for,
and manner of, its creation that makes it typical — indeed, inevitable ~ for a definite
moment in history.

For certain art historians style is a kind of sinister autonomous force which in all ages
and all climes inexorably induces artists to produce works of art in a certain pre-ordained
fashion, usually in an inevitable procession from archaic to Renaissance to Baroque, or
from linear to plastic to pictorial expression. No circumstance peculiar to either cul-
tural or historical conditions of any period has anything to do with the artist’s produc-
tion: he is created solely to enact this stimulating intellectual drama of stylistic evolution.
It is useless to attempt to measure Indian art on any such Procrustcan bed as WolfHin's
theory, or, for that matter, by any one of the arbitrary systems of aesthetic judgement
evolved by modern art historians. It will be found that Indian art, like every manifesta-
tion of Oriental expression, is the product of certain religious and material circumstances
which, rather than any vague force like “space composition’, or ‘significant form’, tran-
scending time and place, determines its form in all periods.

It is hoped that this book will perform a service for the average reader and for Indian
art, too, in presenting the subject in as straightforward a manner as possible. This is not
intended as a prejudiced method, unsympathetic to the interpretation of Indian culture;
it must be remembered that gencrations of sentimental, chauvinistic writers have prob-
ably done more harm to Indian art than good. This book is written for those who,
understanding art as a universal means of human expression, wish to study one of the
most significant and beautiful aspects of that expression in India.

Following the introduction to the fundamental concepts of Indian art, the actual his-
torical consideration of the art of India will begin with chapters on the Indus Valley
Period and the Vedic Period. The main body of the text will, properly speaking, be
devoted to an account of Hindu and Buddhist art from the Maurya Period (322-1855.¢.),
through the so-called Period of the Hindu Dynastics, to end in the eighteenth century.
Mohammedan art, specifically the art of the Mogul Period, will not be mentioned in the
present volume: although partaking of many elements of earlier Indian art, the art of
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the Mohammedan dynasties, not only dedicated to a foreign religion but essentially an
outgrowth of techniques imported from Iran, belongs properly to a volume devoted to
Islamic art. In our survey of Indian art it will be necessary to concentrate on the major
arts of architecture, painting, and sculpture, and only occasionally include references to
the minor arts of metal, textiles, and ceramics. It must not be supposed from this omis-
sion that these forms of expression are not important for Indian art; indeed, in modern
times the only creative vitality in Indian art has been in the perpetuation of craft tradi-
tions and in so-called folk art. It has been felt, however, that within the limited space
available it would be more valuable to the reader to give a detailed analysis of the most
important monuments of Indian art rather than a thin coverage of every aspect of the
culture.

In the matter of photographs the writer has tried to present reproductions of only the
best and most characteristic monuments of cach period. Photographs of purcly archac-
ological interest, such as views of excavations, have been largely left out because such
pictures, all looking very much alike, mean little to the general reader either acsthetic-
ally or archaeologically. Anyone sufficiendy interested can find the most copious publi-
cations with reproductions of the actual archaeological work at sites like Mohenjo-daro
and Taxila.

We may properly begin our introduction to the study of Indian art by a very brief
survey of those geographical, climatic, and racial factors that from very carliest times
have had their inexorable influence on the Indian people and their art. The discussion of
the great religious systems of India is postponed to the chapter devoted to the history of
art from about 2500 to 322 B.c., when all these ways of belief and thought came into
being.

The history of India and its art has been so bound up with the geographic nature of
this vast continent that something must be said of these physical characteristics. India has
a kind of impregnable geographic isolation: it is in the shape of a great sealed funnel de-
pending from the heartland of Asia. This peculiar shape of the peninsula made for an
inevitable retention and absorption of all the racial and cultural elements that poured
into it. The peninsula is bounded on the west by the Indian Ocean; on the cast by the
Bay of Bengal. Along the northern frontier India is almost scaled off from the Asiatic
mainland by the rocky curtain of the Himalayas from Baluchistan to Assam. The only
openings in this formidable natural fortification are the various passes of the north-west,
such as the famous Khyber and Bolan Passes, which wind through the mountains separ-
ating India from the Iranian plateau. Through these gaps came all the migrating tribes
and conquerors that made themselves masters of the rich plains of India.

The cultural divisions of India proper have always been determined and dominated by
the great river systems, the watcrsheds of the Indus and Ganges, the Deccan platcau, and
South India. In western India is the plain, watered by the Indus and its tributaries, known
as the Punjab or ‘Land of the Five Rivers’. Along the lower Indus is the province of
Sind, a region, now mostly desert, which was a flourishing jungle as late as the second
millennium s.c. Another great river system of India is that of the Ganges, the sacred
stream which flows over a thousand miles of north-castern India through an immense
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fertile tract of land which has supported many of the splendid empires of the Indian past.
In central India, south of the Vindhya mountain range, there rises the high and arid plateau
of the Deccan, shut off from the Indian Ocean by the steep mountain wall of the Western
Ghats and flanked by a similar continuous range of plateau-like peaks on the Bay of
Bengal. These two chains of mountains unite in what is the stopper at the bottom of the
Indian funnel, the Nilgiri Hills, which effectually seal off the southern tip of the Indian
peninsula, so that from very early times this region has maintained a culture essentially
its own.

Climate, no less than geography, has played its part in the development of the pecu-
liarly indigenous traits of Indian history and art. All the races of martial character have
grown up in the dry and hilly districts of the north-west and centre, whereas the fertile
plains of Bengal have been inhabited by peaceful and unwarlike cultivators. For its rain-
fall a large part of the Indian continent has depended on the monsoon winds which
sweep across the Indian Ocean from June to October. These winds chiefly affect the west
coast of India and extend to the southern slopes of the Himalayas.! Peninsular India is
more dependent on these winds than the plains of the north, where the great rivers are
fed by the periodic melting of the mountain snows.

The seasons in India begin with a dry and scorching spring from March to June, suc-
ceeded by a summer of almost continuous rainfall from July to October. Autumn and
winter are dry and windy, but only in the extreme north-west do temperatures drop to
levels normal in temperate zones. The almost entirely tropic nature of the climate has
unquestionably had its effect on the racial and intellectual growth of the people that
inhabit this region of the earth. In desert or temperate zones, where man is in control
of his environment, monotheistic religions prevail, whereas in tropical regions, where
nature is completely the master of humanity, men are apt to ascribe divinity to all the
great and relentless powers that govern their lives. The overpowering nature of India
has in a way forced upon the inhabitants an inability to act, a situation responsible for
the Indian races having become lost in religiosity, for their maintaining through the cen-
turies what is often described as a veritable ‘hallucination of the absolute’.

Although nothing definite can be said about the earliest inhabitants of India, it is
generally believed that the first indigenous people who once occupied the entire penin-
sula were of a dark Negrito stock. Sometime, perhaps as early as the third millennium
B.C., these primitive black aborigines were gradually driven southwards and assimilated
by Mongoloid invaders from the north. The race that resulted from this mixture of
Negrito and Mongoloid blood developed the ‘Dravidian’ or pre-Aryan culture of India.
The Dravidians in turn were displaced by the Aryan invaders towards the close of the
third millennium B.c. The Dravidians are probably the Dasyus or ‘black slaves’ referred
to in the ritual hymns of the Aryans. Although despised by their Nordic conquerors, the
final victory belonged to the indigenous Indian population. As will be explained in the
chapter devoted to religion, many of the dominant features of later Indian belicf are of
Dravidian origin, in the same way that Indian art in a general sense could be described
as a combination of the abstract philosophical concepts of Aryan origin and the repre-
sentational, even naturalistic trends of Dravidian civilization. The Aryan tribes had their
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original homeland in the region of the Caspian Sea. It was probably some natural cause,
such as the insufficiency of grazing lands or hunting grounds, that forced this nomadic
horde to undertake a march which led eventually through the passes of the Himalayas
to the plains of northern India. The Aryans’ superior armament, their knowledge of
metals, and in a sense their superior religious outlook made them masters of India, prob-
ably partly by the process of conquest and partly by the process of assimilation of the
established Dravidian population.

Speaking in very general terms, from the carliest time that we can judge them in
the preserved writings of the Epic Period (1500-600 B.C.), the Indians reveal a tendency
to religious thought and philosophical speculation on the nature of the world. This
speculation leads to a mystic pantheism and the idea of the soul’s absorption in the Uni-
versal Being. In comparison to this absolute the world of men becomes a delusion, a
substanceless phantom. Also, as a result of this essential attitude, the gods of India could
be described as abstractions of worship or philosophy. There is, in other words, a com-
plete absence of that emphasis on the practical, on the real world, and on moral duty,
which characterized the classical religion of Iran as codified by Zoroaster. In contrast to
the entirely cosmic nature of pantheism in Iran, with its joyful affirmation of life and
nature, the pantheism of India is negative, denying the world and life, and descrying its
ideal in the cessation of existence achieved in the changeless, eternal absorption in the
godhcead. This definition of the Indian point of view can apply with equal validity to all
the great Indian religious systems: Hinduism, Buddhism, and Jainism, and the even
carlier philosophical concepts from which they sprang.

At first inspection, works of Indian art appear as strange and alien as the Indian myths
which they illustrate. They are strange to us, of course, first of all because they are so
different from the art and legends of Greece and Rome which have become a part of our
culture and which we are able to understand and rationalize. The mystery of Indian
myths and Indian art lies partly in the fact that it suggests rather than states. Greek sculp-
ture, with its finite perfection of form, expresses clear external fact; Hindu sculpture
transforms solid rock into the substance of dreams and defies explanation by ecither in-
tellectualization or the usual rigmarole of aesthetic analysis. The reason for this is to be
found partly in the fact that Indian art was not made primarily for aesthetic reasons; and so
it is necessary for us to seck the meaning hidden in this art stemming from the sources
of the inner life of a people strange to us. It could truly be said that Indian symbols of
art voiced the same truth as Indian philosophy and myth. They are signals along the way
of the same Pilgrim’s Progress directing human cnergies to the same goal of transmuta-
tion. Our task, therefore, as students of Indian myth and symbol is to understand the
abstract conceptions of India’s philosophical doctrines as a kind of intellectual comment-
ary on what stands crystallized and unfolding in the figures and patterns of symbolism
and art and, conversely, to read the symbols as the pictorial script of India’s ultimately
changcless wisdom.

Indian art may, in a general way, be described as theological, hieratic, or, perhaps best
of all, as traditional. The meaning of tradition in its relation to a civilization and its art
has probably never been better explained than in the words of Marco Pallis:
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Tradition ... embraces the whole of a civilization, in all its modes and departments, and tends
to the obliteration of all antitheses, such as ‘sacred and profane’, even ‘creator and creation’. A
truly traditional civilization has its roots fixed in a doctrine of the purely metaphysical order.
This doctrine gives to the whole a principal or sufficient cause. The other constituents of the
Tradition, whether ethical, social, or artistic, down to the most petty activities of daily life, all
derive their authority from this doctrine, to be exercised in their prescribed spheres. Ideas of a
metaplysical order are the cement which binds every part together. ... The mechanism by
which the Truch is made to circulate through the body is the Tradition from Master to pupil,
which stretches back into the past and reaches forward into the future.

The only unfortunate aspect of this definition is that in its context it is applied to de-
scribing an art stultified, rather than vitalized, by tradition. In the art of Tibet, dedicated
to the most esoteric phase of Tantric Buddhism, the necessity for the most explicit accur-
acy in pictures, statues, and other paraphernalia in a ritual dominated almost entirely by
magic was obvious. It was impossible for the artist to depart from specifications or to
rely at all on experience or experiment. Traditional art does not necessarily imply the
completely stifled and repetitious formalization of Tibetan art. It means, rather, the kind
of healthy discipline conditioned by belicf and prescriptions, calculated to produce cult
images worthy of worship that yet allowed the artist the most extraordinary degree of
freedom of expression. One has only to look at the great variety of interpretation in a
single subject of Hindu art, such as the Chola metal images of the Dancing Siva, or,
for that matter, at the representations of the Apocalyptic Christ in Romanesque art, to
understand that tradition could produce works of individual creative power. In both
cases the artists were trained in a guild tradition of imparted knowledge and followed a
system of canonical proportion and technique, relying on inspiration through medita-
tion; and yet, inevitably, their productions combine system and freedom, dream
and reality, to produce at once works of individual genius and awesome religious
power.

The purpose of Indian art, like all traditional art, is primarily to instruct men in the
great first causes, which, according to the seers, govern the material, spiritual, and celes-
tial worlds. Art is dedicated to communicating these great truths to mankind and, by the
architectural, sculptural, and pictorial reconstruction of the powers that maintain the
stars in their courses, magically to ensure and strengthen the endurance of the conditions
thus reproduced in material form: in this way, every Indian religious structure is to be
regarded as an architectural replica of an unseen celestial region or as a diagram of the
cosmos itself.

In traditional art the shape and colour of a religious image, its conventions and pro-
portions, have depended not so much on the artist’s having an uncontrolled aesthetic
inspiration but directly on what the work of art is to express to the worshipper. These
were the Mediceval and Oriental points of view which judge the truth or goodness of a
work of art according to how it fulfilled this essential requirement. Like the Church art
of the Middle Ages, Indian works of sculpture, painting, and architecture were devoted
to revealing the divine personality of the gods and to increasing the dignity of the
Church. Just such bands of workers as served the Medieval cathedral were dedicated to
the Indian temple. These workers had for their guidance whole manuals of aesthetic
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procedure, the $dstras, devoted to architecture, sculpture, and painting. Secular art as we
know it did not exist.

In India all art, like all life, is given over to religion. Indian art is life, as interpreted by
religion and philosophy. Art was dedicated to producing the utensils, the objects of wor-
ship in a life ordered by belicf. Because the deity was thought of as present in man and
in nature, the artist in his activity of making a work of art was regarded as sharing God’s
delight in creation. The texts of Buddhism and Hinduism specifically state that the mak-
ing of images leads to heaven. The artist was not an eccentric individual, but a man
trained to meet a universal demand. His vocation and training were entirely hereditary.
The Indian artist was an indispensable, if anonymous, member of socicty; and, indeed,
Indian art is more the history of a society and its needs than the history of individual
artists. There never was in Indian art before the intrusion of Western influence anything
corresponding to the copying of nature. The Indian artist does not seck to rival nature
by imitation, but in a metaphorical sense creates forms parallel to nature. Only that
which accords with the self-imposed canons of proportion and harmony is beautiful in
the eyes of the discerning. In traditional art it is through the selection of such symbols as
are truer than nature that the artist can hope to achieve a perfect work of art. There is
nothing to be gained by a photographic imitation of something that already exists well
enough. In an art based on these premises there is no room for the cult of the merely
decorative nor for the cult of unintelligibility which dominates the modern field. It was
the object of the Indian artist to express only the essential, to improve rather than to
copy nature cxactly. The Indian artist never draws simply what he sees, but rather, like
the untutored but discerning child, draws what he means.

The aim of the Indian artist may be illustrated by his attitude towards portraiture.
There is nothing to be gained by making a replica of a man’s outward appearance. The
aim would rather be to make something corresponding to that essential image of the
man that the mind has in its conception of him. Obviously, the success of the artistic
production will depend on the intensity of the artist’s realization of his mental image and
his ability to communicate this realization to the beholder.

Indian art of all periods is close to life, not only to the life of the gods but to all
creatures on earth. For this reason, naturalism, in the sense of drawing or sculpturing an
object on the basis of actual observation of nature, is a tendency that cannot be ignored.
Although the proportions, pose, and gestures of an image were unquestionably based on
a strict metaphysical canon designed to ensure its fitness as an object of worship, within
this framework the figure was made with an understanding of actual human anatomy,
not only in its general articulation, but also in the maker’s concern with connoting the
essential character of the flesh in terms of stone or bronze. In Indian figure sculpture, as re-
presented, for example, by the yakshis at Safichi, it is evident that in a period before the
development of canonical prescriptions for the human form the sculptor, proceeding
like any archaic artist, was intuitively striving to create a stone figure of a desirable
female shape, not based, to be sure, on scientific anatomy, but on his intuitive know-
ledge of the human body. He relied on certain formulae acquired by experience that
made the technical work easier, such as the essentially frontal pose and the definition of
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details in linear terms. The whole figure, while not articulated with anatomical accuracy,
is the sum of many individual parts observed and described in stone and calculated, by
the artist’s exaggeration of certain features, such as the breasts, the ample hips, and
crescent thighs, to appeal to the worshipper as a provocative goddess of fecundity. To an
even greater degree naturalistic tendencies are to be discerned in the representation of the
lower hierarchy of creatures, especially in the carving of animals. Even in the very
earliest Buddhist reliefs, in which the individual parts of the beasts are combined with
difficulty by artists unacquainted with the problems of stone carving, the elephants,
monkeys, and deer which we find in the reliefs at Bharhut and Saiichi show the
most remarkable observation and recording of the precise articulation and movement
characteristic of these animals. As a result of his complete awareness of their nature and
life, the artist gives us an unequalled portrayal of these creatures in the universal sense,
based on the observation of particulars. Naturalism in the Indian sense could be de-
scribed as a visualization of what is essential on the basis of experience. It is only part
of the overall purpose of Indian art to edify and instruct the devotee. When it was de-
sired to show the Buddha’sincarnation as a particular animal, it was both appropriate and
necessary, for the conviction of the beholder, to make these creatures as every Indian
knew them. In the final analysis this definition of naturalism is perhaps better described
as a complete understanding of the subject. That this amounts to the artist’s sympathetic-
ally identifying himself with his subject and experiencing its life is perhaps to be taken
for granted.

In Indian art-practice the artist is enjoined to become one with the object to be por-
trayed in a self-induced state of trance. It is then that the image of the deity appears as a
reflexion in his mind, conditioned, of course, by those forms and canons which the artist
already knows from experience. In fashioning his icon from the mental image the artist
employs that most ancient of Indian philosophical sciences: the method of yoga or ec-
static meditation. That such practices were not entirely unknown to Western artists is
attested to by the story related about Fra Angelico’s kneeling in prayer and meditation
before beginning work on a panel.#

The Indian view of life and religion could be said to be based upon the idea that the
ordinary world which we see around us is the only aspect of the infinite deity knowable
to us. In Indian art the world is regarded as an appearance of God. This can in a measnre
explain the secemingly ‘realistic” portrayal of many forms of nature in all periods of In-
dian art. The divine is thought of as present in man and in nature, present in the same
way that the number one is present, though invisible, in two, three, four, and five. It is
the Indian belief that man’s preoccupation with practical ends and the understanding of
practical behaviour over-emphasizes the material world. It is the aim of all the Indian
religions — Hindn, Buddhist, and Jain ~ to break from these barriers in order to
know the divinity directly. The methods of attaining the desired union with the divinity
are infinite, and of these the one most important for art is the method of idolatry, the
systematic creation of forms and symbols to represent the manifold invisible powers and
mysteries of the supernatural world. The technique that grew up as a result of this
necessity to express the unknowable qualities of the divine was both symbolic and
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anthropomorphic. Human effigies or diagrams could be used with equal convenience for
representing the deity, since the human mind can apprehend the deity only through such
images. The icon is, indeed, a diagram meant to express a definite religions concept, and
never intended as the likeness or replica of anything on earth. The symbol is perfect in
proportion to its ability to communicate the ultimate truth that it embodies.

When they were shown in anthropomorphic shape, the Indian gods were portrayed
as supermen, fashioned according to canons of proportion intended to raise the beauty
of the idol above the accidental beauty of any one human being. In the same way the
images of many-armed gods are purcly mental creations that have no counterpart in
nature. Their multiple arms are necessary for the deities simultancously to display the
various attributes of their powers and activities. The supreme purpose of these images,
as of all images in Indian art, is to present the believer with all the truths which he
accepts and with all the beings with whom he must obtain communication through
prayer. There is nothing corresponding to idolatry in the narrow sense, since the worship
is never paid to the image of stone or brass, but to what the image stands for, the proto-
type. The image, in other words, as a reflexion of the godhead, is as the diagram of the
geometrician in relation to the great diagram in the beyond. The images in Indian art are
first and foremost objects of utilitarian use, made by a process of contemplation, and in-
tended to help the worshipper in communicating with the object of worship.

The persistence of magical symbolism and tradition in modern India may be illus-
trated by the combination of elements in the Indian flag. The solar wheel in the centre
is at once an emblem of the ancient solar cults and the Wheel of the Buddha’s Law
dominating all regions traversed by the rolling wheel of the sun itself. The three stripes
of the flag incorporate the three gunas, the threefold aspect of the one, the Brahmin wor-
ship of the sun at dawn, noon, and sunset, the three Vedas, etc.

Although the Indian artist’s performance is seemingly rigidly prescribed by the tradi-
tions of religion and craft, he was not without the quality which we describe as imagina-
tion or feeling. This quality is described by the term rdsa, which may be translated as
taste or joy or emotion. It is the reaction induced in the beholder of a work of art by the
artist’s manipulation of the feelings which formed the original inspirational centre of his
consciousness in his vision of a certain aspect of the universe. It is the artist’s aim to pro-
duce his own abstract or universal experience in art and communicate this experience
to the beholder. The artist does not know that his work will produce rasa, nor does he
care. He is so much in love with his theme that he dedicates himself to the best of his train-
ing and ability to render it from the sheer abundance of his feeling, and, if the work is
properly imbued with the creator’s fecling, the beholder will share the artist’s experience
gf\r?}g:ﬁlf he has the original capacity to feel intensely, the artist’s successful realization of
his concept can be adumbrated by the practice of yoga. The evocation of rasa depends,
of course, on training and devotion to the rules of the craft and medium. It is not self-
conscious expressionism, since the artist does not project his own personality or self into
a work of art. He is simply the agent that causes it to materializc in intelligible form.

The attitude towards the religious image described above persists practically un-
changed through at least the first three thousand years of Indian art history. Only later
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does it come to be replaced by a somewhat more lyric and mystical religious expression
that transformed the carlier symbols into an imagist, pantheistic art. In this later phase,
beginning as early as the Gupta Period, art strives to please and enchant the heart rather
than the mind. The old mysteries come to be forgotten, and man replaces God.

Although a certain amount of repetition is to be expected in any traditional art, such
repetition is not necessarily harmful or stultifying, aslong as the canonical forms and pre-
scriptions continue to provide a healthy discipline, and the beliefs behind the artan ever-
renewed source of creative inspiration. Such a renewal implies neither blind adherence
to rules nor a straying from the tradition. Itis only when one of these two things happens
that decadence ensues. In Siamese art of the later centuries we have a mechanical reitera-
tion of an evolved formula and an attempt to improve on this exhausted form by all
kinds of meaningless refinements in proportion, gesture, and pose, together with the
attempt merely to be pleasing and decorative through the heavy embellishment of sur-
faces and richness of material. This analysis could be applied with little change to de-
scribe Roman Neo-Attic work, which in an exactly similar way re-works the formula
of archaic sculpture in the direction of vapid grace and superficial decorative effect while
entirely losing the plastic integrity and spiritual power of the originals. ‘The formula is
exhausted; there is nothing more to be said, because everything has been said, and only
the phrase remains.’ 3
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CHAPTER 2

THE PROTO-HISTORIC PERIOD: THE INDUS
VALLEY CIVILIZATION

BErORE 1024 the history of Indian art in surviving monuments could not be traced
farther back than the Macedonian invasion in the fourth century 8.c. The entire concept
of the early cultures of India was changed by the dramatic discovery of a great urban
civilization that existed contemporancously with the ancient culture of Mesopotamia in
the third millennium B.c.! Although the chief centres of this civilization were brought to
light in the Indus Valley, there are indications that it extended uniformly as far north as
the Punjab and the North-west Frontier (Pakistan) and may have included all or part of
Rajputana and the Ganges Valley.

The term Indo-Sumerian, sometimes used to describe this period of Indian history,
derives from the resemblance of many objects at the chief centres of this culture to Meso-
potamian forms. It is, in a sense, a misleading designation because it implies that this
Indian civilization was a provincial offshoot of Sumeria, whereas it is more proper to
think of it as an entirely separate culture that attained just as high a level as that of the
great Mesopotamian empires. A better title would be the ‘Indus Valley Period’, since
this designation is completely descriptive of the principal centres of this civilization. As
will be seen, it is not so much the relationships to Mesopotamia and Iran that are sur-
prising, as the complete separateness and autonomy of this first great civilization in
Indian history in the major aspects of its development. Typical of the independence of
the Indus Valley art, and the mysteries surrounding it, is the undeciphered script which
appears on the many steatite seals or talismans found at all the centres excavated.2 The
Indus Valley Period certainly cannot be described as prehistoric, nor does the evidence
of the finds entirely permit the definition of chalcolithic in the sense of a bronze or
copper age. In view of the many well-forged links with later developments in Indian
culture, a better descriptive term would be * proto-historic’, which defines its position in
the period before the beginning of known history and its forecast of later phases of Indian
civilization.

The principal cities of the Indus Valley culture are Mohenjo-daro on the Indus River
and Harappa in the Punjab. The character of the finds has led investigators to the con-
clusion that the peoples of the Indus culture must have had some contact with ancient
Mesopotamia. These commercial connexions with the ancient Near East were main-
tained by sca and overland by way of Baluchistin. The dating of the Indus Valley civil-
ization depends almost entircly on comparison with vestiges of similar architectural and
sculptural remains in Mesopotamia and on the discovery of objects of Indian origin in 2
level corresponding to 2400 B.c. at Tel Asmar in Iraq. On the basis of these finds and
other related objects found at Kish and Susa in Iran, the beginnings of the Indus culture
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have been fixed in the middle of the third millennium B.c. The latest evidence suggests
that the civilization of Mohenjo-daro and Harappa lasted for about eight hundred years,
until the seventeenth century B.c.? It was succeeded by an inferior and very obscure cul-
ture known as the Jhukar, which endured up to the time of the Aryan invasion in about
I500 B.C.

Allowing about five hundred years for the development of this civilization, the great
period of the Indus Valley culture occurred in the later centuries of the third millennium
B.C., and may be described as an urban concentration or assimilation of isolated and
primitive village centres existing in Baluchistin and Sind as early as 3500 or even 4000
B.C. The trade relations that linked these settlements with early dynastic Sumer and the
culture of Iran apparently continued as late as the period of Mohenjo-daro and Harappa.
The Indus Valley culture was one of almost monotonous uniformity both in space and
time: there is nothing to differentiate finds from Sind and the North-west Frontier; nor
is there any perceptible variation in the style of objects, such as seals, found in levels
separated by hundreds of years, although it is apparent that such forms of Sumerian art
as were introduced early in the history of the culture were gradually absorbed or replaced
by elements of a more truly Indian tradition.

The end of the Indus culture is as mysterious as its origin. Whether the end came in a
sudden cataclysm, or whether the culture underwent a long period of disintegration and
decline, is impossible to say.* The most likely explanation for its disappearance is that the
great cities had to be abandoned because of the gradual desiccation of the region of Sind.
The descriptions by Arrian of the terrible deserts encountered by Alexander in his march
across Sind leave no doubt that the region had been a desert for some time before the
Macedonian invasion. Indeed, even in Alexander’s time the legend was current that
fabled Semiramis and Cyrus the Achaemenian had lost whole armies in the deserts of
Gedrosia. Later Greek writers described the region as filled with ‘the remains of over
a thousand towns and villages once full of men’. It is highly probable that the Aryan
invasions from 1500 to 1200 B.C. coincided with the end of this Dravidian civilization.3

Viewed from an aesthetic point of view, the ruins of the Indus Valley cities are, as
Percy Brown has remarked, ‘as barren as would be the remains of some present-day
working town in Lancashire’.6 Certainly there is nothing more boring to the layman or
less revealing than those archaeological photographs of endless cellar holes that might as
well be views of Pompeii or the centre of present-day Berlin. Archaeologists have, how-
ever, been able to draw certain conclusions on the basis of these architectural remnants
of the skeleton of the Indus culture that enable us partially to clothe that frame in flesh.
The architecture, as one would expect of a commercial urban civilization, was of a start-
ling utilitarian character, with a uniform sameness of plan and construction that also
typifies the products of the Indus culture in pottery. The buildings consisted of houses,
markets, storerooms, and offices; many of these structures consisted of a brick ground-
storey with one or more additional floors in wood. Everything about the construction
of the ancient city of Mohenjo-daro reflects a completely matter-of-fact, business-like
point of view, from the city plan as a whole to the almost total lack of architectural
ornamentation.
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The excavations of Mohenjo-daro haverevealed that thesite was systematically laid out
on a regular plan in such a way that the principal streets ran north and south in order to
take full advantage of the prevailing winds (Figure 1). This type of urban plan is in itsclf
a puzzling novelty, different from the rabbit-warren tradition of city planning so univer-
sal in both ancient and modern timesin India and Mesopotamia. It must have been intro-
duced when such plans were already perfected in ancient Mesopotamia. The baked
brick construction is perhaps the feature most suggestive of the building methods of the
ancient cities of Mesopotamia, but the bricks of Mohenjo-daro and Harappa are fire-
baked, and not sun-dried, like the fabric of Sumer and Babylon. This technique ob-
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Figure 1. Mohenjo-daro: Town plan

viously implies the existence of vast amounts of timber to fire the kilns, and reminds us
once again that the province of Sind in these remote times was heavily forested, and not
the arid desert that we know to-day. Certain architectural features, such as the use of
narrow pointed niches as the only forms of interior decoration along the Indus, are also
found as exterior architectural accents at Khorsabad in Mesopotamia, and are suggestive
of a relationship with the ancient Near East. Many examples of vaulting of a corbelled
type have been discovered, but the truc arch was apparently unknown to the builders of
Mohenjo-daro. No buildings have been discovered at either Mohenjo-daro or Harappa
that can be identificd as temples, although at both sites there were great artificial mounds
presumably scrving as citadels. On the highest tumulus at Mohenjo-daro are the ruins of
a Buddhist stupa that may well have been raised on the remains of an earlier sanctuary.
Among the more interesting structures at Mohenjo-daro were the remains of a great
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public bath, and it is possible that this establishment, together with the smaller baths
attached to almost every private dwelling, may have been intended for ritual ablutions
such as are performed in the tanks of the modern Hindu temple.

The regularity of the city plan of Mohenjo-daro and the dimensions of the individual
houses are far superior to the arrangements of later Indian cities, as, for example, the
Greek and Kushan cities at Taxila in the Punjab. Indecd, it could be said that the popula-
tion of the Indus cities lived more comfortably than did their contemporarics in the
crowded and ill-built metropoliscs of Egypt and Mesopotamia. Even more remarkable
in comparison to secular architecture in Mesopotamia is the high development of rub-
bish-shoots and drains in private houses and streets. This superiority to, and independ-
ence from, the Near East may again be explained by the availability of fuel for the manu-
facture of terra-cotta in the Indus Valley. On the basis of the many innovations and con-
veniences in civic architecture, as more than one authority has stated, we arc led to the
conclusion that the centres of civilization along the Indus in the third millennium s.c.
were vastly rich commercial citics in which the surplus wealth was invested for the pub-
lic good in the way of municipal improvement, and not assigned to the erection of huge
and expensive monuments dedicated to the royal cult.

Among the fragments of sculpture found at Mohenjo-daro is a male bust carved of a
whitish limestone originally inlaid with a red paste (Plate 1).7 Most likely it was a votive
portrait of a pricst or shaman. There has been a great deal of speculation on the identi-
fication of this and other bearded heads found at Mohenjo-daro. Some scholars have
argued that they represent deities or portraits of priests. In the present example the dis-
position of the robe over the left shoulder is not unlike the Buddhist saiighdti. The way
in which the eyes are represented, as though concentrated on the tip of the nose, is sug-
gestive of a well-known method of yoga meditation, and would therefore favour the
identification as a priest or holy man.

The similarities of these statues to Mesopotamian sculpture in the plastic conception
of the head in hard, mask-like planes and certain other technical details are fairly close,
and yet not close enough to prove a rcal relationship. The resemblance to Sumerian
heads consists mainly in the gencral rigidity and in such aspects as the wearing of the
beard with shaven upper lip, the method of representing the eyebrows in salient relief,
and the indication of the hair by lines incised on the surface of the stone. These devices
of essentially conceptual portraiture, however, are too common a technique among all
ancient peoples to permit us to draw any conclusions. Details such as the trefoil design on
the costume, as well as the mode of hairdressing, may be matched in Sumerian sculpture.
More suggestive of a real connexion between the sculpture of the Indus Valley and
Mesopotamia are a number of statuettes reputed to have been excavated in the Indus
Valley. They are quite comparable to the log-like statues of Gudea and other Mesopo-
tamian statucs of the third millennium B.c. One of these figurines has a cartouche in-
scribed in the Mohenjo-daro script. Presumably these idols are provincial - that is, Indian
variants of Sumerian cult statues — and their presence in the Indus Valley reveals that at
least some relation, perhaps religious as well as stylistic, existed between the civilizations
of the Indus Valley and Mesopotamia.$
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The most notable piece of sculpture that the Indus Valley excavations have brought
to light is a small male torso in limestone found at Harappa (Plate 2). The view
chosen for illustration reveals its magnificent plastic quality to great advantage. Although
it is impossible to tell the exact iconographic significance of this nude image, it seems
almost certain that it must have been intended as a deity of some sort. In its present
damaged condition no recognizable attributes remain; nor is there any explanation for
the curious circular depressions in the clavicle region.? This statuette appears to us cxtra-
ordinarily sophisticated in the degree of realistic representation, so much so that it has
been compared by some scholars to the work of the great period in Greece. In the Harappa
torso, however, there is no attempt to suggest the human body by harping on the
muscular structure that was the particular concern of the naturalistically minded Greek
sculptors of the fourth century B.c. and later. On the contrary, this statuette is completely
Indian in the sculptor’s realization of the essential image, a symbolic rather than descrip-
tive representation of anatomy, in which the articulation of the body is realized in broad
convex planes of modelling. The one quality which may be discerned here that is uni-
versally peculiar to many later Indian examples of plastic art is the suggestion of an inner
tension that seems to threaten to push out and burst the taut outer layer of skin. Actually,
this is a technical device by which the sculptor revealed the existence of the breath or
prana filling and expanding the vessel of the body. The fact that the figure appears pot-
bellied is, therefore, iconographically completely right and truthful. It is not intended as
a caricature in any sense, since this distension resulting from yogic breath-control was
regarded as an outward sign of both material and spiritual well-being. We have in this
statuette, too, what is certainly the earliest exhibition of the Indian sculptor’s skill in pro-
ducing not only a sense of plastic volume but also in representing the soft quality of the
flesh. This is not a literal imitation, such as one finds in Westcrn sculpture, but a sugges-
tion of fleshiness by such properly sculptural and abstract devices as the interlocking of
the smooth and softly modelled convex planes of the torso and the exaggeration of the
depth of the navel to connote the enfolding softness and warmth of flesh without any
textural manipulation of the surface.10

Another damaged statuette, also from Harappi, complements this torso in its striking
forecast of iconographic and stylistic clements of the historical periods of Indian art
(Plate 3). This image, carved in greyish limestone, represents a dancing male figure, per-
haps originally ithyphallic, four-armed and three-headed. These attributes, together with
the dancing pose, make it possible that this is a prototype for the later Hindu conception
of Siva as Lord of the Dance. The modelling, again, is of an extraordinarily telling sim-
plicity, that, in its assured establishment of form in the completely abstract plastic sense,
suggests the work of a modern sculptor like Henry Moore. Even inits present fragment-
ary state, the figure is imbued with a vital, dynamic quality and a suggestion of move-
ment imparted by the violent axial dislocation of the head, thorax, and hips, exactly the
same device employed to suggest the violence of Siva’s dance in the great Hindu bronzes
of the Chola Period.

No less surprising in its sophistication is a copper figurine of a dancing-girl from
Mohenjo-daro, which in such aspects as the extreme wiry attenuation is prophetic of

[¢ s



PREHISTORIC AND EPIC PERIODS

metal-work of the Chola Period (Plate 44). The pendulous exaggeration of the lower
lip is perhaps a Dravidian physical trait, and the clothing of the arms in numerous brace-
lets explains the finding of bangles of every known precious material in the ruins of the
Indus cities.!t

The statues which we have examined, the male busts and idols from Mohenjo-daro
and Harappa, represent the Sumerian and Indian aspects of the Indus Valley civilization.
The indications are that such borrowings as there were from the Mesopotamian world
existed parallel to completely Indian sculptural tradition.

The most numerous single type of object found in the cities of the Indus culture are
the steatite seals, apparently used for sealing compacts and as amulets, with representa-
tions of creatures both fabulous and real, and almost invariably accompanied by a num-
ber of pictographic symbols.1? These objects, never more than two and a half inches
square, reveal the most consummate and delicate perfection of craftsmanship: the work
was done by a combination of carving with small chiscls and drills and polishing with
abrasives. The finished seal was given a coating of alkali, which, when slightly fired, im-
parted a white lustrous surface to the stone. The seals are properly described as intaglios —
carved in sunken or negative relief; the illustrations in this work are from photographs
of impressions taken from the original objects. The seals provide the most comprehen-
sive evidence for onr reconstruction of the Mohenjo-daro religion and its relationship
with the ancient Near Fast and the concepts of modern Hinduism. On a number of the
seals we find a representation of a three-headed bovine monster (Plate 48), which has
been interpreted as a reference to the ancient Mesopotamian legend of the primordial
bull, the progenitor of all living things in the animal and vegetable worlds.! A few of the
Indus Valley seals reveal another mythological link with Mesopotamia in the representa-
tion of a gigantic figure engaged in strangling two great beasts, presumably lions or
tigers. This personage is certainly the great Mesopotamian hero, Gilgamesh, a sort of
Oriental Herakles who slew the wild beasts and made the world safe for humanity.

The subjeets of other seals are of the greatest importance for the relationship between
the Indus Valley religion and later iconographic concepts. On one we find a horned
deity seated in yoga posture, who is probably to be recognized as a prototype of the
Hindu god Siva (Plate 4¢).1* The central figure has three heads, and the trident above his
head is suggestive of the Buddhist symbol known as the frisila. The horns are presum-
ably a Mesopotamian survival, and are to be read as an indication of divinity. The cen-
tral personage is surrounded by a number of wild beasts, perhaps as a reference to Siva’s
function as Lord of Beasts or to suggest Siva’s dwelling as an ascetic in the wilderness.
What is perhaps the most interesting aspect of this seal is that in it we have the carliest
recognizable representation of a divinity in human form in Indian art. On other seals the
representations of horned female figures in trees are certainly to be interpreted as the
carliest portrayals of the yakshi, the fertility and tree-spirit that figures so largely in later
Buddhist art. Their appearance furnishes positive proof that the cult of tree-spirits men-
tioned in the Yajur and Atharva Vedas had its origins in the Indus culture.

By far the greatest number of the Indus Valley seals arc carved with figures of bulls,
cither the zebu or the urus ox, some of them with objects resembling altars or mangers
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before themi (Plate 4p). Here again, while the iconography cannot be positively identi-
fied, it seems likely that this popular bovine emblem is related to the cult of the bull asa
fertility and lunar symbol in ancient Mesopotamia and perhaps as a prototype of Siva’s
attribute, the bull Nandi. From the aesthetic point of view the designs of the animal
seals of the Indus culture are the most satisfactory of all the finds. They are the exact
equivalents in animal sculpture of the perfection of the human statuettes from Harappa.

It will be noted in the first place that whereas the head and body are shown in profile,
the horns, eyes, and sometimes the hoofs are frontally represented; in other words, this
is a conceptual rather than an optical rendering, which means that the figure is a combina-
tion of those different aspects of the body which appeared to be significant to the artist,
combining a visual and tactile impression of the object. This is a method intended to give
the most essential and complete impression possible of the object.’® The animal seals are
among the world’s greatest examples of an artist’s ability to embody the essentials of a
given form in artistic shape. These are not portraits of any individual bulls, but universal
representations of a species. The carver has imbued his subject with an alive and vital
character by his intuitive ability to define everything that is important for the nature of
the animal he is portraying. The abstract organization of the folds of the skin and the
muscular and bony structure are completely expressive of the massiveness and weighti-
ness of the bull. It is this realization of the essential structure and character of the species
that makes for the universal character of the work of art which transcends the mere
imitation or portrait of a single real animal, such as a painting of a bull by Paul Potter.

The pottery of the Indus civilization has provided a special problem to archacologists,
largely by reason of its separateness from the wares of contemporary civilizations in
Mesopotamia and Iran. The vessels, for the most part intended as storage jars, were all
kiln-fired and covered with a red-ochre slip which was polished to a lacquer-like finish.
The designs, which were applied in a black pigment before firing, consist of intersecting
circles with occasional examples of foliate and beast patterns that bear little or no relation-
ship to the designs of western Asia (Plate 5). This type of pottery seems to have been
made in all parts of the geographical limits of the Indus culture and, it has been pointed
out, wares of a similar sort are still made in the village potteries of western India to-day.16

Under the heading of pottery we may include not only actual vessels but the figurines
in the shape of toys or cult images that have been found in enormous numbers in all the
sites inhabited by the Indus people. They belong more defiitely to a popular, folk-art
tradition than the sophisticated objects we have already cxamined. By far the most
numerous in this collection are crude female effigies which have been recognized as re-
presentations of a mother goddess. ‘She is the Great Mother. It is she who makes all
nature bring forth. All existing things are emanations from her. She is the madonna,
carrying the holy child. She is the mother of men and animals, too. She continually
appears with an escort of beasts, for she is the mistress of wild animals, snakes, birds,
and fishes. She even makes the plants grow by her universal fecundity ... perpetuating
the vegetative force of which she is the fountain-head.’1” Most likely this is the same great
mother who under various names enjoyed a cult in Asia Minor and Mespotamia and
survives in modern Hinduism as Kali and as the Sakti of modern Indian village cults.

17



PREHISTORIC AND EPIC PERIODS

Some of these statuettes are so primitive as to be comparable to the Cycladic idols of
the Aegean. Certain others, with fan-like head-dresses, bear a resemblance to the figur-
ines discovered in various Mesopotamian sites. These statuettes are really to be regarded
as symbols, rather than realistic representations.

A typical example is a terra-cotta figurine in the Boston Museum of Fine Arts that
was found at Sari Dheri, just south of the Khyber Pass (Plate 6a). This fragment illus-
trates the appliqué technique universally employed in these images, whereby such
features as the head-dress, eyes, nose, lips, breasts, and ornaments were attached as separ-
ately pinched pellets while the clay was still moist. At this period of Indian civilization
the mould was unknown for clay figurines, which were built up by hand in exactly the
same way as were the statucttes of the mother goddess discovered at such Mesopotamian
sites as Tel Asmar and Khafaje at levels referable to about 2500 B.c. A notable attribute
of the representations of the Indian fertility goddess is the harness of scarves crossing be-
tween the breasts, that survives as the channavira of the yakshi.1® It scems certain that this
article of attire, as well as the beaded apron worn by some of the statucttes, was a fertility
symbol, since both are also found in representations of the mother goddess from Meso-
potamia and Iran.

18



CHAPTER 3

THE EPIC PERIOD: VEDIC AND PRE-MAURYA
CIVILIZATIONS

TuE period between the end of the Indus Valley civilization and the rise of the first
Indian empire under the Mauryas includes the Vedic Period (c. 1500-800 5.c.) and, from
the name of the first historical pre-Maurya dynasties, the Sai$uniga-Nanda Period (642~
322 B.C.). After the period of initial conquest, when the Aryans were able to reducc the
native population by the superiority of their armament, there unfolds a drama repeated
many times in Indian history, in which the conqueror has become the conquered. Al-
though they imposed their philosophical and social ideals on India and penetrated the
entire fabric of Indian civilization with such forms as the caste system, the Aryans were
inevitably absorbed into the Indian population and the main stream of Indian civiliza-
tion. Long before 500 B.c. the culture of India was a mixture of Aryan and Dravidian
elements. The surviving archacological fragments from this remote period point to the
predominance of non-Aryan ritual such as the substitution of pija, the worship of a god
represented in the form of an image, in place of the Vedic yajiia or sacrifice with praise
and prayer to non-anthropomorphic deitics.! Our knowledge of this epoch of Indian
history is based on a few scattered remains, on literary evidence, and on conjecture. The
conjectural reconstruction of its art is based on the many references to actual techniques
and works of sculpture and architecture in the Vedic hymns, which were composed
sometime between 1500 and 800 B.c. These hymns were the compositions of the Aryan
invaders from the uplands of northern Asia, so that the accounts of crafts and technical
procedures are those of this conquering race. Mention is made of metals, such as tin,
lead, and silver, as well as copper and iron, which are specified in the later Vedic books,
and there are also references to woven stuffs and ritual vessels.

Considering the background of these agricultural nomadic invaders, it is not surpris-
ing that the architecture of the Vedic Period was neither monumental nor permanent
nor concentrated in urban development. With the disappearance of the Indus culturc
and its citics, the new Indo-Aryan population was largely distributed in small settlements
located in the plains and forests. Their building materials were those most readily avail-
able for constructing shelters: wood, bamboo, thatch, and, probably only later, brick.
This was the only kind of building one would expect of a people without any kind of
tradition of monumental architecture. Obviously, methods of construction in bamboo
and thatch must have been practised by the Dravidians long before the intrusion of the
northern invaders. What little we know of architecture in these remote times is the allu-
sion to huts of round and square shape, as well as tower-like structures. The resemblance
of these descriptions to the conical huts of the primitive Toda tribes in South India to-day
suggests that these forms were of Dravidian rather than Aryan origin, Fire-altars and
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sacrificial halls are mentioned in the Vedas; presumably the dimensions and measurements
of these and other structures were determined ata very early date, since the dimensions for
buildings are already specified in the Sulva siitra of approximately 800 B.c. In the Indian
epics, the Mahabharata and Ramayana, are references to shrines and assembly halls. It is
significant to note that stone is only occasionally referred to as a building material.
Peaked huts are mentioned in Pali literature as well as chaityas (shrines) and pasadas
(palaces), and the later Brahmanas contain many accounts of actual altars, tombs, and
shrines. All these structures were presumably of brick or wooden construction. The ac-
count of guilds in the Jatakas, or Buddhist birth-stories, confirms the antiquity of such
fraternities in Indian art history. It may be assumed that, just as in the Indus Valley
Period, some sort of cult images continued to be used, although they are not speci-
fically mentioned. The technique of their manufacture, originally in some perishable
material like wood or metal or ivory, was transferred to stone when the methods for
working this durable material were introduced in the Maurya Period. It is certain, too,
that many of the building forms characteristic of later periods of Indian art were already
evolved in these centuries; for example, the Buddhist chaitya-hall reproduces in stone a
pre-existing form in wood and thatch, in the same way that the marble architecture of
Greece so clearly follows the joiner’s technique of early wooden temple forms; the fond-
ness of Indian architects for using massive stone slabs in the early examples of trabeated
architecture may derive from the Dravidian dolmen form.

It is rcasonable to assume also that the relationship with the ancient Near East, so pro-
nounced in the monuments of the Indus culture, continued in the centuries after the
Aryan invasion. Such motifs as battlements, and the palmette and rosette designs that
appear so frequently in early Buddhist monuments, were introduced to India in the
period before the development of any kind of monumental architecture or sculpture in
stone. Among these borrowings from western Asiatic art one could mention the various
fantastic monsters, such as the sphinx, chimera, and gryphon, as well as the use of ad-
dotsed animals in the so-called Persepolitan capital. Obviously, these forms, univer-
sally employed in the Maurya, éunga, and Andhra Periods, were not introduced at that
time (sccond or first century B.C.) when the civilizations that had created them had long
since disappeared. As already suggested by the examination of the Indus Valley material,
India in the second millennium B.c. was not an isolated cultural pocket, but continued as
a kind of castward extension of the culture of Mesopotamia and Iran.

The descriptions of early architectural forms in the Vedas are complemented by repre-
sentations of many of these types in the Buddhist reliefs of the first century B.c. at Bhar-
hut and Saiichi. Indeed, the very longevity of this era of wooden building is everywhere
asserted in the copies of such structures, not only in reliefs, but in the rock-cut architec-
ture of the Maurya, Sunga, and Early Andhra Periods. Undoubtedly the gateway or
torana of the Buddhist stupa? had its origin in a portal consisting of two wooden or bamboo
uprights topped by a single horizontal bar that gradually developed into the claborate
form with three superimposed crossbars, such as is seen at Safichi and Bharhut. Fences
of wooden uprights and crossbars were used as barriers and as enclosures for sacred
treesand tumuli, before their development into the vedika or rail of the Buddhist mounds.
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As many authorities have pointed out, the barrel-vaulted chaitya-halls of the Buddhist
period, the rock-cut cave-temples of western India, are imitations of free-standing build-
ings in which the barrel roof was constructed of interlocking wooden ribs covered with
thatch. In many of the cave-temples of western India, although the interior is really a
cave cut from the living rock, the duplication of the wooden original is carried to the
point of affixing actual wooden ribs to the socle of the solid stone roof. Such later
features of Hindu and Buddhist architecture as the horseshoe-shaped chaitya arch pre-
sumably had their origin in the Vedic Period. According to Percy Brown? thongs corre-
sponding to the tie-rods of Italian Gothic constricted the chord of the wooden arch to
the familiar horseshoe profile that we find carved in the ‘rose-windows’ of the later
Buddhist cave-temples.

One of the most important architectural developments of the Vedic Period was the
layout of the Indo-Aryan village that is preserved for us in far later manuals of Indian
architecture. This was the plan that, by reason both of its commodity and specific meta-
physical implications, has survived in countless arrangements in the architccture of Hin-
duism and Buddhism. The characteristic plan, according to Havell,# derived from the
fortified camps of the Aryan invaders, and was a rectangle with its sides oriented to the
four quarters and intersected by two avenues terminating in four gateways. Although
space does not permit our entering into a detailed account of the symbolism attached to
every part of this layout, it can be stated briefly that the plan was intended as a kind of
microcosm, with the five divisions of the village corresponding to the five elements of
the universe, and each of the gateways dedicated to one of the four Vedic deitics typify-
ing the positions of the sun in its course through the heavens. These village plans also
included a broad path girdling the buildings within the outer walls which the house-
holders circumambulated with recitations to ensure the favour of the gods. This feature,
together with the metaphysical symbolism attached to the gateways, is perpetuated in
the plan and ritual of the Buddhist stupa. It may be added that the regularity of these
early plans, based on straight intersecting avenucs, is possibly a survival of the systematic
arrangements of the Indus cities adapted to the metaphysical and architectural needs of
the new Aryan civilization.

We may presume that it was only towards the middle of the first millennium s.c. that
the resettlement of the population in urban concentrations gradually led to the replace-
ment of wooden forms by stone, perhaps beginning with the necessity of erecting stone
ramparts and fortifications. If we can credit the accounts of Hsiian-tsang (the seventh-
century Chinese Buddhist pilgrim), concerning the conflagrations that destroyed King
Bimbisira’s capital at Rijagriha, we may conclude that even as late as the sixth cen-
tury B.c. whole cities were still constructed largely of wood and perishable materials.5
The only surviving relics of stone walls are the ramparts of cyclopean rubble masonry
at ancient Rijagriha, which, according to Hsiian-tsang, formed the enclosure of the inner
citadel.6 These ruins are generally assigned to the sixth century B.c.

The only monuments that can positively be recognized as pre-Mauryan are a number
of enormous mounds at Lauriya Nandangarh.” These tumuli have the domical shape of
the later Buddhist stupa and, presumably, mark the sites of royal burials. Consequently,
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there is every reason to recognize in them the prototype for the Buddhist relic mound.
Wooden masts were found embedded in the centre of the solid earthen tumuli. These, as
in certain Buddhist stupas, were inserted for their symbolic function of representing the
tree or axis of the universe and also, perhaps even in these early examples, for the pur-
pose of supporting an umbrella — the emblem of royalty — above the summit of the
niound.8

In southern India a number of rock-cut tombs of the Vedic Period have been found
at Mennapuram and Calicut in Malabar.® They have been described as hollow stupas,
since they are domed chanibers with a monolithic stone column at the centre, perhaps as
a symbolic equivalent of the wooden masts penctrating the Lauriya mounds. Intended
for the burial of Aryan chicftains, these caves are presumably translations into stone of
Vedic round huts of wood or thatch.1® A circular Buddhist rock-cut cave at Guntupalla
preserves the form of the Vedic hut, even to the inclusion of wooden rafters attached to
the domical roof.!! In this connexion one should mention also a rock-cut structure, some-
times recognized as a fire-temple or Agnidriya, at Bangala Motta Paramba, which was
equipped with a kind of chimney occupying the place of the harmika or balcony above
the dome of the Buddhist stupa.’* The chief importance of the Vedic Period lies in the
development of architecture as a science and the invention of types that survive in later
Hindu and Buddhist architecture.

Various remains of undetermined antiquity, generally classified as neolithic or pre-
historic, may belong to the Vedic Period, for example, the cromlechs found at Amara-
vati in southern India, erected around burial-places, and interesting as possible proto-
types for the Buddhist railing or vedika.1?

In the mounds at Lauriya were found two gold repoussé figures. One of these is chosen
for illustration (Plate 6¢) because it is an object discovered under reliable circumstances
of excavation that can with certainty be accepted as the work of the pre-Maurya Period.
The subject of this little statuette is presumably the earth goddess Prithvi. Her presence
in the tomb is explained by a burial hymn in the Rig Veda: ‘Go to thy mother, this
carth, the widely extending, very gracious Prithvi. That maiden, soft as wool to the
pious, may protect thee from the abode of destruction.” The implication is certainly that
the dead were to be entrusted to the tender care of the earth mother, who is another in-
carnation of the great mother goddess of all ancient Oriental civilizations. From the point
of view of style the figure is an example in gold relief of the same additive process in
constructing human figures which we have seen in the terra-cottas of the Indus Period.1#
The explicit emphasis on the attributes of fecundity, as well as the stark nudity of the
figure, is intended to describe her character as a fertility goddess. This complete frank-
ness of presentation, together with the persisting archaic conceptual nature of the figure,
make it a link between the Indus figurines and the yakshi statues of Maurya and Sunga
times.

Examples of terra-cotta figures of the mother goddess, generally classified as pre-
Maurya, are interesting chiefly as evidence of the persistence of an iconographic tradi-
tion originating in the Indus Valley Period and the gradual development of specific In-
dian techniques and attributes that reappear in monumental sculpture of the historical
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periods. This would include the additive method of figure composition and the careful
perpetuation of such emblems as the crossed scarves and the beaded belt which we have
already found to be indispensable symbols of fertility spirits.}> Some of the terra-cotta
figurines of pre-Maurya date are closely related stylistically and iconographically to the
gold plaques from Lauriya and may for this reason be assigned to this same period. The
example illustrated comes from Mathurd in the Punjab (Plate 68): it has the same flatness
and frontality and the same emphatic display of the attributes of fecundity, the heavy
breasts and enormously exaggerated pelvis that are characteristic not only of the gold
Prithvi from Lauriya but of far earlier representations of the mother goddess found all
over the ancient Near East.16 The method of making - additive from both the technical
and iconographical point of view - is, from the purely anthropomorphic aspect, an ad-
vance over the Indus Valley statuettes (Plate 64), in that there is a definite suggestion of a
possible human form rather than an abstractly symbolic figuration of it.

The only site that has yielded any kind of a picture of a consecutive development of
the pre-Maurya centuries is the Bhir mound at Taxila, dating from the fifth and fourth
centuries B.C. Since these antiquities consist mainly of beads and lathe-turned stones with
occasional terra-cotta figurines, they do not add very much to our conception of the
major arts before the rise of the Maurya Dynasty. The buildings are no more than an ill-
planned and rudely constructed conglomerate of rubble and earth which can scarcely be
dignified by the term architecture.1?

The very poverty of the remains at Rajagriha and Taxila leads us to stress in conclusion
that, although in certain respects the art of the Vedic and pre-Maurya Periods testifies to
the persistence of traditional forms in Indian art—in this case, continued from Indus Valley
prototypes — this period is a kind of interregnum during which certain techniques, such
as the art of town-planning and stone-carving, were lost. As will become apparent in the
next chapter, the real importance of the Epic Age lay elsewhere.
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CHAPTER 4

THE EPIC PERIOD: THE RELIGIONS OF INDIA

IF the period between the disappearance of the Indus civilization and the rise of the first
Indian empire under the Mauryas is almost entirely barren of any kind of artistic remains,
architectural or plastic, this span of nearly a thousand years is of inestimable import-
ance for the emergence of all the great religious systems that have ever after dominated
not only India but all of Asia.

In this brief account of Indian religious systems it will be possible only to present the
barest outline of their theologies, with specific reference to those aspects of belief that
have a special bearing on the development of later iconographical forms in art.

The religions of the carly peoples of India are known as the Agamic and Vedic, or
Dravidian and Aryan.! The words ‘Agamic’ and ‘Dravidian’ refer to the beliefs of the
indigenous population of India before the Aryan invasion at the end of the third millen-
nium B.C. The terms_‘Vedic” and ‘Aryan’ are used to describe the religious elements

—introduced by these foreign conquerors. These traditions contained tie belieks, the i)hllo—
sophy, and the gods that constitute the religion of modern Hinduism. This religion is,
in other words, a combination of elements derived from Aryan and Dravidian sourccs
that began its development as a separate system of belief early in the first millennium
B.C. The Dravidians imposed the worship of the lingam and the mother goddess on later
Hinduism. It was the purely Dravidian cult of devotion or bhakti that installed the wor-
ship of images rather than abstract principles. Among the Dravidian gods were innumer-
able place spirits, tutelary deities, and powers of nature conceived as personal beings.
First are the yakshas, whom we shall encounter in Indian Buddhist art; they were trec-
spirits who were also worshipped as guardians of the mineral treasures hid in the carth
and associated with the idca of wealth and abundance. The female counterpart of the
yaksha was the yakshi, a sort of Indian dryad and the spirit of the fertility of the tree. By
association the yakshls came to be regarded as symbols of the sqp: the waters, and ¢ thcrcby
of the fertility of the whole vegetable and animal worlds. They wete specifically invoked
by-\vomcn desiring children. Among the Dravidian genii we should mention also the
ndga or water spirit, described as serpentine in form, though in later art the niga is repre-
sented as a human with a cobra hood attached to the back of the shoulders. All these
deitics, so deeply rooted in the belicf and superstition of the Indian people, inevitably
came to be absorbed into the pantheons of both Hinduism and Buddhism and their art.

Just as Hindu worship is based on the Aryan houscholder’s duty to his god, his family,
and his tribe, and the Brahmanic daily ritual stems from the Vedic morning and evening
worship of the sun, so, too, are the Hindu deitics descendants of the Vedic titans.2 The
mighty beings that the Aryans recognized in the sun, the fire, the wind, or the water
needed no personifying, although when we first encounter them in Buddhist and Hindu
art they are anthropomorphically portrayed in accordance with the attributes assigned
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to them in the Vedas. In contrast with Dravidian ritual, which stressed the value of the
worship of specific deities represented by images in shrines, the Vedic or Aryan tradition
_ was a worship of the powers of heaven and earth by hymns and sacrifices without idols
or temples. Our knowlcdge of this religion is derived from the Vedic hymns which were
composed at some time between 1500 and 800 B.c.2

Among the Aryan deities was Indra, at once a personification of the Aryan warrior,
god of the atmosphere and thunder, and chicf of the thirty-three Vedic gods. He is
usually represented riding on an clephant, the age-old Indian symbol of the swollen
rain-cloud, Siirya, the sun-god, like Apollo of the Hellenic tradition, is shown driving a
four-horse chariot trampling the powers of darkness. Other Aryan gods, like Varuna, a
sky deity and a moral god related to Ahura Mazda, and Mitra, another solar god, are
probably the same divinities that we encounter as the Hittite arunas and Mithra as assi-
milated into Greck and Roman mythology.* From the very earliest ‘commentary’ on
the Vedas, Yaska’s Nirukta, dating from about 500 B.C., we learn that the Vedic gods or
Devas were classified according to their positions in the sky, the atmosphere, or carth —

“the threefold division of the world-system in ancient Indian cosmology, which also in-
cluded the empyrean above the sky and the infra-cosmic waters below the earth. The
vertical direction or axis was of great importance, too; it was sometimes thought of as a
pillar of fire formed by the fire-god Agni, who, in his kindling, bears the aroma of sacrifice
upwards to the gods. He is never represented in anthropomorphic form until the period
of the Hindu Dynasties. In certain aspects of later Hindu and Buddhist iconography the
axis is conceived as a great mountain pillaring apart heaven and earth, or as a Great Per-
son who contains within his magic cosmic body all elements of the universe and sup-
ports the firmament above him (Mahapurusa).

In connexion with the Indian concept of the world system, something should be said
about the quality of Maya. Miya is at once existence and the cosmic flux and creative
power that animates all things; it is a kind of all-pervading essence uniting the myriad
atoms of a teeming universe, and in art, Maya may be regarded as the representation of
the emergence of material things from this formless primal substance. Maya is the only
mirage-like concept of ultimate reality that mortals can attain.

‘Hinduism’ conjures up for the Western reader images of fearful, many-armed gods,
the terrible car of Jagannatha or ‘Juggernaut’, and the iniquities of the caste system.
Actually, the Hindu religion is all this and much more, and is one of the oldest philoso-
phical and religious systems in the world, that has produced some of the world’s greatest
kings, poets, and mystics. The entire Hindu tradition is founded on the Vedas and, in-
deed, the religion might be called Vedism, so entirely s it based on Indo-Aryan tradition.
It is a development, in other words, from a system in which there was no one great god,
but many personifications of natural forces in which the gods were represented as in
eternal conflict with the powers of evil. As will be seen presently, some of the gods of
modern Hinduism are descended from Dravidian, rather than Indo-Aryan sources.

By the period of the carly Upanishads (800600 B.c.) there had already developed the
principal aspects of modern Hinduism in the evolution of a ritual of sacrifice destined
both to please and to coerce the gods through sacrifice and formulae; the concept of a
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disciplined, even ascetic, life; salvation through knowledge; perhaps most important of
all, the possibility of winning everlasting peace through devotion or bhakti to a particular
diviniry makes its appearance in the Mahabharata (c. 400 B.c.). Itis also generally acknow-
ledged that this was the time when modern Hinduism assumed the character of a
polytheistic pantheism which the religion maintains to-day. This same period saw the de-
velopment of the idea of saritsdra or ‘wandering” - the soul’s transmigration through end-
less reincarnations in human or animal form as a result of good or bad conduct (karma).
Of extreme importance for later Hinduism and Buddhism are the means for avoiding
this retribution that were already formulated in this period: the attainment of magic
powers and escape from reincarnation through the practice of extreme asceticism and
self-mortification; the science of yoga or ecstatic meditation, already directed to the
practitioner’s attainment of superhuman spiritual strength in overcoming the process of
sathsara. The goal of life after death as absorption into a changeless and timeless state,
more familiar to us by the Buddhist term Nirvana, was already accepted by all sects of
Hinduism.

The term Hinduism may perhaps properly be applied to this religious system at the
moment when, probably no earlier than the beginning of the Christian Era, the Vedic
gods were superseded by the worship of the Trinity or Trimurti of modern Hinduism:
Brahma, Vishnu, and Siva.5 Their personalities are already defined in the Mahabharata,
the great epic of the post-Vedic period. Brahma may be described as the soul and creator
of the universe, the self~created father of the world and indwelling spirit of the cosmic
system. The first person of the Brahmanic Trinity has always been such a vague and
nebulous deity that most modern Hindus are divided in their allegiance between devo-
tion to Siva and Vishnu.

Vishnu is a mild and benevolent divinity who offers salvation through personal devo-
tion rather than the practice of ritual. This deity is believed to have had his origin in
one of the Vedic sun-gods. He is the preserver of the world. According to the eschato-
logy of Hinduism, at the end of each great cycle of time or kalpa the universe is de-
stroyed. Brahma is then reborn of Vishnu, and recreates the world-system for him. In
each of these great cycles in which he has rescued the cosmos, Vishnu has appeared in a
different form or avatar. Among the popular subjects of Hindu art are representations of
Vishnu in the form of the boar that saved the earth-goddess from the waters of the flood,
or, in the form of a lion, when he struck down an impious king who dared to question
his universal divinity. One incarnation of Vishnu is in the shape of the hero Krishna, who
first appears in the great Indian epic, the Mahabharata, and in that most remarkable of
devotional and mystical hymns, the Bhagavad Gitd, in which he offers salvation through
union with the world-soul or Brahma. The fact that Krishna is frequently referred to as
dark in colour has led some authorities to think of him as a divinity of Dravidian origin,
and this racial distinction is maintained even in the iconography of Indian painting in the
sixteenth and seventeenth centuries. The legends of the god’s youthful exploits rival
those of Herakles, and in his amours with Ridha and the milkmaids he surpasses the
amorous prowess of Zeus himself. The loves of Krishna are generally interpreted as an
allegory of the soul’s yearning for union with the divine. More than any other member
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of the Hindu pantheon, he extends to his devotees the possibility of salvation through
devotion to him.

The third member of the Hindu Trinity is Siva. He is a severe and terrible god of de-
struction who moves his devotees by fear rather than love. He is generally regarded as a
divinity of Dravidian origin, perhaps stemming from the Rudras, who were dcities of
destruction personified in the whirlwind, although the evidence of archacology suggests
that he may have been a deity worshipped by the Indus people in the third millennium
B.C. Siva came to symbolize the powers of destruction which are the bases of re~creation.
He is the symbol of death, but only of death as the generator of life, and as a source of
that creative power ever renewed by Vishnu and Brahma. The representations of Siva
as the Lord of the Dance are personifications of his enactment of the end of the world,
when the universe falls into ruin and is recreated by Brahma and Vishnu. Siva in his pro-
creative aspect is worshipped in the shape of a lingam that is at once the phallic emblem
and, by symbolic inference, the tree and axis of the universe itself. An incvitable attri-
bute of Siva, especially in all late Hindu art, is his vehicle, the bull Nandi, presumably
another survival of the cult of Siva going back to the period of the Indus civilization. In
the codes of later Hinduism, the Piiranas, each god has assigned to him a sakti or female
‘energy’ who complements his power, as the ideal wife in the Mahabharata is described
as ‘half the man’. These shaktis are worshipped in the so-called Tantric or ‘Left-Hand’
ritual: chief among them is Parvati, the consort of Siva, more usually worshipped with
bloody and obscene rites in her terrible form of Kali or Durga.

Following the association of all ritual with the cosmic forces worshipped in the Vedic
Period, the Hindu gods came to occupy the position of regents of the points of the com-
pass, formerly dominated by the Devas. The essential aspects or personalities of Vaishna-
vism and Saivism are already established in the post-Vedic period, a system in which
Siva presides over East and West — the points of the sun’s birth and death — and Vishnu
reigns as Lord of Life and Eternity at North and South. This is essentially a symbolical
statement of the difference between the nature of these deitics, with Siva as both creator
and destroyer, and Vishnu as cternal preserver. It is important to note that these stations
of the cosmic cross are later appropriated by Buddhism, both in the circumambulation
of the stupa in a sunwise or clockwise direction from the East, and in the assignment of
events from Buddha’s life to appropriate points of the solar round; i.c. his birth to the
East, his Nirvana to the North.

The one feature of Hinduism with which most Westerners are dimly familiar is the
idea of caste. The caste system probably originated sometime during the Vedic period.
It consisted in the beginning of a division into three classes or social groups: the Brah-
mins or priests,® the Kshatriyas or warriors, and the Vaisyas or cultivators. To this classi-
fication the Aryans added a fourth class; namely, the Sudras or serfs, the descendants of
the aboriginal black inhabitants who were not admitted within the pale of Aryan society.
Originally, of course, this was a system based on a natural distribution of functions. It is
perhaps the one distinguishing feature of Indian society which has survived with little
or no loss of vitality to the present day. Although in certain respects it was a system that
exhibited 2 certain strength by imparting solidarity to the separate groups, and in its
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occupational division could be said to resemble the guilds of medieval Europe, it has
been fundamentally a source of weakness: its very organization has made for a hopeless
division of the Indian people. It is easy to sce how, with the population sealed off in
water-tight compartments in which every loyalty is directed towards the caste, the
emergence of anything resembling a national spirit has been almost impossible until the
present political unity.

From a study of the life of the modern Hindu we can see that every action in life is
governed and dictated by religious practice: the tending of the houschold altar, the
sacrifices to the great gods; the construction of temple and house are determined by im-
memorial ritual and laws of geomancy intended both to stabilize magically the structure
and ensure the happiness of its inhabitants. The whole life-plan of the Brahmin followed
an inexorably fixed course: boyhood novitiate with a guru, the years as a houscholder,
and, in the end, retirement to the life of a hermit or sannyasin. The ceremonies accom-
panying birth, puberty, marriage, and death all have their rituals designed to bring
about the favour of the great gods. All these occasions necessitated the officiation of a
member of the Brahmin priesthood.

Indeed, by the sixth century B.c. Hinduism had developed into an intellectual cult in
which salvation could be attained only by a complicated and secret ritual administered
exclusively by the Brahmins, Corruptions in the encouragement of superstitions through
insistence on the cfficacy of magical powers of invocation, exploitation of the priestly
rite to administer sacrifices, and the emphasis on self-torture as a means of gaining super-
natural power, were factors that invited revolt against the Brahmins who had fallen
from the original ideal of Aryan priesthood. Although probably at this early date the
caste system had not yet grown into the rigidly compartmented divisions of modern
Hinduism, nor the Brahmins assumed the position of infallibility that they came to enjoy
in later Hinduism, this priestly caste had come to regard itself as the sole interpreter of
the Vedas, enjoying a tyrannical monopoly in its ministrations to the religious needs of
the community. At this moment of Asiatic history there arose a number of heretical
movements that challenged the authority of the Brahmins and offered the opportunity
of personal salvation to the individual. Such heretical movements were nothing new in
Indian religious history, nor is it at all surprising that these reform movements should
have been led by members of the Kshatriya or warrior caste, who in some parts of India,
at least, regarded themselves not only as the rivals but the superiors of the Brahmins.

Among the many sccts which disputed the authority of Hinduism in the sixth century
B.C. was the religion of Jainism, the foundation of which is traditionally ascribed to the
sage Mahavira (599-527 B.c.). The goal of Jainism was the attainment of salvation
through rebirth, as escape from the retribution of conduct, or karma, whereby, accord-
ing to the sins committed in earthly incarnations, men are destined to atone for these
wrongs by being reborn into the world in the shape of an animal or a slave. Mahavira and
his followers taught that salvation could be achieved through the practice of asceticism
and through the scrupulous avoidance of injuring or killing a living creature. Mahavira,
who as a Brahmin knew the various systems for the attainment of salvation offered by
the Hindu Church, was, like the Buddha, a leader of a revolt against the orthodox cult
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of Brahmanism. He denied the authority of the Vedas and the efficacy of sacrifice, offer-
ing the attainment of perfection and release from karma to all who, by the practice of
abstinence and asceticism, could eradicate earthly passions. Mahavira is worshipped to-
gether with twenty-four other jinas or firthaiikaras who had attained this goal of perfec-
tion in carlier cycles of time. In Jain literature and art their lives are embellished with
miraculous events that are allegories or direct borrowings of age-old Indian metaphysical
concepts.

Of far vaster import for the later history of not only Indian but all Asiatic civilization
was the greatest leader in this humanistic revolution: the personage known to history as
the Buddha.” Born about 563 b.c. into the princely clan of Sikyas on the border of
Nepal, the mortal Buddha is known by his personal name, Siddhartha, by his surname
of Gautama, or as Sakyamuni (the Sage of the Sakyas). Only the briefest possible survey
can be given of the life of the historical Buddha, the events of which formed the subject
for the art of Buddhism in India and all castern Asia. During his youth as the prince of a
royal house, Sakyamuni, through visions vouchsafed by the Devas, was made aware of
the miseries of humanity, and determined to renounce the world in order to effect the
salvation of his fellow men from the inexorable cycle of reincarnation. After his flight
from his father’s capital, known as the Great Renunciation, éikyamuni studied under a
number of Brahmin sages, who advocated extremes of penance and self-mortification as
a means of acquiring the spiritual power or fapas to escape the retribution of karma or
rebirth. After renouncing the way of asceticism, Sakyamuni found the goal of Enlighten-
ment through the practice of yoga. This final Enlightenment took place as the result
of his meditations under the Bodhi Tree, or Tree of Wisdom, at Gayi. The culmina-
tion of this trance was the attainment of Buddhahood - the achievement of a state of
cosmic consciousness as far above the mental plane of ordinary mortals as that level of
human consciousness is raised above that of primitive men, young children, or animals.
From that moment in his carcer, when the deeper mysteries of the universe were re-
vealed to him, the Buddha devoted himself to the paramount goal of winning for all
humanity salvation or release from the endless cycle of rebirth. The essentially pessi-
mistic doctrine preached by the Buddha was that all existence is sorrow; the cause of
which stems from attachment to self and the ephemeral delights of the world of the
senses. The cure for this universal malady lay in the suppression of the self and the extinc-
tion of the karma, that accumulation of past actions which, in the Brahmin belief,
survives what is usually designated as the Ego, subject to endless reincarnation and
suffering. The Buddha denied the efficacy of extreme asceticism and reliance on ritual
formulas as efficient means of salvation. He recommended salvation by the individual’s
work and action ~ by following the Eightfold Path that included the practice of right
belicf, right thought, right speech, and right action: a way of life possible for all and
easily comprehensible by all, and free of the onerous and expensive ritual of Brahmanic
tradition.® This code of life, based on moral conduct rather than on belief and sacrifice,
was first enunciated by the Buddha at the time of his first sermon at Sarnath, when meta-
phorically he first began to turn the Wheel of the Law. For the remainder of his career
the Buddha and a continually growing band of converts travelled through Magadha and
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Bihar, preaching the way of salvation open to all, regardless of caste or creed. In the
cightieth year of his age, the Master achicved his final Nirvana or death.

There is no term in the whole history of Buddhism that has been the subject of more
controversy than Nirvana. The Master himself never explained his last end, and discour-
aged controversy upon it as unedifying. We may be reasonably sure that in ecarly
Buddhism the Buddha at his demise was believed to have entered a realm of invisibility
‘where neither gods nor men shall know him’, or to have achieved a complete extine-
tion of karma and Ego. As we shall sce presently, in later Buddhism Nirvina came to
mean that the immortal Buddha, who had manifested himself in mortal shape for the
benefit of man, after ‘death’ resumed his place as the Lord of a Paradise, there to await
the souls of the faithful through all ages. Even as carly as the time of the Emperor Afoka
(272-232 B.C.), the goal of the Buddhist layman was already that of everlasting reward
in Paradise, as opposed to the monk’s ideal of the peace of Nirvana to be achicved in part
through the practice of yoga.

The life of Gautama, as recounted in many different texts of the Buddhist canon, al-
though undoubtedly based upon the career of an actual mortal teacher, has assumed the
nature of an heroic myth, in that almost every event from the hero’s life is accompanied
by miraculous happenings, and the Buddha himself invested with miracle-working
powers. Many of the episodes from the Buddha’s real life are interpreted as allegorical
or anagogical references to cosmic phenomena, accretions from age-old Indian cosmo-
logy: the Buddha’s birth is likened to the rising of another sun; on his Enlightenment,
like the sacrificial fire of Agni, the Buddha mounts transfigured to the highest heavens of
the gods; in his turning of the Wheel of the Law he assumes the power of the world-
ruler or Cakravartin to send the wheel of his dominion, the sun, turning over all the
worlds in token of his universal power. It is not surprising that some scholars have inter-
preted the whole of the Buddha story, as it appears in later texts, as a re-working of far
carlier solar myths.

It is quite apparent that Buddhism early formed an alliance with the popular cults of
the soil and of nature, accepting perforce those same nature-spirits of Dravidian origin
that survive even to-day in the popular cults of modern Hinduism. This must account
for the presence of the yakshis and the nagas, the dryads and water-spirits who appear in
all the monuments of carly Buddhist art. In order to explain the presence of these demi-
gods and the meticulous recording of so many details of animal and plant life, it might be
said that carly Buddhism, in its acceptance of the doctrine of reincarnation, stressed the
unity of all life, the identification of man with nature through the very forms of life
through which the Buddha and man had passed before their final birth into the human
world. This seemingly intense feeling for nature is something evoked by the idea of
former births in animal form, and is not in any sense a pantheistic conception. Although
occasionally in the Buddhist hymns we encounter what seem to be passionately Iyrical
writings on nature, the mention of natural objects is only metaphorical, like the similar
references to nature in the Psalms.

The mythology of Buddhism also came to include a collection of moral tales purport-
ing to relate the events in the earlier incarnations of Gautama when, in cither animal or
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human form, he was acquiring the merit that enabled him to attain Buddhahood in his
final earthly life. These Jataka stories, which are extremely popular as subjects of illus-
tration in carly Buddhist art, are almost all of them ancient folk-tales, with or without
moral significance, that came to be appropriated by Buddhism. Their absorption into
Buddhism suggests an influence of the Vaishnavite concept of the god’s avatars. Another
similarity to the mythology of Vishnu may be recognized even in carly Buddhism in the
idea of the Buddhas of the Past, who in earlier cycles of world history came to earth to
lead men to salvation. In carly Buddhist art these predecessors of Sakyamuni are sym-
bolized by the trees under which they attained enlightenment or by the relic mounds
raised over their ashes. Primitive Buddhism also included the belief in a Buddha of the
future, Maitreya, who will descend from the Tushita Heaven to preach the Law at the
end of the present kalpa or cycle of time.?

Something should be said, too, of the position of the Vedic gods in carly Buddhism
and its art. The Buddha never denied the existence of these deities. They are regarded as
angels somewhat above the mortal plane, who were just as subject to the external order
as men, and equally in need of salvation. Time and again in the legend of Buddha'’s life
Indra and Brahma appear as subordinates waiting upon the Enlightened One:: it is Brah-
ma who implores the Buddha to make his doctrine known to the world. It is not unusual
to find the Vedic gods as personifications of various of the Buddha’s powers, in much the
same way as in carly Christianity pagan deities served as allegorics of Christ.10

As has already been said, the doctrine preached by Sakyamuni offered salvation
through moral discipline rather than by the casier way of worship or sacrifice. A distinc-
tion should perhaps be made between ‘Primitive Buddhism’, referring to the doctrine
as it existed in §ikyamuni’s lifetime, and *Monastic Buddhism’, which developed fol-
lowing the master’s death. Buddhism in the time of Gautama was open to all, with no
distinction between clergy and laity, and the possibility of salvation by following the
Eightfold Path accessible to every follower. When the religion assumed a permanent
character after the Buddha’s death, clergy and laity become separate, and salvation is
reserved for those who could literally abandon the world to enter the order. There is no
suggestion of the possibility of all creatures attaining Buddhahood, nor that they are
possessed of the Buddha nature. Such an anti-social solution, however impractical for
the man of the world, was probably not regarded as at all unusual at a time when the
idea of monastic retreat was offered by many different sects. In the early faith, nothing
beyond the salvation open to those who could undertake the hard road to the entirely
personal reward of arhatship could be offered to the vast majority of those who could
not take up the monastic life. This was only one of the reasons that led to a change in the
character of Buddhism. Such a change was brought about through the gradual intrusion
of the idea of reward by worship, and also by competition with other sects that offered an
casier way of salvation through devotion to the person of an immanent deity. It should
be pointed out, too, that, whereas the Buddha was regarded by his carliest followers as
an ordinary man who, by his intuitive perception of the cause of evil and its eradication,
attained Nirvana or the extinction of rebirth, in later generations the inevitable growth
of devotion to the person of the founder led to his being regarded as a particular kind of
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being, not an ordinary man, but a god. Even as eatly as the time of the Emperor Aéoka
(272-232 B.C.), the worship of bodily relics of the Buddha was an established practice
complete with ritual stemming from earlier Brahmanical practice. We should add to the
accumulation of circumstances that led to the transformation of Buddhism into a univer-
sal religion rather than a moral code, the influence of the religions of Iran and Greece,
with the idea of the worship of personal gods conceived of in anthropomorphic shape.
This revised form of Buddhism, which is of inestimable importance for both the religion
and art of all later periods of Indian and Asiatic history, was designated by its adherents
as the Mahayana or Great Vehicle (of salvation), as distinguished from the Hinayana or
Small Vehicle, the term applied, not without contempt, to primitive Buddhism.

It can be stated with some assurance that Mahayana Buddhism came into being under
the patronage of the Kushans in the carly centuries of the Christian era. A complete
statement of the doctrine is to be seen already in the Saddharma Pundarika or Lotus
Satra, a text which has been dated in the second century an/In Mahiyina Buddhism
the Buddha is no longer a mortal teacher but a god, an absolute, like Brahma, who las
existed before all worlds and whose existence is cternal.!! His appearance on earth and
Nirvana arc explained as a device for the comfort and conversion of men " Whereas in
primitive Buddhism we have the ideal of the Arhat seeking his own selfish Nirvina,
with no obligations beyond his own salvation, Mahayana Buddhism presents the con-
cept of the Bodhisattva, a being who, although having attained Enlightenment, has re-
nounced the goal of Nirvana in order to minister eternally to allaying the sufferings of
all creatures.\The Bodhisattvas of the Mahdyina pantheon are like archangels who pass
from the remote heaven where the Buddha resides to the world of men. These Bodhisat-
tvas arc entirely mythical beings who, if they are not a re-appearance of the old Vedic
gods, may be regarded as personifications of the Buddha’s virtues and powers. The most
popular in the host of the Bodhisattvas, and most frequently represented in Mahiyana
Buddhist art, is Avalokite$vara, the Lord of Compassion. This divinity is recognizable
by the image in his head-dress representing the Buddha Amitabha, regent of the Western
Paradise. It is the idea of the Bodhisattva and the possibility of universal salvation for all
beings that most clearly differentiate Mahayana Buddhism from the primitive doctrine.
Mahiyina Buddhism is entirely mythical and un-historical.)How much its mystical
theology is influenced by Mazdacan, Christian, or Hindu ideas can never be exactly
determined; the fact remains that the elevation of the Buddha to the rank of a god is in
part a development out of a theistic current that had always been present in early Bud-
dhism. Even the representation of the Buddha by such symbols as the footprints and the
empty throne in Hinayana art not only implies a devotion to the person of the Teacher,
but strongly suggests that he was already regarded as a supernatural personage. In Ma-
hiyana Buddhism the mortal Buddha Sikyamuni appears only as a temporal manifesta-
tion of a universal and cternal Buddha.

One of the concepts of Mahiyana Buddhism that finds its inevitable reflexion in the
iconography of that art is the trikdya, or Three Bodies of Buddha. This triune diviston
of the Buddha nature is, in a philosophical sense, analogous to the Christian trinity. In
this triune nature we have the dharmakiya or ‘law body’, that is, the Law or Word of
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Buddha (the logos or silent, indwelling force or spirit of the cosmos, invisible and de-
scriptive of the Buddha in his transcendent or universal aspect); the saniblhogakaya or
‘body of bliss’, which is the aspect of the trinity manifested only to the Bodhisattvas as a
kind of transfiguration; and the third body, the nirmanakaya or ‘noumenal body’, that
mortal shape in which the Buddha periodically manifested himselfin the world of men.1?

A further step in the development of this theistic religion is the creation of the entirely
mythical Buddhas of the Four Directions and the Centre of the World. Probably the
carliest of these divinities was Amitabha, the Buddha of the West, whose Paradise is de-
scribed in siitras at least as early as the second century A.p. Yet other Buddhas presiding
over ‘Buddha fields’ or ksetras were added in the following centurics until, in the final
development of Mahayana Buddhism in the cighth century, we have the complete
mapdala or magic diagram of the cosmos, with a universal Buddha of the zenith having
his seat at the very centre of the cosmic machine, surrounded by four mythical Buddhas
located at the four cardinal points of the compass. This concept of five Buddhas may go
back to earlier beliefs and numerologies, such as the Five Elements, the Five Senses, or as
names to express the classic correlation of the human microcosm to the universe. This
concept of the mythical Dhyani Buddhas is only an adaptation of the Vedic and Brah-
manic concepts of Brahma at the centre of a constellation of regent divinities governing
the four directions. In the final and esoteric phase of Mahdyana Buddhism known as
Vajrayana, it is the mythical Buddha Vairocana, the Great llluminator, who is fixed like
a sun in the centre, and around him, like planets in the sky, are set the four mythical
Buddhas associated with the four directions.

The central concept of Vajrayana Buddhism is the worship of Adi-Buddha, a self-
created, primordial being who, when all was perfect void, produced the three worlds
by his meditation. From Adi-Buddha’s meditation were produced the Five Dhyani
Buddhas. According to this doctrine, the individual soul is an emanation of the mystic
substance of Adi-Buddha, and will return to him when the cycle of transmigration is
done. The attainment of the Buddha nature and the possibility of reunion with Adi-
Buddha at the end of life are now promised the worshipper through recourse to a great
many expedients, such as reliance on the priestly recitation of magical spells invoking the
names of the Buddhist deities, or the accumulation of merit through the consecration of
stupas and icons, or meditation on mandalas or magic diagrams of the cosmic system.
As will be seen, the promise of spiritual reward mercly through the dedication of stupas
and images had at least a quantitative effect on the development of Buddhist art.

In explanation of these later developments it must be said that, throughout the cen-
turies of its development, Buddhism had always been influenced by Hinduism, and, as
we have seen, many of the original assumptions and tenets of the doctrine were taken
over from the Vedic Hindu tradition. This is not the place to describe the various aspects
of later Buddhist philosophy that have their origin in Brahmanical ideas. Suffice it to say
that in the later centuries Hinduism, which had continued to exist as a religion parallel
to Buddhism, came to exert a stronger and stronger influence on the whole structure of
the Mahiyina Church and its iconography. In the end, Buddhism in India, instead of
being a synthesis of the highest concepts of all the schools of Hindu thought, becomes
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only another Hindu sect. The last phase of the religion offered salvation through the
priests’ recitation of unintelligible spells or dharanis and magical formulas which could
be neither understood nor recited by the devotees. Not only is this infallibility of the
priests or gurus a parallel to the function of the Brahmin priests, but other, even more
sinister, elements came to undermine the fabric of the Buddhist Church. It was an evil
day for the Mahiayana faith when the Buddhist holy man Asanga brought the Hindu gods
to carth to aid men not only towards salvation but in the attainment of worldly desires.
The Hindu gods infiltrated into Buddhism in the disguise of personifications of various
powers of Buddha. It was not long before the Bodhisattvas themselves, endowed with
many arms and multiple heads, could scarcely be distinguished from the great gods of
the Hindu pantheon. The most vicious phase of Asanga’s doctrine was the introduction
of the worship of the Tantra, which meant essentially devotion paid to the female energy
or sakti, a concept borrowed from the more corrupt phase of Hinduism, that in its
grosser aspects encouraged sexual practices of every description as a means of devotion,
as a kind of physical enactment of union with the divine. This last phase of Buddhism
flourished in Bengal from the eighth century until the extirpation of the religion by the
Mohammedan invasions. From there it was transplanted to Nepal and Tibet, where the
iconography and style of this last phase of Indian Buddhism are still preserved.!3

However, the same centuries which marked the decline and final eclipse of Buddhism
also saw the beginning of a true renaissance of Hinduism, and this developed into the
philosophical and devotional system of worship that has claimed the faith of Indian
millions for more than a thousand years. Nothing could more eloquently demonstrate
the vigour and power of that religion than the magnificent works of Hindu art dedicated
in this same millennium. The final phase of the Hindu Church represents the complete
unity of worship and worshippers. Although the division of worship between the devo-
tees of Vishnu, Siva, and Krishna may appear clearly defined, then and now, and in the
eternity of Indian time, all these gods are but manifestations of one god, the Great Lord
in his final and ineffable form.
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PART TWO

THE EARLY CLASSIC PERIODS

CHAPTER §
THE FIRST INDIAN EMPIRE: THE MAURYA PERIOD

Tue Maurya Period takes its name from a line of emperors who ruled over an India
united from the Khyber to the Deccan, from 322 to 185 B.c. The prologue to the foun-
dation of the Maurya Dynasty was the invasion of India by Alexander the Great. It will
be remembered that, following the destruction of the Achacmenid Empire of Iran with
the burning of Persepolis in 330 B.c., Alexander, secking to cmulate the legendary
triumph of Dionysius in the Orient, led his phalanxes eastward to Bactria and, finally,
in 327 to the plains of northern India. There the defection of one after another of the
local Rajahs and the Macedonians’ final victory over Porus at Taxila enabled the con-
queror to advance to the Indus. The one constructive result of Alexander’s raid was the
opening of India to the influence of the Hellenic and Iranian civilizations of the West.
Alexander’s military conquest was in itself shortlived. When Alexander was forced to
retire from India to die in Babylon in 323 B.c., the eastern reaches of his world empire
fell to his general, Seleucus Nicator. It was in 322 B.C., only a year after Alexander’s
death, that a certain Chandragupta Maurya by a series of coups d’état gained complete
sovereignty over ancient Magadha in Bengal, and soon waxed so strong that he was
able by show of force to compel the withdrawal of the Greek forces of Seleucus beyond
the Hindu Kush mountain range. This brief passage of arms did not mean a severance of
relations with the Hellenistic powers of the West, but rather initiated an era of more
intimate cultural connexions between India and the Seleucid Empire, as is attested by the
accounts of the Greek ambassadors, such as Megasthenes, at the Maurya court.

The empire that Chandragupta founded reached its greatest moment of political, re-
ligious, and artistic development in the middle years of the third century B.c. At this
period in Indian history there rose above the waters of the Ganges the towers of Patali-
putra, the capital of the Maurya Emperors of India. Enthroned there in pillared halls,
which in the words of Megasthenes echoed the “splendour of Susa and Ecbatana’, was
Chandragupta’s grandson, Ajoka Rija, the earliest and most renowned imperial patron
of Buddhism in Asia (272232 B.C.).

The history of his conversion to the Dharma is probably part truth, part legend: how,
like another Napoleon III at another Solferino, he was so overcome with horror at the
countless windrows of the slain that littered the battlefields of his Orissan campaign,
that he then and there determined to renounce all further bloodshed to dedicate himself
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and his reign to the propagation of the Law and the Peace of Buddha. Fabulous legends
of Asoka and his picty spread to the farthest corners of Asia: how he threatened to
wither and die with the fading of the bodhi tree at Gaya; how, by the aid of the yaksha
genii, he raised eighty-four thousand stupas to the Buddha in a single night. History,
rather than myth, is the record of Afoka’s missionary activities, such as the sending of
Buddhist envoys to the kings of the Hellenistic world and to the green darkness of the
Singhalese jungles.

Part of the Maurya heritage from ancient Mesopotamia and Achaemenid Iran was
the ideal of world conquest and universal sovereignty. Afoka in his regnal policy was
secking to embody in himself the ancient Babylonian and also Vedic concept of the
Lord of the Four Quarters, designated in carly Indian texts as Cakravartin, whom the
celestial wheel (the sun) guides to dominion over all regions. Although in a practical
sense the dominions of the Maurya Cakravartin extended from Afghanistan to Mysore,
an actual world conquest was to be achieved, not by force, but peacefully by the spread
of the Dharma.! This background to Maurya power, together with Asoka’s substitution
of a kind of religious imperialism for his grandfather Chandragupta’s rule by force, is
important for our consideration of the art of his period.

An examination of the ruins of the fabulous city of Pataliputra, ncar modern Patna, is
extremely important for an understanding of the whole character of Maurya civilization
which ASoka inherited and perpetuated. Following not only Indian but ancient Near
Eastern precedent, the palace walls, the splendid towers and pavilions, were all constructed
of brick or baked clay that has long since crumbled to dust or been swept away by
periodic inundations of the swollen waters of the Ganges. Megasthenes tells of five
hundred and sixty towers and sixty-four gateways in the circuit of the city walls.
Describing the wonders of Pataliputra, Aclian, who borrows from Megasthenes’
account, tells us: ‘In the Indian royal palace ... there are wonders with which neither
Memnonian Susa in all its glory nor Ecbatana with all its magnificence can hope to
vie. In the parks tame peacocks are kept, and pheasants which have been domesticated;
and cultivated plants ... and shady groves and pastures planted with trees, and tree-
branches which the art of the woodman has deftly interwoven. There are also tanks of
great beauty in which they keep fish of enormous size but quite tame.’

Such a description might accurately portray a Persian royal garden or paradise in the
days of Xerxes and Dartus. Beyond the evidence of the actual excavations at Pataliputra
we can get an idea of the appearance of the city in the elevations of towns that form the
backgrounds for Buddhist subjects in the reliefs of the Early Andhra Period at Safichi.
The panel on the eastern gateway representing the Buddha'’s return to Kapilavastu
(Plate 26) and a similar panel of King Prasenajit on the northern portal show us a city
surrounded by massive walls, topped by battlements and picturesque balconies enclosed
by railings and surmounted by barrel-vaulted structures terminating in chaitya win-
dows. Details in other reliefs enable us to visualize the presence of a moat surrounded by
a palisade or railing of the type developed in the Vedic Period. It is to be assumed that
all these superstructures were built of wood. In the relief representing the Buddha’s de-
parture from Kapilavastu we see that the actual portal in the city walls is preceded by a
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frontispiece in the shape of a simple torana of the very same type that is constructed in
stone at Safichi. The excavations of Pataliputra revealed that at one time it was com-
pletely surrounded by a massive palisade of teak beams held together by iron dowels.
This was, of course, an adaptation of the railings of the Vedic Period to the uses of urban
fortification. The Chinese Buddhist pilgrim, Fa Hsien, visiting Pataliputra shortly after
A.D. 400, mentions ‘the royal palace, the different parts of which he [Asoka] commis-
sionied the genii to construct by piling up the stones. The walls, doorways, and the sculp-
tured designs are no human work.’

In addition to a ground plan of the palace arca (Figure 2), a single illustration of
the ruins of Pataliputra is reproduced (Plate 74) to show the extraordinary craftsman-
ship and permanence of the city’s girdle of fortifications. We see here a portion of
what, according to the excavators, was an almost indefinitely extended construction,
consisting of upright timbers fifteen fect high and fourteen and a half feet apart, with a
wooden floor and, originally, a wooden roof. It is uncertain whether this tunnel was a
passage within the ramparts, or whether it was intended to be filled with earth for added
strength. It is as though a small section of the London tube, or the Holland tunnel be-
neath the Hudson, came to the attention of future excavators to give a slight clue to the
complication and magnificence of vanished cities. Although it is difficult to clothe this
fragment of Pataliputra with towers and gateways rivalling the ancient capitals of Iran,
it docs give us some slight suggestion, by its vast extent and the enormous strength of
construction, of the great city of the Maurya Empire.

Even more interesting were the remains uncovered in the actual palace arca: a great
audience hall was preceded by a number of huge platforms built of solid wood in log-
cabin fashion (Figure 2). They formed a kind of artificial eminence or acropolis, like the
palace platforms of ancient Mesopotamia and Iran; undoubtedly, these wooden struc-
tures were intended as foundations or rafts for the support of some kind of pavilions or
stairways in front of the palace itself. The remains of this building — an audience hall or,
to give it its Iranian name, apadana — consisted of row upon row of colossal sandstone
columns, eighty in number, that once supported a timber roof. Although most of the
ponderous monolithic shafts had sunk deep into the earth in the course of centuries of
floods, enough fragments remained to show that the plan of this hall corresponded very
closely to the arrangement of the great pillared rooms of state that are among the most
striking remains of the Achaemenid palace ruins at Persepolis in Iran. This is only the
first indication of the tremendous influence exerted upon Maurya India by the art of the
Achaemenid Empire that Alexander destroyed. The conscious adoption of the Iranian
palace plan by the Mauryas was only part of the paraphernalia of imperialism imported
from the West.# This influence presumably began as soon as the Maurya Empire was
firmly established, and it was furthered by the presence of actual envoys and even re-
fugee artisans from Iran through the reign of the great Afoka. The Indian perpetuation
of the Achaemenid style undoubtedly came through contact with the Hellenistic dynas-
ties that replaced the line of Xerxes and Darius. When he ousted Seleucus from north-
west India and Afghanistan, Chandragupta pushed his frontiers to the eastern boundary
of Iran itself.
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That Adoka’s tolerance and generosity to religious sects were not limited to his patron-
age of Buddhism may be illustrated by his donation of cells for the habitation of holy
men of the heretical Ajivika sect in the Barabir Hills near Gaya (Plate 75). The most
pretentious of the hermitages is the Lomas Rishi cave. The architectural carving of the
fagade of this sanctuary is completely Indian. It is an imitation in relief sculpture in stone
of the entrance of a free-standing structure in wood and thatch, with the sloping jambs
of the doorway supporting a tympanum of repeated crescent shapes under an ogee arch
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Figure 2. Maurya Palace, Pataliputra: Plan

that presumably represents the profile of the thatched roof. This is the first representa-
tion of a type of building that must have existed in wooden forms of the Vedic Period.
The principal decoration of the so-called ‘chaitya window’ of the overdoor is a pro-
cession of elephants approaching a stupa. The naturalistic rendering of the articulation
and gait of these elephants seems almost like a perpetuation of the style of the Indus
Valley seals. The complete elevation of this miniature fagade is repeated over and over
again in the chaitya-halls of the Sunga and later periods, and is particularly significant in
its showing that the forms of later Buddhist architecture were already completely
evolved in the Maurya Period.
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The Iranian or, properly speaking, Achaecmenid character of Aokan India has often
been mentioned: it is revealed very strikingly in the language of the edicts that Asoka
caused to be engraved on rocks and pillars in order to propagate to all his people the
benefits of the Buddha’s Law. The very idea of proclaiming decrees by engraving them
in immortal stone is a borrowing from Iran, as witness the famous inscription of Darius
on the cliff at Bisutun in northern Iran.

Nowhere do we find a clearer picture of the true character of Maurya civilization
than in its sculpture: the surviving monuments reveal the same imperialist and auto-
cratic character as Asoka’s rule in its essential structure; like so much of Maurya culture,
they are foreign in style, quite apart from the main stream and tradition of Indian art,
and display the same intimacy of relationship and imitation of the cultures of the Hellen-
istic Western powers and of Iran as the language of Adoka’s inscriptions and the Maurya
court’s philhellenic leanings. Side by side with this official imperial art, there existed
what could be described as a folk art, much more truly Indian in style and tradition and,
in the final analysis, of far greater import for the future development of Indian art.

It has often been pointed out that onc of the tangible results of Alexander’s invasion of
India and the continuation of Indian contacts with the Hellenic and Iranian West in the
Maurya Period was the introduction of the technique of stone-carving and the first em-
ployment of this permanent material in place of the wood, ivory, and metal that were
used during the Vedic Period. It is significant that, although many motifs, both decora-
tive and symbolic, were the common property of pre-Maurya India and western Asia,
not until the appearance of actual foreign stone-cutters from these same regions does the
technique of monumental sculpture begin in India.

Little or nothing survives of Asoka’s Buddhist foundations beyond the ruins of a stupa
at Piprawa in Nepal and the core of the Great Stupa at Safichi, but monuments of
another type survive to testify to his zeal for the Dharma. These stone memorials,
erected as part of A$oka’s imperialist programme of spreading Buddhism throughout his
empire and using the Law as a unifying force of government, consisted of great pillars
or lats, some more than fifty feet in height, and originally crowned by capitals of sculp-
tured animals of both Buddhist and ancient Indian metaphysical significance. These
columns were set up at sites associated with the Buddha’s earthly mission and at various
points along the highways linking Asoka’s India with the Himalayan valleys of Nepal 5
On the bases of many of these pillars were inscribed Aoka’s edicts on the Dharma. Just
as the employment of such permanent inscriptions is of western Asiatic origin, so the
idea of such memorial columns is, of course, not Indian, but is yet another derivation
from the civilizations of ancient Mesopotamia.$

One of the few Maurya pillars that remains in a perfect state of preservation is the
column set up at Lauriyd Nandangarh ncar Nepal in 243 B.c.7 It is typical of the original
appearance of all of them (Plate 8). The completely smooth shaft is a monolithic picce
of Chunar sandstone, a material quarried near Benares and universally employed for all
monuments of the Maurya Period. At the top of the pillar is a lotiform bell capital, the
shape of which is only one of many decorative forms borrowed from the art of the
ancient Near East. Itis specifically reminiscent of the bell-shaped bases of the Achaemenid
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pillars. This member in turn supports the seated figure of a lion, probably intended as a
symbol of Buddha as the Lion of the Sikya clan.

In addition to his Buddhist significance, the lion is, of course, an ancient solar symbol
i [ran, Mesopotamia, and Egypt centuries before the formulation of Buddhist icono-
graphy. It may well be, as is suggested by the words of Afoka’s first and last edicts en-
joining the carving of such inscriptions on rocks or on pillars already standing, that many
of the so-called Afokan columns, originally set up by an earlier Maurya emperor, were
taken over and their symbolism, Brahmanical or zodiacal, syncretically reinterpreted for
Buddhist usage.®

This type of column with a single animal at the top is the simplest form of Maurya
pillar; others much more stylistically and iconographically complicated were crowned
by a number of animals placed back to back that originally supported an enormous
sandstone disk typifying the Wheel of the Law, the instrument of Adoka’s world
conquest.

This essentially more baroque varicty of pillar may be illustrated by the remains of a
famous memorial that once stood in the Deer Park at Sarnath, the scene of the Buddha's
first preaching (Plate 9). The Chinese pilgrim Hsiian-tsang, who visited this site in the
seventh century A.D., described the monument as follows: ‘A stone pillar about seventy
feet high. The stone is altogether as bright as jade. It is glistening and sparkles like light;
and all those who pray fervently before it sce from time to time, according to their
petitions, figures with good or bad signs. It was here that Tathigata, having arrived at
enlightenment, began to turn the wheel of the law.” The fragments of this memorial,
consisting of the capital and bits of a gigantic stone wheel that crowned the top, are
preserved in the Archacological Museum at Sarnath.1 Examining the sculpture first from
the stylistic point of view, we sce that it embodies the same conglomerate of foreign
ideas that we find in the entire fabric of Maurya civilization. The composite capital con-
sists of a lotiform bell on which rests a plinth with carvings of four animals and four
wheels or disks; above this are four addorsed lions which form the throne or support for
the terminal wheel. This combination of bell capital and joined heraldic animals is not
notably different from the type of column or order which in many different forms is
found in the palace architecture of Achaemenid Iran in the ruins of Persepolis and, for this
reason, is designated as Persepolitan. The extremely lustrous finish of the stone is again
a borrowing from the technique of the carvers of the palaces of Darius and Xerxes. The
use of animals placed back to back as a supporting member has its obvious precedent in
the Persepolitan form and so, too, has the essential shape of the stylized lotus. The stiff
and heraldic character of the lions themselves is a continuation of the ancient Oriental
tradition which we can see in the animal carvings of Achacmenid Iran. The mask-like
character of the lion-heads, together with the manner of representing the muzzle by in-
cised parallel lines and the triangular figuration of the eyes, are among the more obvious
resemblances to Iranian lion-forms.

It is at once apparent that the style of the four smaller animals on the plinth is quite
different. These beasts are portrayed in a distinctly lively, even realistic manner. In them
we can recognize at once a style related to Greek tradition. The closest geographical
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parallel to the horse (Plate 10) is the horses on silver bowls made in Bactria during the
Hellenistic occupation. The style of the monument is, in other words, a combination of
Iranian and Hellenistic features; it is not unlikely that the workmanship was by actual
foreign sculptors imported from Iran and the Hellenistic colonies on India’s northern
and western frontiers. There is every reason to believe that this style, together with the
technique of stone-carving, is an importation no earlier than the consolidation of the
Maurya Empire.

If the capital at Sarnith is completely un-Indian in its stylistic execution, the ideas these
foreign shapes are intended to express are completely Indian and by derivation pecu-
liarly Buddhist in character. In considering this monument, as indeed every religious
memorial in Indian art history, we must keep in mind that its primary function was
magical and auspicious, neither ‘decorative’ nor ‘architectural’.

An example of the persistence of Indian symbolism even in modern times is a curious
detail of the magical ceremonies attending the investiturc of the nineteenth-century
monarch of Siam, King Chulalongkorn. On the four sides of an artificial mountain
erected in the capital for the occasion there were installed about a font the effigies of four
beasts — the lion, the elephant, the bull, and the horse - in other words, the same group
that parade around the plinth of the Simath capital. During the ceremony the Prince
received a baptism from these four gargoyles. This was no more nor less than a piece of
magic for the investiture of a sovereign going back to the beginnings of Indian meta-
physics and cosmology. It is an illustration of the principle of pratibimba, the reconstruc-
tion in architecture or sculpture of the imagined structure of supernatural things or
regions, in order that men may have access to them or power over them through an
imminent symbol. The artificial hill in Bangkok was the world mountain Meru, accord-
ing to ancient cosmology, towering like a pillar between earth and heaven; the four
beasts stood for the four quarters and the four rivers of the world, so that the whole
structure was a kind of replica of the world system.!* In Bangkok, the Prince’s circum-~
ambulation of this fanciful stage-set was designed magically to ensure his dominion over
the universe reproduced there in a microcosm. The merry-go-round of the four animals
at Sarnith is simply an earlier example of the same principle in operation. Various early
legends identify these creatures with the four great rivers that flow from the four open-
ings of a magic lake situated at the world’s navel in the Himilayas.12

One of the legends concerned with the magic lake, called variously Udaya or Ana-
vatapta, relates that from the waters of this pool there rises a great shaft that uplifts a
throne to uphold the sun at noon and then sinks again with the setting of the orb. The
application of this rather elaborate symbolism to the Sarnath column is not difficult to
explain or understand: the shaft of the column is an emblem of the world axis, rising
between heaven and earth, surrounded by the attributes of the four directions; at its
summit is a lion throne which, again following the legend, upholds the great wheel or
solar disk. The lesser disks on the plinth enter into the iconography, too: originally these
wheels had a precious stone, different for each, inlaid in the hub. This is another part of the
magic directional symbolism of western Asiatic origin, since in ancient Mesopotamia
different colours and jewels were associated with the quarters, and so, too, were
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different planets; presumably the lesser disks that are replicas of the great wheel repre-
sented the four great plancts that were in their ascendant, in conjunction with the sun,
at the four equinoxes of the year, suggesting thereby the position of the sun at the four
seasons of the year. In other words, it appears that the Sarnath pillar was a time-and-
space symbol, typifying the sun’s yearly round through the heavens, and with the con-
cept of the axis and the four directions, including the whole structure of the universe.
This cosmology is, of course, pre-Buddhist, and, like so many other carly myths and
metaphysical ideas that accrued to Buddhism, has been assimilated as an appropriate em-
blem of the universal dominion of the Buddha’s Law. This emblem could be taken as a
partial proof of the pre-Afokan origin of the whole pillar. The Buddha’s turning of the
Wheel of the Law is anagogically a turning of the solar wheel, controlling the sun in its
diurnal path through the skies. The turning of the Wheel is one of the powers inherent
in the early Indian concept of the universal ruler or Cakravartin assumed by the Buddha;
the Sirnith column may be interpreted, therefore, not only as a glorification of the
Buddha’s preaching, symbolized by the crowning wheel, but also, through the cosmo-
logical implications of the whole pillar, as a symbol of the universal extension of the
power of the Buddha’s Law, as typified by the sun that dominates all space and all time,
and simultancously an emblem of the universal extension of Maurya imperialism
through the Dharma. The whole structure is, then, a translation of age-old Indian and
Asiatic cosmology into artistic terms of essentially foreign origin, and dedicated, like all
Adoka’s monuments, to the glory of Buddhism and the royal house.

As has already been suggested, it is not certain whether all the Maurya columns were
actually erected under Adoka, or whether some of them set up by his predecessors were
appropriated by this sovereign for Buddhist usage. This is especially likely in the case of
those pillars which are surmounted by the shapes of single animals. The form suggests
the royal standards or dhvaja stambhas used by pre-Asokan rajahs; the idca of the animal
symbol on a column is of ancient Mesopotamian origin. One of the finest examples of
this simpler type is the bull capital from Rampurva (Plate 11). This is the capital of one
of a pair of columns. The companion pillar was surmounted by a single lion, not unlike
the finial of the lar at Lauriya Nandangarh. Iconographically, the exact significance of
the bull as a symbol in Buddhism is rather difficult to discern; it may have been either a
Brahmanic emblem or the heraldic device of an carlier Cakravartin.® From the stylistic
point of view we notice first of all that the body of the bull is still partially engaged in
the core of the block of stone from which it was carved. Aesthetically this serves to con-
note the virtual emergence of the form from the matrix of the rock in which the sculp-
tor saw it imprisoncd. As a technical safeguard it prevents the legs of the image from
breaking under the weight of the body.

Very much the same conglomerate rearrangement of older western Asiatic forms that
characterizes the Asokan columns is revealed in another relic of Maurya times, a colossal
capital recovered during the first excavations at Pataliputra (Figure 3). It has the stepped
impost block, side-volutes, and central palmettes of the Perscpolitan order; the bead and
reel, labial, and spiral motifs on the lateral face are all of western Asiatic origin; and the
rosctte ornament of the abacus recalls the frames of the great friezes at Persepolis. Although
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these elements are combined in a manner different from that of the Iranian capitals, they
suggest not only this prototype but, largely through the profile of the projecting volutes,
also the Greek Ionic. The explanation of this strange kinship probably lies in the fact that
the Greek Tonic, the Persepolitancapital, and the present variantat Pataliputraareall parallel
derivations from one original form such as the Acolic or, as has been suggested by at
least one scholar, from a Sumerian pictograph symbolizing polarity.!# In the same way,
the striking resemblance of this capital to what appcars, at first glance, to be a debased
form of Tonic in the architectural brackets found in the dwellings of modern Kurdistan,
suggests that these simple wooden post-tops and the Maurya capital are both descended
from forms of great antiquity, forms of folk art that survive almost unchanged through
many strata of culture.’ The form of the Pataliputra capital with its distinctive projecting

Figure 3. Capital found at Pitaliputra

volutes is preserved relatively intact for at least a century, as may be illustrated by an ex-
ample of the Sunga Period in the museum at Srnath.!6 Thereafter in the development
of the Indian order it is replaced by the more truly Persepolitan form with addorsed
animals. It should bestressed that this capital is more properly described as western Asiatic
or Iranian, and must not be regarded as an imitation of Greck Ionic: the classic orders
found their way to India only during the centuries of Parthian and Kushan occupation
of the regions south of the Khyber Pass.

The official foreign art sponsored by Asoka endured no longer than the rule of the
Dharma which he sought to impose on his Indian empire: it was presumably unpopular,
perhaps because it was symbolic of the Dharmardja’s suppression in his edicts of festivals
and other aspects of popular religion. Of much greater final importance for Indian
art was the stone sculpture of completely Indian type. Specimens of this survive in
the shape of colossal statues of yakshas or nature spirits of Dravidian origin, one of
which, now in the Curzon Museum of Archacology at Muttra, is more than cight feet
high (Plate 124).)7 This statuc has been the subject of considerable controversy since
the time of its discovery at the village of Parkham. It was once identified as a portrait
statue of a king of the Saiuniga Dynasty (642-322 B.c.), and at least one authority has
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tried to attribute it to the Sunga Period. The statue bears an inscription in Brahmi script
of the Maurya Period, reading in part: ‘Made by Bhadapugarin ... Gomitaka, the pupil
of Kunika’.18 Except for the indication of torques and jewelled bands, the figure is nude
to the waist. The lower part of the body is clothed in a skirt or dhoti, a garment worn by
Hindus to-day, which consists of a long single piece of cloth wound about the waist and
allowed to drop in front in two loops sheathing the legs almost to the ankles. The figure
is conceived as frontal, so much so that the sides are completely flattencd. It is as though
the sculptor had exccnted a figure in relief to be seen from front and back, and then
disengaged it from the enclosing panel. The statue is characterized by no real sense of
physical beauty or spiritnal meaning. It is a very direct and crude representation of a
being or force which, as its superhuman size and power indicate, was to be propitiated
by offerings — in other words, a very appropriate characterization of a nature spirit.

This image belongs to an art that is at once archaic and Indian. It is archaic in the com-
pletely conceptual representation of the effigy as a whole and in such details as the drapery
folds, which are not realistic, but only indicated symbolically by zig-zag lines and shal-
low incisions in the stone. The statue is specifically Indian in the sculptor’s realization of
tremendous volume and massiveness, qualities which, together with the scale, give the
idol such awesome impressiveness. The quality of surface tautness gives form through a
kind of pneumatic expansion. This is no more nor less than a realistic representation of
the inner breath or prana; in this respect the yaksha of the Maurya Period is simply a per-
petuation of the stylistic character of the torso from Harappa, dated 2500 B.c. The yaksha
type, essentially a princely figure, is important, too, as a prototype for the later repre-
sentations of the Bodhisattva in Buddhist art of the Kushan and Gupta Periods. The
crudity and stiffness of the figure, its conception as two reliefs placed back to back, are
to be explained by the fact that it represents a translation into stone of methods practised
for centuries on a small scale in wood and ivory; the first generations of Indian craftsmen
to work in stone still had much to learn about the problems of monumental sculpture in
this more difficult medium.

Even in the group of Maurya sculpture classified as popular or Indian, there are cer-
tain unmistakable indications of connexions with the art of Iran. The gigantic figure of
a yaksha from Patna (Plate 13), which may be dated c. 200 B.c., has serpentine armlets
of an Achaemenid type. And even the carving of the drapery, with its suggestion of
texture through the contrast of incised lines and parallel quilted ridges, is reminiscent of
the Persepolitan style. Over and beyond these features the figure is entirely Indian in its
conception. It has to an even greater degree than the statue from Parkham an almost
overpowering weightiness and glyptic bulk. The very stockiness of the proportions only
serves to emphasize the massiveness of the trunk and limbs of the carth spirit.??

We see in the art of the Maurya Period a spectacle repeated many times in the history
of India; namely, the temporary intrusion and adoption of completely foreign forms
and techniques and, what is more important, the development and transcendence over
these borrowings of a wholly Indian manner of representing the world of the gods in
stone.



CHAPTER 6
THE SUNGA PERIOD (185-72 B.cC.)

THE popular dissatisfaction with the religious autocracy of Adoka, even during that Em-
peror’s reign, led to revolts against the attempted maintenance of centralized authority
by his successors. The later history of the Maurya Empirc is onc of disintegration cul-
minating in the overthrow of the dynasty by one Pushyamitra, who in 185 B.c. mur-
dered the last Maurya emperor and became the founder of the Sunga Dynasty. The
centre of the Sunga Empire was still in Magadha — modern Bengal - and extended to
Malwa in central India. Although the first Sunga ruler persecuted Buddhism, the reli-
gion of Sakyamuni and its art enjoyed onc of its great creative periods under the later
rulers of this house.

Shortly after the death of Afoka another dynasty came into power in central and
southern India. This was the dynasty of the Andhras, a people of probable Dravidian
origin, whose domaius extended from the mouth of the Kistna River above modern
Madras to Nasik in the north-western Deccan, so that at the height of their power the
Andhras governed the waist of India from sea to sea.

The term ‘Early Classic’ is applied to all the artistic production of these two Indian
dynastics because, as will be seen, it marks a gradual emergence from an archaic phase of
expression towards final maturity, in much the same way that Greek sculpture of the
Transitional Period (480-450 B.c.) bridges the gap between the Archaic and the Great
Periods. Indian ‘Early Classic” art retains the vigour and directness of archaic, as it pro-
phesies the sophistication and ripeness of the final development of Indian art.

The sculpture of the Sunga Period consists in large part of the decoration of the stone
railings and gateways that now surround the Buddhist stupa or relic mound. Examples
of these monuments from the carly periods have been discovered at Safichi in Bhopal,
Bharhut in Nagod State, and Amaravati on the Kistna River. Before proceeding to an
account of their carved décor, something should be said about the character and symbol-
ism of these monuments as a whole (Plate 204 and Figure 4).

The stupa or tope was in origin a simple burial-mound, like the pre-Mauryan tumuli
discovered at Lauriya.! At the demisc of the Buddha, his ashes, following a custom long
reserved for the remains of nobles and holy men, were enshrined under such artificial
hills of earth and brick. These were the original Eight Great Stupas mentioned in
Buddhist texts, all traces of which have long since disappeared. No pre-Asokanstupashave
been discovered, and there is no mention of veneration paid to relic-mounds in Buddhist
literature before the Maurya Period. The Emperor Aoka is probably responsible for the
institution of stupa-worship as a part of his policy for using Buddhism as an instrument of
imperial unity in his state. It is recorded that the pious Emperor distributed the surviving
bodily relics of the Buddha into stupas erected in all the principal towns of the realm.
Apart from the miraculous properties assigned to the Buddha’s relics, the worship of his
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natural remains enabled the worshipper to think of the Buddha as an imminent reality,
by conferring his personal allegiance and love to these fragments of the mortal body of
the Buddha who had vanished into the void of Nirvina. It followed that the stupa itself
camie to be regarded as an outward and visual manifestation of the Buddha. By con-
ferring on the relics of Buddha the sepulchral monument reserved for royal burials,
Asoka can be said to have promulgated the concept of the Buddha as Cakravartin or
world ruler.

It is definitely known that elaborate geomantic ceremonies determined the orientation
of the stupa, and the most precise system of proportions fixed the measurement of the
whole and its every member. It is for this reason that the stupas have something of the
same mathematical perfection of sheer architectural form and mass that we find in the
pyramids. The architectural effectiveness of the stupa depends on the alternation and
balance of round and square shapes. The completely undynamic character of stupa archi-
tecture is thoroughly expressive of its function of enclosing and guarding the relic and
its symbolism of the fixed cosmic structure. Over and above its purely funerary func-
tion, the stupa and its accessories had come to be invested with an elaborate symbolism,
stemming in part at least from the cosmography of western Asia. Like the Mesopotam-
ian ziggurut, the basic concept of the stupa was an architcctural diagram of the cosmos.
Above the square or circular base of the stupa rose the solid and hemispherical dome or
anda, which was intended as an architectural replica of the dome of heaven, enclosing
the world-mountain rising from earth to heaven. In the architecture of the stupa the
presence of this world-mountain was suggested only by the harmika, a balcony-like
member at the summit of the mound that typified the Heaven of the Thirty-three Gods
located at the summit of the cosmic peak enclosed within the dome of the sky. The sym-
bolism was completed by the mast or yasti which rose from the crown of the dome. This
member typified the world axis extending from the infra-cosmic waters to the em-
pyrean, and in certain stupas its symbolical function was made even more specific by an
actual wooden mast penetrating the solid masonry dome. Above the dome proper this
mast served as a support for tiers of circular umbrellas or chatras symbolizing the deva-
lokas or heavens of the gods culminating in the heaven of Brahma. The stupa was in
a sense also a sort of architectural body replacing the mortal frame which Sakyamuni
left behind at his Nirvana. The concept of the architecture of the stupa as a cosmic dia-
gram and its animation by the enshrining of relics probably had its origin in the altar of
Vedic times, which was animated at its dedication by the insertion of a human sacrifice,
whose soul was regarded as a replica of the spirit of the Cosmic Man, Mahapurusa.?

Just as these concepts of Mesopotamian and Vedic origin determined the form and
function of the stupa-mound, so the architecture of the surrounding railing and the actual
ritual of veneration may be traced to pre-Buddbist solar cults. The ground-plan of the
railing, with the gateways at the four points of the compass describing the revolving
claws of a swastika, is no accident, but a purposcful incorporation of one of the most
ancient sun symbols. A reminiscence of solar cults may certainly be discerned in the pre-
scribed ritual of circumambulation, in which the worshipper, entering the precinct by
the eastern gateway, walked round the mound in a clockwise direction, describing
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Figure 4. Great Stupa, Saiichi: Plan and Elevation

47



THE EARLY CLASSIC PERIODS

thereby the course of the sun through the heavens. This would seem to bear out the
theory maintained by many scholars that the Buddha’s mortal career was adapted later
as an allegory of solar myths. The practical function of the railing or vedika was to
scparate the sacred precinct from the secular world. The decoration of the stupas of the
carly period was limited almost entirely to the sculpture of the railing and the gateways.

One of the principal stupas surviving from Sunga times is the relic-mound at Bharhut
in north central India. Remnants of its railing and gateway are preserved in the Indian
Museum at Calcutta and in a number of European and American collections (Plate
128). At Bharhut and elsewhere the gateways or toranas are imitations in stone of the
wooden portals of early Indian towns, and in the same way the construction of the rail-
ing itself is an imitation in stone of a post-and-rail fence with lens-shaped rails fitted to
openings in the uprights (Plate 204 and Figure 4). At Bharhut there are three rails sur-
mounted by a heavy stone coping. The decoration of the onc surviving gateway is a
conglomerate of forms of western Asiatic origin, including palmettes and Persepolitan
capitals in the shape of addorsed sphinxes. Most prominent in the decoration of the rail-
ing are the carvings of yakshas and yakshis on the uprights. These divinitics who populate
the ambulatory at Bharhut are really only a degree above humanity. They are the wild
and bloodthirsty nature-spirits of the carlier Dravidian religion subdued and brought
into the fold of Buddhism in much the same way that pagan deities took their placc in
the hierarchy of Christian saints. In addition we find medallions filled with floral motifs,
busts of turbaned rajahs, Jataka tales, and scenes from the life of Buddha.

One of the most frequent motifs of the Bhirhut railing is the dohada, a woman or
yakshi embracing a tree, usually the flowering sal (Plate 144). This is a symbolism that
goes back to a period in Indian history when trees were regarded as objects of worship,
and is associated with old fertility festivals, when youths and maidens gathered the
flowers of the $al tree. Although the exact original meaning of the motif is not known,
there are many Indian legends relating the power of women and yakshis to bring trees
into immediate flowering by embracing the trunk or touching it with their feet. The
embrace of the yakshi and the tree that yearns for her quickening touch is a memory of
some ancient fertility rite, and may be interpreted as symbolical of the soul’s union with
the divinity, often typified in India by the metaphor of sexual union. In Indian mytho-
logy the yakshi is first and foremost a fertility symbol. She is not only the bride of the
trec, but she stands for the sap of the tree, the life-fluid, and she may therefore by asso-
ciation be interpreted as emblematic of the life-fluid of all creation, as typified by the
great waters, in which all life was belicved to have its origin. The male counterparts of
the yakshis, or yakshas, are also represented on the Bhirhut railing, and Kuvera, chief
of the yakshas and guardian of the North, is among these deities precisely identified by
an inscription (Platc 148).3

The carving of these figures of tutelary spirits, as well as the workmanship of the
medallions and gateways, varies considerably in quality and technique. These differences
arc probably to be explained by the fact that the sculpture was a work extended over
many years and executed by many different craftsmen from all parts of India, as attested
by the masons’ marks which are incised in the stones. These figures carved in relief are
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essentially a continuation of a stylistic and technical point of view already discerned in
the sculpture of the Maurya Period. The representation of the human figure is in every
case conceptual rather than realistic. In the portrayal of the yakshis there is an emphasis
on the attributes of fertility in the swelling breasts and ample pelvis. Certain attributes of
fertility already recognized in the prehistoric figurines are still present in the shape of the
beaded apron and the crossed scarves or channarira. The veritable harness of necklaces
and strings of amulet boxes, with which the figures are bedecked, serves a function be-
yond the possible iconographical significance and the reflexion of contemporary taste,
in that the very sharpness and precision with which these jewelled ornaments are carved
connote by contrast the softmess of the flesh parts that are rendered in smooth, unbroken
convex planes. As in the free-standing statues of the Maurya Period, the conception of
the body in terms of a collection of interlocking rounded surfaces is the sculptor’s device
to suggest the expanding inner breath or prana, as well as the quality of flesh in stone.

The figure sculpture at Bharhut must be described as completely archaic in character.
The individual figurc is composed of an enumeration of its multiple details, as though,
by this cataloguing, the sculptor was striving to give a cumulative account of the subject
and to disguise his inability to present it as an organic whole. A typical example of this
method is to be seen in the treatment of the drapery of the standing yakshi figure
(Plate 144). Although the garment itselfis completely flat, there is an emphatic definition
of the borders and seams of the skirt, so that the whole can be described as an ideo-
graphic and entirely legible presentation of the idea of drapery, without in any way sug-
gesting its volume or separateness from the body enclosed. The conventionalization of
the drapery folds in long parallel pleats, with borders in the shape of chevrons or the letter
‘omega’, reminds us of the treatment of drapery in such archaic Greek figures as the
Acropolis maidens. This resemblance may be explained either as an influence coming
through the relief sculpture of Achaemenid Iran or, perhaps more logically, as an illustra-
tion of an entirely parallel development, whereby sculptors in the archaic phase arrive at
similar formulas or conventions in their struggle to represent reality. The descriptive
character of the style extends to the very precise definition of every detail of the multiple
necklaces and anklets worn by the figure. These details, for all the nicety of their carving,
by the very insistence of their attraction to the eye, actually serve to destroy the form in
its entirety. The body as a whole is, of course, no more than the sum of its parts almost
mechanistically joined. There is a certain attempt on the part of the sculptor to impart
thythmic movement to the figure by the repeated shapes of the left arm and leg. Neither
this nor any of the figures at Bharhut suggests the idea of a volume that could exist three-
dimensionally. They are all conceived fundamentally as reliefs, and appear to be quite
consciously flattened as much as possible against the background of the uprights to
which they are attached. It is possible that this flattening of the relief was a conscious
attempt to make the figure an integral part of the vertical accents of the railing uprights.

At this stage of Indian sculpture it is probably reasonable to conclude that such
thythmic posturing of the body as is achieved by the alternation of thrusts of arms and
legs is intuitive, and not the result of the sculptor’s following any prescribed recipe for
effective and appropriate posture. The exquisite precision of carving, the delight in
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surface decoration,and the essentially shallow character of the relief make it appear likely
that the sculpture as well as the architecture of Bharhut is a translation into stone of the
wood-carver’s or ivory-carver’s technique. The figures are all characterized by a certain
rigidity combined with a rather wistful naiveté, That the craftsmen were aware of some
of the problems of monumental architectural sculpture is revealed by the way in which
the contours of the forms are cut at right angles to the background of the panel, so as to
ensure a deep surrounding line of shadow to st the figure off against its background.

The composition and technique of the railing medallions are in every way similar
to the figures carved on the uprights. A single medallion from the railing at Bhirhut
will serve to illustrate the method and the capacity of these carvers (Plate 154). Entirely
typical are the illustrations of Birth stories, such as the Ruru or Mrga Jataka, when the
Buddha lived as a golden stag in the forest of the Ganges Valley. On a certain occasion
he rescued a wastrel nobleman from drowning in the river. When this ingrate heard that
a reward was offered by the King of Benares for information regarding the location of
a miraculous golden deer seen by his Queen in a dream, the nobleman reported his
discovery to the monarch. When the King set out to hunt the golden stag, he was at
once persuaded to drop his bow by the eloquence of the creature’s speech. In the panel
at Bhirhut the story is related in three consccutive episodes contained within the frame
of the circular panel: in the lowest zone is the stag rescuing the drowning man from the
river; at the upper right the Rajah of Benares draws his bow, and in the centre of the
panel clasps his hands in reverence before the golden stag. The panel is illustrative of the
extremely elementary method of continuous narration employed by sculptors at this
stage of the development of a narrative style. The figures symbolized in the consecutive
episodes of the story are in a way quite effectively isolated from one another, so that the
observer is persuaded to regard them as separate happenings. The details of setting con-
sist of only three conceptually represented trees in the upper part of the medallion and
five does at the left that represent the herd of the golden stag. There is only the most
rudimentary suggestion of space within the relief created by very timid overlappings
and the placing of figures one above the other. The result of this treatment is the creation
of a strangely timeless and spaceless ambient that is not without its appropriateness for
the narration of heroic myth.

The representation of the Jataka stories and scenes from the life of the Buddha could
again be described as conceptual, since the figures of men and animals are invariably re-
presented from that point of view which the memory recognizes as most typical of a
thing or a species. As we have seen, the method of continuous narration is universally
employed; that is, a number of successive episodes from the same story are represented
within the confines of the same panel. In this archaic method, to suggest the fluctuations
of happening, the chronological associations which are stored all together at one time
in one picture in the artist’s mind are represented simultancously as they exist in the
mind of the craftsman. The method of continuous narration, the employment of vertical
projection and conceptual form, should be regarded partly as naive and due to the in-
ability to resolve representational problems, and partly as the result of the traditional
craftsman’s realization that events from the world of myth, apart from time and space,
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cannot properly be represented in any other way. In the archaic art of India, as in the
traditional art of all ancient civilizations, the artist represents what his mind knows to be
true, rather than what his eye reports. In the magic world of the heroic legend, a world
of no time and no place, where anything can happen as it does in dreams, there is no
need for scientific accuracy. Since, in the world of the gods, space and time are one, it
would be impossible to think of anything corresponding to the Western Classic world’s
interest in the fugitive moment. The problem of the sculptor of the decorations of the
stupa railing was to present the worshipper with the most direct and casily readable
symbols of the Buddhist legends, a problem in which the extreme simplification of the
theme was conditioned in part, at lcast, by the shape and dimensions of the medallions.
The necessity for simplification imposed the isolation of the individual elements of the
composition like so many parts of a pattern against the plain background. For all its
effectiveness, technical as well as iconographical, one cannot overlook the fact that this
method of carving must have been the result of the workman’s unfamiliarity with the
stone medium.

Another set of carvings — perhaps the very earliest monuments of Sunga art — that
clearly demonstrates the painful emergence of a native tradition of stone-carving is the
ornamentation of the sccond stupa, generally designated *Stupa 2’, at Safichi in Bhopal
State. This relic mound, located to the west and below the Great Stupa of the Early
Andhra Period, was a foundation of the Sunga rulers of Malwa in the last quarter of the
second century B.c. When it was opened in the nineteenth century, the dome was found
to contain relics of two disciples of the Buddha, together with remains of ten Buddhist
saints who participated in the Buddhist council convened by the Emperor Asoka in 250
B.C. The stupa proper is of the simplest type, consisting of a circular base supporting the
actual hemispherical cupola; around this was constructed a sandstonc railing with its
gateways disposed like the claws of a swastika attached to the circular plan of the en-
closure. The sculptural decoration consists of medallions carved on the uprights of the
interior and more complicated rectangular panels emphasizing the posts of the actual
entrances. The subjects of the medallions are invariably restricted to a single figure (Plate
15B) or a motif set off by realistic or decorative foliate forms, such as the Wheel and the
Tree, to typify moments from the life of the Buddha, or animals and birds intended to
evoke the stories of his former incarnations. The repertory of motifs is not large, and is
probably copied in stone from ready-made prototypes in wood or ivory. Typical of this
carliest phase of relief sculpture are the panels decorating the outer jamb of the eastern
gateway (Plate 168). In the upper panel are represeated a man and woman who may
perhaps be identified as donors or as an early instance of the mithuna, the auspicious pair
emblematic of fruitful union. In the lower panel is a turbaned personage with shicld and
dagger confronted by a rampant lion. This latter motif, reminiscent of a favourite
subject of the Achaemenid art of Perscpolis, showing the great king in combat with a
leonine monster, almost certainly represents a borrowing from the repertory of western
Asiatic art forms. In both these reliefs the figures and the floral accessories that fill every
available space are carved in only two planes. The contours of every element in the com-
position are cut directly at right angles to the flat background, as though the sculptor
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were too unfamiliar to venture any subtleties of transition. This is a method of carving
that in a way recommends itself for the glare of Indian sunlight, since it provides a deeply
shadowed reinforcement to the silhouettes of individual forms that comes to be very
subtly exploited in later periods of Indian art. The treatment of these flat, decorative
figures is entirely conceptual, and in the ground of the lower panel we see the first in-
stance of the block-like, almost cubistic stylization of rock-forms that survives as a regu-
lar convention of Indian painting and sculpture of later centuries. A very curious detail
in the upper panel is to be seen in the plinths or pedestals on which the figures are stand-
ing. This might be taken as a convention to indicate that they are placed on some solid
mound or eminence. Another explanation, which cannot be proved, is that these are
representations not of personages real or mythical, but of cult images or statues, since
even in the Maurya Period the yaksha figures were fashioned with attached bases or
plinths.

These same supports are placed under all the figures in a relief from eastern India that
must be dated in exactly the same period of development. This is a carving from the
stupa at Jaggayyapeta near Amaravati on the Kistna River (Plate 164). It represents the
Cakravartin or ruler of the world, surrounded by the Seven Jewels of his office.* This
relief, carved in the greenish-white limestone characteristic of this region of castern
India, is in every way the stylistic equivalent of the sandstone panels of Safichi. It is an
illustration of how little regional differences exist between works of art made in widely
separate parts of India. We find here the same mechanistically constructed figures, flat-
tened out and attached to the background in exactly the same fashion. The modelling
consists of little more than a slight rounding of the contours, and the detailed definition
of every feature of costume and ornament is executed almost entirely by linear incisions
in the stone. The only real differences between these two carvings from the opposite
coasts of India lie in the greater precision of carving in the Jaggayyapeta slab, made pos-
sible by the nature of the stone, and the more elegant attenuation of the figures in this
same relief that seems to herald the towering, graceful forms in the sculpture of the Later
Andhra Period at Amaravati.

We have already encountered this same tendency to isolation and enumeration of de-
tail in the medallion reliefs from Bharhut. Although many of these are scarcely more
developed in style than the carving of the oldcst stupa at Safichi, some of the sculptors
at Bharhut were adventurous enough to assay relatively complicated arrangements of
figures and sctting. Such, for example, is the representation of the vencration of the
Buddha’s head—dress in the Paradise of Indra (Plate 17). We shall return to this relief
presently, since it furnishes us with a representation of a free-standing chaitya-hall which
will be compared with the rock-cut sanctuaries to be discussed below. The figures of
dancing celestial maidens and the gods watching the nautch are carved with some con-
cern for their relative scale to the building, and the carver has even attempted to create
an illusion of space by overlapping figures.

The decoration of the stupa at Bharhut was at one time dated as early as 150 B.C., but
a comparison with the carvings ornamenting Stupa 2 at Saiichi clearly reveals that the
Bharhut fragments must belong to a later period of development, probably no earlier

52



THE SUNGA PERIOD

than 100 B.c. The Bhirhut sculpture represents a distinct improvement over these
primitive cfforts. Although still too descriptive in the enumeration of surface details, the
sculptors of the figures of yakshas and yakshis are certainly more successful in evoking
a feeling of plastic existence in the forms. The sculptors of the panels and medallions
are no longer restricted to stock decorative themes and a few figures painfully combined
in relief, but now venture into a more complicated rclation of narratives from the
Buddha story involving the manipulation of many separate figures and the illusion of
their existence in space.

A monument certainly to be associated with the very carly Sunga Period is the old
vilara at Bhaja, a sanctuary located in the green hills of the Western Ghats to the south
of Bombay (Figure 6). The vihara, a monastic retreat for the Buddhist brethren during
the rainy scason, consists of a rectangular chamber or porch hollowed out of the rock,
with individual cells for the accommodation of the brothers. The carved decoration of
the Bhaja monastery consists of panels with representations of yakshas and, on cither
side of a doorway at the cast end, relicfs of a deity in a four-horse chariot, and, confront-
ing him, a personage on an clephant striding through an archaic landscape. We would
certainly be right in identifying the subjects of these reliefs as representations of the Vedic
deities Siirya and Indra (Plates 184 and 188). Sirya, like the Greek Apollo, drives the
solar quadriga across the sky, trampling the amorphous powers of darkness that appear
as monstrous shapes beneath the solar car. Gigantic Indra rides his elephant Airvata, the
symbol of the storm-cloud, across the world.5 It might at first seem difficult to explain
the presence of these Vedic titans in a Buddhist sanctuary. Actually, they are here, not
in propria persona, but as symbols of the Buddha who has assimilated their powers. Sirya
and Indra are allegories of Sakyamuni, as Orpheus in carly Christianity is an allegory of
Christ. Siirya is there to designate the Buddha as the sun and spiritual ruler of the uni-
verse, or Buddha as the sun that illuminates the darkness of the world. Indra, the chief
of the Vedic gods, is here to designate the temporal power that the Buddha wields to
maintain the stability of the universe. The landscape through which Indra drives, un-
affected by the storm of the god’s passage, is made up of a variety of interesting details.
At the upper left is a tree surrounded by a railing proclaiming its sanctity, and from its
branches hangs a sinister fruit, the bodies of human victims sacrificed to the spirit of the
tree. Below this is a dancing-gir] performing before a scated Rajah. Far to the right, in
the lowest zone, is a favourite subject of early Buddhist sculpture: the cannibalistic,
horse-headed yakshi, Assamukhi, who was converted from her man-eating habits by
the power of the Buddha. This relief at Bhaja is a perfect translation into stone of the
Indian concept of the universe as a mass replete with formless, fine matter, of which all
living forms are concretions and transformations. Just as the Indian conception of the
universe peoples every atom of space with a million million sentient beings and devas,
so the relief at Bhaja is crowded with an infinite varicty of forms. Here again, as at
Bharhut, is the simultaneous action and simultaneous space of the dream-image. The
device of vertical projection is employed at once to indicate recession in space and to
communicate the simultaneous happening of all these events. We notice also that not
only the form of Indra, but all the separate forms in the relief, are carved as though
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emerging from the matter of the rock that imprisons them, to indicate that eternal pro-
cess of becoming, that emergence of all living things from the limitless space-matter or
maya. Here, as throughout the whole fabric of Early Classic art in India, we have a syn-
cretic combination of philosophical and metaphysical tenets of Vedic and Upanishadic
origin, and a piquant and powerful naturalism that marks the coalescence of the Aryan
and Dravidian heritage in Buddhism and its art.

Another monument which should be mentioned to complete our survey of Buddhist
art in the Sunga Period is the railing at the famous Mahabodhi temple at Bodh Gaya.
Originally erected to enclose the area where the Buddha walked after his Illumination,
the ground-plan of the railing is rectangular rather than round. The carving consists in the
decoration of uprights and railing medallions and, presumably, is a Sunga dedication of
the middle decades of the first century B.c. The medallions are filled with a repertory of
fantastic beasts of western Asiatic origin, which, in the heraldic simplicity of their pre-
sentation, are prophetic of later Sasanian motifs.s

A typical relief from one of the uprights is a representation of the sun-god Siirya
(Plate 194). Here, as at Bhija, the Vedic deity is present in an allegorical capacity, with
reference to the Buddha’s solar character.” Siirya is represented in his chariot, drawn
by four horses and accompanied by the goddesses of dawn, who discharge their
arrows at the demons of darkness. This representation of the sun-god in a quadriga is
sometimes interpreted as an influence of Hellenistic art, although stylistically there is
nothing beyond the iconography to remind us of the characteristic representations of
Helios in Classical art, in which the solar chariot is invariably represented in a fore-
shortened side view. The concept of a sun-god traversing space in a horse-drawn chariot
is of Babylonian and Iranian origin, and spread from these regions to both India and
Greece; so that the representation is simply an interpretation of the iconography, and
not the borrowing of a pre-existing stylistic motif. In the Bodh Gaya relief the chariot
is seen in front view, but the horses are deployed to right and left of the axle-tree so as
to be shown in profile. This is simply another instance of the conceptual point of view.
It is an arrangement that also conforms to the archaic fondness for symmetrical balance.
Although constructed on this essentially archaic framework, the relief displays consider-
able skill in the carving of the group in the deep, box-like panel with a definite sugges-
tion of the forms emerging from space, achieved by the overlapping of the forms of the
horses and the discomfited demons.

Another Vedic god whom we encounter on the railing at Bodh Gaya is Indra (Plate
198). He is represcnted carrying a handful of grass, in allusion to the occasion when, dis-
guised as a gardener, the chief of the gods brought the straw on which the Bodhisattva
took his seat beneath the bodhi tree.® The figure of Indra is so deeply carved as to scem
almost as if stepping out from the flat background of the pillar. Although essentially
frontal in its conception, the figure is cast in an almost violent pose of déhanchement. It is
as though the sculptor were trying to suggest the figure actually walking forward to
present the bundle of grass. The body is carved with the same interest in revealing the
fleshly fullness of form that Indian sculptors of even earlier periods had possessed, but for
the first time with a suggestion of the body as an articulated whole, rather than as the
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sum of its individual parts. This figure need only be compared with the representations
of nature-spirits at Bharhut (Plate 148) to see the change that has taken place in the craft
of sculpture in less than one hundred years. A feature of iconographical note that is of
special importance for the later representation of the Buddha in human form, is the top-
knot, perhaps a ‘realistic’ portrayal of the Brahmin hairdressing, but clearly a prototype
for the Buddha’s ushnisha or cranial protuberance. At the top of the pillar above the
figure of Indra is a low relief medallion representing Lakshmi, the goddess of dawn,
receiving a lustral bath from two clephants.?
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CHAPTER 7
THE EARLY ANDHRA PERIOD (72-25 B.C.)

THE final and perfect balance of the tendencies described in the preceding chapter is
attained in the great monument of the Early Andhra Period: the sculptural decoration
of the four gateways of Stupa No. 1 at Safichi (Plate 204). The mound of the great stupa
at Safichi was originally an Adokan foundation which was cnormously enlarged by the
patronage of the Andhra Dynasty. It was probably in the last decades of the first century
B.C. that the monument received its principal embellishment in the form of the railing
and the toranas at the four points of the compass. Unlike the enclosure at Bharhut, the
Saiichi railing is completely devoid of ornament, and the sculptural decoration is con-
centrated upon the gateways. The southern portal is usually regarded as the ecarliest of
the four, and is remarkable chiefly for its lion capitals, which were almost certainly
copicd from the Adokan column that stood not far from the site. This work was fol-
lowed, in order, by the carving of the north, cast, and west portals.

The most notable of the four toranas from the iconographic and artistic point of view
is the eastern gateway (Plate 21). It should be pointed out that, since there is no unified
iconographic scheme either for the sculptural decoration of the monument as a whole or
for the ornamentation of the individual portals, it may be that the disparate subjects
haphazardly combined may have been dedicated by individual donors who specified
what they wished the craftsmen to represent in the allotted space. Students of Far
Eastern art will recall that in the Chinese cave-temples of Yiin Kang and Lung Mén we
find innumerable individual dedications of Buddhist figures and reliefs carved without
regard to any unified iconographical scheme.

Our detailed illustration of the upper part of the eastern gateway (Plate 208) shows
the architectural arrangement usual to these toranas and the distribution of their icono-
graphy. The superstructure is supported by massive blocks, sculptured with figures of
elephants shown as though processing round the actual capital. Between the cross-bars
or architraves are square blocks with symbolical representations of events from the life
of the Buddha. There are two panels of Lakshmi typifying the Nativity; the Enlighten-
ment is indicated by the tree and empty throne; and the Preaching at Sarnith, by the
wheel. Further references to these same themes with the throne and what appears like a
relief of an Adokan column occur on the vertical props between the cross-bars. These
architraves are built as though actually passing through the uprights in a manner sugges-
tive of carlier wooden architecture. It is possible that these long horizontal panels ter-
minating in tightly wound spiral volutes are a transference to stone of popular picture
scrolls partly unrolled for exhibition.! In our view of the gateway we can recognize in
the upper cross-bar representations of the Buddhas of the Past, typified by stupas; in the
centre, the Great Departure; and, in the bottom panel, Afoka’s visit to the Bodhi Tree.
To right and left of the main subject in this lowest bar may be seen richly carved
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peacocks, perhaps intended only as decoration, but very possibly referring to the heraldic
emblem of the Maurya Dynasty. The top of the gateway at Safichi was originally
crowned with tri§dla or trident symbols, one of which remains in place at the right, and
probably by a central palmette motif, such as may still be seen on the one surviving gate-
way from Bharhut (Plate 128). The illustration of the complete gateway in Plate 208
shows the decoration of the outer jambs of the torana: at the left, reading from top to
bottom, the Great Enlightenment, the Conversion of the Kasyapas, and the Departure of
King Bimbisara from Rajagriha; at the right, representations of the Heaven of Brahma
and the Paradises of the gods.

Originally there were two figures of yakshis in the round, supported by a mango
bough enclosed as a spandrel between the uprights and the lowest architrave. One of
these figures to the north is still in position (Plate 22). It is a drastic and dramatically
effective adaptation of the woman-and-tree motif that we have already encountered at
Bharhut. Although the thrust of the body and limbs is conceived with a wonderful in-
tuitive sense of the architectural appropriateness of this particular figure for the space it
was to fill, the form, perhaps by the sculptor’s intent, is not conceived in the full round,
but is sculptured as two high reliefs placed back to back, with little or no modelling be-
stowed upon the lateral sections. Actually, the figure was meant to be seen only from
directly in front, or in the rear view afforded the visitor from the upper processional
path on the drum of the stupa. Although functionally the image plays no part in the
support of the gate, it would be hard to imagine anything more simple, yet more drama-
tically effective both from the iconographical and aesthetic points of view, than this pre-
sentation of the tree-spirit. Her legs thrust with the force of a buttress against the trunk
of the trec, and from this magic touch its encircling boughs flower and receive the caress-
ing grasp of the yakshi, so that she seems like a living vine, part of the tree that she
quickens. The figures of yakshis at Safichi, like the reliefs at Bharhut, are here as survivals
of earlier nature cults which had been accepted by Buddhism and which nothing would
eradicate from the popular mind. ‘These figures of fertility spirits are present here be-
cause the people are here. Women, accustomed to invoke the blessings of a tree spirit,
would approach ... (these) ... images with similar expectations.> Although their pre-
sence confirms acceptance by the Buddhist Church, their provocative charms seem al-
most symbolic of that world of illusion that the worshipper leaves behind when he
enters the sacred precinct. The effectiveness of this yakshi and the figure from the South
Gate of Safichi in Boston (Plate 23) does not, in comparison with the Bharhut yakshi,
depend on any closer imitation of a natural model, but on the sculptor’s more successful
realization of form within essentially the same conceptual framework. The advance is
not within the direction of naturalism, but in the more plastic articulation of the body
itself and the dynamic vitalization of the form. We have here an even more notable con-
notation of the quality of flesh in stone achieved by the essential shapes and interlockings
of smooth convex surfaces that suggest, rather than desctibe, the softness and warmdh
of a fleshly body. The suggestion of flesh and the swelling roundness of form is denoted
further by the constricting tightness of the belt and by the contrast of the straight and
angular tubular limbs with swelling convexities of bust and pelvis. A sense of vitality
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is communicated by the tense twisting of the torso on its axis. In the frankness of their
crotic statement the Safichi yakshis are a perfect illustration of the union of spiritual and
sensual metaphor that runs like a thread through all religious art in India.

As has been already mentioned in the preceding chapter, the gigantic statue of a yakshi
found at Patna (Plate 24), formerly assigned to the Maurya Period, finds its proper
chronological place in the same period with the figures of tree-spirits on the Great Stupa
at Safichi. In the Patna figurc and its counterparts at Safichi we see for the first time the
sculptural realization of a full and voluptuous form with a definite sense of its organic
articulation. Many of the devices of the Safichi sculptors are here, such as the pendent
necklaces falling in the hollow between the breasts and setting off their globular fullness,
and the tightness of the beaded apron compressing the flesh of the hips and abdomen to
emphasize the fullness and softness of the swelling flesh. The whole figure is conceived
with an almost abstract sense of mathematical volumes, so that the dominantly spheroidal
shape of the head is echoed in the bosom, and again in relicf in the rounded contours of
the abdomen. It seems almost unnecessary to point out that this sculpture reveals a de-
gree of accomplishment that would have been beyond the powers of the artisans of the
reliefs of Bharhut. Like the yakshi of the Safichi gateway, the figure is flattened at the back
with only a perfunctory indication of modelling. Just like the terra-cotta figurine of the
Indus Period, this colossal portrayal of a yakshi is composed in an additive way. Although
it has the same frontality and something of the rigidity of the figure from Parkham, there
is, as explained above, a much greater ease in the suggestion of sculptural volume and a
greater crispness and precision in the carving of details. Indeed, here, as so often in Indian
sculpture, the very precision and hardness with which jewels and metal ornaments are
rendered in stone serve, by contrast with the smooth planes and surfaces of the flesh
parts, to suggest the essential soft and warm quality of the flesh connoted in stone.

Turning to the relief sculpture of the Safichi gateway, we notice in such a panel as the
representation of the Great Departure (Plate 254) that, in contrast to the Bhirhut reliefs,
in which individual forms were attached to a shallow background, here the figures and
details of setting are so deeply cut that they seem to swim against a dark background of
shadow. The resemblance of this type of colouristic relief to Roman fourth-century
sculpture is certainly coincidental, and must be explained by quite different means. From
a technical point of view this method of deep background carving may be regarded as
the result of the Indian sculptor’s desire to have his compositions tell as a pattern in black
and white completely and instantancously legible in the glare of the Indian sun. From
the iconographical point of view the technique provides the same illusion as the Bhaja
panels of the forms emerging from a kind of universal matter connoted by the enfolding
shadow. The method of presenting the story, in comparison to the Bharhut medallions,
is a more elaborate form of the mode of continuous narration made possible by the
greater and more suitable dimensions of the long, rectangular pancl. In the composition
in question we have both the cause of the Great Departure and its enactment within the
confines of the same panel. In the centre of the composition the empty seat beneath the
rose apple-tree typifies the Buddha’s first meditation on the miseries of living creatures
that resolved him to relinquish the pomps of the world and seek the salvation of humanity.
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Although this event in the legend and the actual flight from Kapilavastu are separated
in time by a number of years, the Indian sculptor finds the topographical and historical
unity of the happenings of greater consequence than any unity of time.? This is another
illustration of how in Indian art time and space become one in depicting the heroic
legends. In the relief under discussion the Departure is presented in the usual symbolical
fashion, with his footprints establishing the Buddha’s presence and the form of the horse
Kanthaka repeated scveral times relating the progress of the flight from his father’s
palace. The precision of the carving of this and other panels tends to confirm the inscrip-
tion on the western gateway that the sculpture was the work of ivory-carvers from the
nearby town of Bhilsa.

We may sclect as typical of the reliefs of the torana pillars the panels of the outer facc
of the castern portal. Most interesting of these is the scene of the Conversion of the Kas-
yapa Clan, in which the Buddha confounded these heretics by performing the miracle
of walking upon the waters (Plate 27). His actual presence is indicated only by a kind
of plinth or plank floating on the river. The Kafyapas are shown twice, once in a boat
ready to rescue Sikyamuni, and again on the shorc reverencing the Buddha at the success-
ful conclusion of the miracle. If this relief in certain aspects reminds us of Egyptian or
western Asiatic prototypes, it is simply because, as has been pointed out before, Indian
art perpetuated the ideals of all those ancient traditional socictics in which the artist’s aim
was the communication of a theme in its most readily apprehensible form. In accordance
with this conceptual method of presentation, every element of the composition is por-
trayed from its most characteristic point of view, without regard to its position in space
and time, so that, whereas the river is shown from above and its waves arc indicated by
parallel rippling lines, the trees on the banks are shown in profile and, to indicate their
species, the leaves are enormously enlarged within thesc ideographic contours. It will be
noted that in this, as in other relicfs at Safichi, the emphasis is entirely on the delineation
of the various elements of the composition in terms of shadows reinforcing the outlines
and interior drawing in the form of incised lines. There is no intent to establish any space
beyond the plane of the main figures and accessories and the background plane behind
them. Although there is a slight modelling of individual forms so that they have some
substance beyond a mere silhouette, the conception of the relief seems almost to be in
terms of drawing rather than sculpture, with no suggestion of the illusionistic depth that
we find in later periods of Indian art. If the Safichi reliefs in certain details reveal a kind
of intuitive naturalism in the recording of plant and animal forms, it is because they arc
the productions of a religion in which the humanity of the founder and his kinship with
all nature were still stressed. For people whose real faith rested in large part on the wor-
ship of the Dravidian nature-spirits and the barely disguised folk-tales that were the
Jatakas, the validity of the real world could not be suppressed. Here is a reflexion of “an
attitude to life in which any dualism between spirit and matter, or between the mystic
and the sensuous, is inconceivable’.#

Everywhere the carly Indian sculptor displays a loving awareness of the material
world that surrounds him. The varicties of trees, flowers, birds, and beasts are not re-
corded from the point of view of a naturalist bound to catch the precise texture and
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Figure 5. Saddanta Jataka, Cave X, Ajanta

structure of these forms based on scientific observation and dissection, but rather ~ and
this could be a definition of the conceptual point of view in art — are these accessories of
the natural world set down as the artist knew them or remembered them, revealing with
the selective intensity of the memory image the most characteristic aspect of the growth
and articulation of specific plants or animals. Landscape as such does not exist. The cur-
tain before which the dramas, religious and popular, are played - the green prison of the
jungle, the towering peaks ~ is reduced to the barest essentials abbreviated as a stage de-
sign is, in order to sct off, and not distract from, the activities of the actors. By the same
method we have already seen employed for living creatures, mountains are reduced to
pyramidal, block-like forms; ponds and rivers are spread like carpets, with an engraving
of parallel lines to indicate by this symbolism the nature and movement of water. All
these conventions are present not only in the sculpture but also in the remains of wall-
paintings in the Early Classic Period.

Although there arc copious references to painted decorations in the Jatakas and other
carly Buddhist texts, the only surviving examples of wall-painting from the early period
are to be found in a rock-cut chaitya-hall at Ajanta in the Deccan.$ Various inscriptions
in the cave confirm its dedication in the second century B.c., and the fragments of wall-
painting in the interior are probably to be dated no later than the first century B.c. The
principal wall-painting in Cave X is devoted to the Saddanta Jataka, which recounts the
story of the Buddha’s sacrifice of his tusks during his incarnation as an elephant (Figure s).
Its arrangement recalls the scheme of the Saichi architraves, since the composition is
presented in the form of a long frieze in which the action progresses from episode to
cpisode, as in a Far Eastern scroll-painting. It should be emphasized, in view of the later
compositional developments in Indian wall-painting, that the picturc is entircly confined
within the borders of its frame, and does not cover the entire wall. Only about one-third
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of the painting is given over to the actual martyrdom and the dénouement of the tragedy.
The greater part of the space is devoted to a most wonderfully naturalistic recording of
the elephants in their home in the deep forest. We see them bathing, resting, feeding, and
apprehensively awaiting the hunters. The composition is crowded, and yet one has the
impression of the beasts moving with perfect freedom in the space that the artist assigns
them. Every available area that is not occupied by the forms of the pachyderms is filled
with the carving of floral and foliate forms, and serves to give a dramatic illusion to the
density of the jungle. Although the elephants are types, just as mnch as the human
figures in the composition, the artist has given us a marvellous impression of their
immense dignity and weight, and their ponderous frolics. The nearest comparison in
sculpture is in the representation of the same story on the cross-bars of the southern and
western gateways of Saiichi (Platc 258). The same method of continuous narration is
employed, so that the figurc of the six-tusked elephant (the future Buddha) is repeated no
fewer than four times. In the relicf only the intrusion of the figurc of the hunter at the
extreme right suggests that this is more than a jungle idyll. The method for suggesting
space in these animal subjects is exactly the same as that in dealing with human figures
in both sculpture and painting. The forms in the foreground slightly overlap those
behind, which are placed above them in one or more tiers to the top of the composition.
As in all periods of Indian art, we are struck with the artist’s complete assurance and
mastery in rendering the animals in literally dozens of poscs, every one of which is com-
pletely characteristic of the species. The clephants at Ajanta and Saiichi are rendered with
such consummate knowledge of their specific articulation and gait that it is difficult to
think of a memory-iniage intervening between the artist and the realization of his design.

The setting, especially in those portions of wall-painting dealing with the activity of
human figures, is entirely formalized, and exists only as a background. There is alrcady
a completely evolved convention whereby rocks are symbolized by a series of block-like
cubes, and mountains arc represented simply by duplication of these same forms. These
shapes, by their squareness and hardness, serve to connote the idea of rock or mountain
without the necessity of any really structural or textural description of the form. This is
the equivalent of the archaic method of representing trees, whereby leaves of the differ-
ent species are attached to a mere idcograph of the trunk-and-branch structure. Neither
the backgrounds of the Saiichi reliefs nor of the carly Ajanta wall-paintings are to be
taken as early landscapes in the development of a landscape tradition, for the simple
reason that landscape never developed beyond this point in any later period of Indian
art. This stage of development which remains unaltered approximates that of European
landscape in the work of Giotto and his followers, in which the presence of any necessary
setting was indicated by themost meagre details generally presented in the same conceptual
fashion. Actually, there was no reason why a tradition of landscape painting should de-
velop in India at all. In no phase of Indian philosophy or religion was there any sugges-
tion of the immanence of the deity in the world of nature, nor any romantic attachment
to the beauties of the wilderness for its own sake. Nature for the Indian was essentially a
combination of constantly menacing, even dangerous, forces. There was nothing lovable
about the jungle, nor the succession of scorching hecat and torrential rains and
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inundations, that could produce an Indian Claude or even a Salvator Rosa. Just as the
anthropomorphic personification of every natural force in Greece militated against the
development of an Hellenic school of landscape painting, so in India the Dravidian
tradition of personifying every clement in nature, hostile or friendly, in the shape of a
spirit anthropomorphically described obviated the necessity for the development of
landscape. As the dryad in Greece personified the grove, so in India the human shapes of
yakshi and naga represented tree and lake. Only such details of natural settings as were
necessary to the interests of his didactic narrative concerned the Indian artist. As in
Giotto a single oak could represent the whole forest of St Francis’s wandering, a single
banyan suffices to suggest the home of the elephants in the depths of the great forest.
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CHAPTER 8

THE ROCK-CUT SANCTUARIES OF
EARLY BUDDHISM

TuE carliest temples of Buddhism, properly speaking, were buildings of wood and
thatch erected when the demand arose for actual shrines to enclose some cult object,
such as a memorial stupa, to concentrate the worship of the Buddha’s followers on some
material reminder or symbol of his earthly mission. Prior to this, the services had been
conducted in the open air, in groves or forest clearings, such as the Buddha was wont to
select for gatherings of his disciples. These earliest structural buildings of Buddhism
have, of course, disappeared, but we can get a very clear impression of their appearance
from the sculptural replicas of such edifices as began to be carved from the living rock
in various parts of India as early as the Maurya Period. These are the so-called cave
temples of western India. The word ‘cave’ is actually rather misleading, since it implies
a natural grotto that is the home of wild beasts or savages, whereas these entirely man-
made recesses are among the most sophisticated examples of religious art in all Indian
history. ‘Rock-cut sanctuaries’ is a better definition for these enormous halls of worship
hewn from the rock in imitation of free-standing architectural types. The definition,
chaitya-hall, sometimes applied to these monuments, is derived from the word chaitya,
which refers to any holy place. The rock-cut temples are only the most ambitious ex-
amples of the development of monumental stone-carving that followed on the invasion
of Alexander the Great and the re-establishment of relations with western Asia. Al-
though there is no direct resemblance to the many examples of such sculptural archi-
tecture in Egypt, Asia Minor, or Iran, there can be little doubt of the influence of such
prototypes as the tombs of the Achaemenid emperors at Naqsh-i-Rustam, in which the
carved fagade represented the elevation of a palace at Persepolis in much the same way,
we shall sce, as the fagades of the Indian chaitya-halls reproduced those of actual
buildings. In both cases we are dealing with works of sculpture rather than architecture,
and in both cases there was an appeal in the very permanence that was promised in the
carving out of tombs or temples from the very bones of the earth. In the Indian examples
there was probably already the idea of preserving the Buddha's Law through the bad
times at the end of the kalpa. Such grotto sanctuaries appealed to the carly Buddhists
through their association with caves that even in Vedic times had formed the abodes of
hermits and rishis. The development of the religion from the isolated practice of ascetic-
ism to the formation of a monastic organization required the enlargement of the single
rock-cut cell provided for the retreat of holy men by Asoka to the monumental rock-cut
assembly halls that we find in western India to-day. All these principal sanctuaries of
Hinayana Buddhism are located within a radius of two hundred miles of Bombay. They
arc hollowed out of the almost perpendicular bluffs of the Western Ghats. They are exact
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imitations of pre-existing structural forms, and in almost every one the reminiscence of
these prototypes is carried to the point of having many parts of the model fashioned in
wood and attached to the rock-cut replica. The relief of Indra’s Paradise at Bharhut
accurately reproduces the appearance of an actual wooden chaitya-hall (Plate 17).

We may take as a typical example of the earliest type of chaitya-hall the rock-cut
cathedral at Bhija, datable in the early part of the second century s.c. Its plan (Figure 6)
consists of a nave scparated by rows of columns from smaller aisles terminating in a
semi-circular apse, in which was located the principal symbol of worship, a rock-cut
stupa. Although this arrangement does suggest the plan of a typical Classic or Early

Figure 6. Chaitya-hall and Vihira at Bhiji: Plan

Christian basilica, the resemblance is no more than accidental, since the plan of the
chaitya-hall was specifically evolved to provide for the rite of circumambulation around
the symbol of the Buddha’s Nirvina and to provide space for services within the main
body of the church. The method of carving the chaitya-hall at Bhaja and the many more
elaborate examples that followed it was of course a sculptural, rather than an architec-
tural, problem. After the perpendicular rock wall had been cleared and smoothed off,
the outline of the intended fagade and entrance was indicated upon it. As may be seen
from certain unfinished caves at Ajantd, the workmen began by tunnelling into the cliff
at the level of the intended height of the vault of the interior. In this way it was unncces-
sary to erect any scaffolding. After the ceiling and roof were completed, the workmen
continued quarrying downward, removing the debris of rock through the open fagade
and disengaging the columns and the carved stupa at the rear of the edifice. The earliest
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chaitya-halls, of which Bhija is an example (Plate 28), could be described as half-tim-
bered, since not only were wooden transverse ribs in imitation of the structure of free-
standing buildings affixed to the vault, but the entire fagade was once constructed of
wood. The most striking feature of this wooden frontispiece was a kind of rose window
constructed of a number of wooden members following the curvature of the vault that
divided the window into a number of lunulate openings. The lower part of the fagade
consisted of a wooden screen with openings into the nave and aisles, and probably
decorated with the balcony and merlon motifs that are carved in stone above the en-
trance to the chaitya proper. The blind chaitya niches and balconies joined by carved
railings are reminiscences of the picturesque architecture of contemporary palace forms:
exactly similar building forms may be seen reproduced in the reliefs at Safichi. The
columns of the interior of Bhaja are completely plain octagonal shafts. They are stag-
gered inward, so that the top of the shaft is something like five inches out of alignment
with the base. Presumably this is a strict imitation of the arrangement in a structural
wooden building, in which this expedient was necessary to support the weight of the
roof. It could probably be said as a general rule that the greater the slant of the pillars
in a rock-cut sanctuary, the closer it is to actual wooden prototypes, and, by the same
token, carlier in date. It will be noted that in the latest of the Buddhist basilicas, such as
the chaitya at Karli, begun in the first century s.c., this reminiscence of wooden originals
has entirely disappeared. It would be impossible to give, either in words or photographs,
any adequate idea of the enormous impressiveness of these Buddhist cathedrals. This im-
pressiveness comes, not from the builders’ providing a sense of space, as in a Gothic
cathedral, for here space is completely controlled and restricted, but from the beauty and
austerity of the architectural members and the mystery provided by the twilight which
in these interiors seems to make everything melt and almost disappear, so that the visitor
feels himself in a magic world of unreality.

It is not unlikely that the carly Buddhist temples, both free-standing and rock-cut,
embodied something of the same metaphysical symbolism that was attached to the
stupa form. Just as the medieval cathedral in Europe, with its cruciform ground-plan
and the encyclopaedic character of its decoration, was a symbolical likeness of the body
of God and a reconstruction of the universe in a microcosm, so, too, the chaitya might
be thought of as a realization in material form of that cosmic house which is the uni-
verse, its entrance the door of the world, the frame in which Indra fixed the air. Often
the universe is referred to as a house built of timber, and the timber of that structure is
Brahma. The solar symbolism of the great lotiform window secems as implicit here as in
the Gothic rose.

By far the largest and most magnificent of the cave temples of the Hinayana period is
the sanctuary at Karli, only a short distance from Bhaja (Plate 294 and Figure 7). In
front of the facade one can still see one of two massive free-standing columns or stam-
bhas that originally had enormous metal wheels supported on the lions above the loti-
form capitals. The actual order of these pillars is a continuation of the arrangement of
the lats of the Maurya Period, except that the fluted shafts now rest in a form suggesting
the Brahmin water-bottle or lota. The erection of such shafts at the entrance of the
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temple has many precedents in ancient Mesopotamia and Egypt, and must be accepted
as yet another survival of carly Indian contacts with western Asia. The Karli chaitya
difters from others of the type in that the facade screen is of carved stone, with the excep-
tion of the lotus window, which consists of the usual teakwood framework. The sculp-
turing of this entrance wall is extraordinarily rich and colourful. The whole structure
appears to rest on the backs of elephants that were originally fitted with metal ornaments
and ivory tusks. A few relicfs in this narthex arc centuries later than the dedication of

15 METRES

Figure 7. Chaitya-hall at Kirli: Plan and Elevation

the cave in 80 B.c. and belong to a period when the sanctuary was converted to Maha-
yana worship. (Recent unpublished research by Mr Walter Spink of Harvard Uni-
versity reconsidering the historical, epigraphical, and numismatic evidence for the date
of the Andhra Dynasty clearly indicates that the year 32 B.c. marked the beginning of
this era. Accordingly, the dates of the earlicst and latest chaitya-halls at Bhaja and
Karli should be revised to ¢. 50 B.. and A.D. 120).The interior (Plate 298) of this largest
of the rock-cut temples is one hundred and twenty-four feet in length by forty-six and
a half feet in width, and the vault rises forty-five fect above the floor; so that the scale
of the shrine is that of a Gothic church. The basilican plan persists with the usual rock-
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cut stupa located in the circumference of the ambulatory. Only in the ambulatory of
the apse do the plain octagonal shafts of the carliest chaityas appear in the colonnade.
The columns of the nave have become rich and elaborate in treatment. Each individual
column rests in a water-jar, like the stambhas of the exterior. The sixteen-sided shafts
support lotiform bell capitals, and above these rise inverted pyramids, which in turn
support elaborately carved groups of elephants with male and female riders on their
backs. There is no suggestion of the staggering practised at Bhaja. The sculptural groups
of the capitals of the nave columns are so deeply carved and set so closcly together that
they give the effect of a triforium frieze of continuous sculptural ornament. The richness
of this decoration provides a luxuriant contrast with the relative austerity of the other
members. The chaitya at Karli, with the fagade screen intact, gives us some idea of the
original effect these cathedrals produce, with the light strcaming through the timbered
rose-window to illumine the interior with a ghostly half-light, so that the very walls of
the rock seem to melt into an envelope of darkness and the sensation of any kind of space
itself becomes unreal.

The only other architectural form of the Hinayana Buddhist period that has survived
is the purely monastic structure known as the vihara. One of the very oldest is the rock-
cut verandah with the reliefs of Indra and Siirya already studied at the site of Bhaja. A
more elaborate type contained a single large hall, square or rectangular, from which the
individual rooms for the monks opened. This monastic type of rock-cut building was
not limited to Buddhism. Many viharas dedicated to the Jain faith and dating from the
second and first centuries B.C. are at Khandagiri and Lalitagiri, not far from Bhuvaneévar
in Orissa. These establishments follow no regular plan. Some of them are even carved
on two levels. Most of them are characterized by the elaborate carving of the projecting
verandahs supported by pillars with every member - columns, doorways, and overhang-
ing thatched roof - clearly imitated from structural prototypes. Features like the forms
of these columns and the ‘roll cornice” of the overhanging roof appear over and over
again as fixed motifs in the later architecture of Buddhism and Hinduism.
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PART THREE

ROMANO-INDIAN ART IN NORTH-WEST
INDIA AND CENTRAL ASIA

CHAPTER 0

ART UNDER THE KUSHANS
I. GANDHARA: GRECO-ROMAN FORM AND
INDIAN ICONOGRAPHY

THE designation Kushan art may properly be applied to all the productions of archi-
tecture, sculpture, and painting in Afghanistan, north~western India and the Punjab, and
present-day Pakistan from about the first to the seventh centuries A.p., when these
territories were under the domination of the Kushan or Indo-Scythian Dynasty of rulers.
Art under the Kushans, however, divides itself into two completely distinct categories.
Whereas in the northern portions of their domains, comprising the ancient province of
Gandhara, the Kushan patrons of Buddhism availed themselves of the services of journey-
men craftsmen from the Roman East who produced a form of Late Antique art dedicated
to Buddhism, at the southern capital of Mathura (Muttra), on the Jumna River, the con-
struction and embellishment of the Buddhist and Jain establishments were a continuation
of the techniques of the native Indian schools. The peculiarly hybrid character of the art
that flourished in these regions can be explained only by devoting considerable space to
the history of north-western India both before and after its conquest by the Kushans.
The earliest reference to Gandhira and its people is in the Bisutun inscription of
Darius (c. 516 B.C.), in which the region of Gandhara, separate from India, is numbered
among the nations subject to the Achaecmenian Empire. Presumably this subjection to
the first great Persian empire continued until Gandhara was invaded by Alexander the
Great in the cold season of 327 B.c. The influence of Alexander’s raid in northern India
has been greatly exaggerated, and this is particularly true of the region of Gandhira and
its art. The actual rule by Macedonian Greek captains in India lasted only until the death
of Alexander in 323 B.c. The successor to Alexander’s Indian dominions, Seleucus Nica-
tor, was forced to relinquish all claim to Indian territory south of the Hindu Kush by the
consolidated power of the first of the Indian emperors of the Maurya Dynasty, Chandra-
gupta. Under the great Buddhist sovereign, Adoka, the region was converted to Bud-
dhism, and the rock edict of Asoka at Shahbazgarhi, some ten miles to the east of Mar-
dan, gives positive proof of the proclamation of the Buddha’s Law in Gandhira. The
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gradual break-up of the Maurya Empire following the death of Adoka in 232 B.c. again
opened the Peshawar Valley to foreign aggression.

Although the might of Chandragupta Maurya had forced Alexander’s successor,
Seleucus Nicator, to withdraw his garrisons beyond the Hindu Kush, this withdrawal
only made for an even stronger consolidation of Hellenistic power in the ancient pro-
vince of Bactria, the territory centred around the modern Afghan city of Balkh. In
about 250 B.c. the over-extended empire of the Seleucids began to disintegrate. Iran was
claimed by a dynasty of obscure origin known to history as the Parthians, and the pro-
vince of Bactria declared its independence under a Greek prince, Diodotus. Now com-
pletely separated from the Hellenistic world of the West by the Parthians in Iran, the
independent kingdom of Bactria continued to maintain some semblance of Hellenistic
culture, although, since its rulers were perforce a military aristocracy, it is extremely
doubtful whether this isolated Eurasian Greek colony had much to do with the perpetua-
tion of Hellenic artistic ideals in Asia beyond the minting of a magnificent series of coins
(Plate 30, Figures a—c). Its history is one of almost continuous warfare and displacement:
Gandhira and the Kabul Valley were reconquered by the grandson of Diodotus, Deme-
trius, in about 190 B.C.; the successors of Demetrius were almost immediately dispos-
sessed of Bactria and Gandhara by Eucratides, the ruler of a rival Greek clan. Although,
following the establishment of a dynasty by Eucratides, princes with Greek names
continued to hold these territories until after the middle of the second -century s.c.,
the years of this unhappy band of Hellenic exiles were numbered. As early as 135 B.c.
they were driven out of Bactria by an invading horde known as the Sakas. These
people of Scythian origin later became intimately associated with the rulers of Parthia,
and indeed, as early as the first century B.c., seem to have displaced the Parthians in east-
ern Iran and in the region of western Afghanistan known as Sistan. A Saka ruler by the
name of Maues or Moga conquered north-western India in about 9o B.c., thercby
constricting the rule of the last of the Greck sovereigns to the Kabul Valley.!

It was not long before the Sakas in turn were forced out of Bactria by another race of
Scythic origin, the Yiieh-chih, whose homeland was originally in the province of Kansu
in north-western China. These people, known in Indian history by the name of the most
powerful tribe, the Kushans, gradually increased their power until in the first fifty
years of our cra they made themselves masters not only of the Kabul Valley but also of
the region of Gandhira. This conquest involved the displacement of the Sakas and the
overthrow of the last of the Greck sovereigns, Hermaeus.> The date of A.D. 64 is usually
accepted as marking the sack of the city of Taxila and the final establishment of Kushan
domination in north-west India. The founder of the line, Kujula Kadphises, is remem-
bered not only for his conquest of Gandhara and the Punjab, but also for the establish-
ment of an intimate commercial and political relationship with the Roman Empire of
Augustus,

Of far greater import for the history of Gandhira was Kujula’s grandson, Kanishka,
the most powerful and renowned of the Kushan sovereigns, who made Peshawar his
winter capital and extended his conquests from central Asia to Bengal. Kanishka is fre-
quently referred to as a second Asoka for his efforts on behalf of the Buddhist religion.
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His foundations included the great tower at Shah-ji-ki-Dheri, which, from the accounts of
the Chinese visitors of the fifth and seventh centuries, must have been one of the won-
ders of the Asiatic world. It was in the ruins of this monument that the reliquary of King
Kanishka was recovered in 1908.3 Although the Buddha himself never visited Gandhara,
the texts composed by Buddhist sages under the Kushans made of the region a veritable
holy land of Buddhism by the association of various sites with events in the previous
incarnations of §ikyamuni.

Although coins are generally regarded as minor art, for periods like that of the Kushan
Scythians they furnish evidence invaluable for the interpretation of the major arts. They
provide us with the complete evidence of the strangely syncretic character of Kushan art
and religion. Just as postage stamps to-day furnish the philatelist with symbolical com-
mentaries on the economic and cultural environment of the countries of issue, the Ku-
shan coins provide an advertisement of the religious and cultural relationships of this
dynasty. Kujula Kadphises imitates the coins of Augustus; and deified Rome has her
place on the money of Kanishka. Judging from the array of deities to be found on the
coins of Kanishka and his successors, the pantheon of the Kushans included not only the
Buddha (Plate 30, Figure 1), but, in addition to Siva (Plate 30, Figure p), representa-
tives of the divinities of Iran and Greece (Plate 30, Figures E=G), in the persons of Mithra
(Plate 30, Figure 1), Herakles, and Helios, all identified by inscriptions in corrupt
Greek letters.

Under Kanishka and his successors Gandhira enjoyed its period of greatest prosperity,
and it is to this era that the finest Gandhara sculpture is to be assigned. The dates of
Kanishka’s reign have been the subject of considerable dispute among scholars. Although
the years a.0. 78 and 128 have been suggested for the beginning of his reign, the most
recent evidence seems to point to the year 144 as the date of his accession.* The dynasty
of Kanishka lasted hardly a hundred years, since in A.D. 241 an invasion by Shapur I of
Iran brought to an end the rule of the last sovereign of Kanishka’s line, Vasudeva.®
Thereafter a lesser Kushan dynasty maintained itself in north-western India until the fifth
century A.D. For the later history of Gandhira we are dependent almost entirely on the
accounts of Chinese pilgrims who, as carly as the fifth century, undertook the long jour-
ney to the holy land of Buddhism. Fa Hsien, who travelled through the Peshawar Valley
shortly after A.p. 400, describes the foundations of Kanishka and his successors as flour-
ishing and well cared for. When his successor, Sung Yiin, visited the region in 520, the
country had already been overrun by Mihiragula and the White Huns. It was indeed
only a few years after Sung Yiin's visit that this ferocious barbarian virtually extirpated
Buddhism in Gandhara by his destruction of the monasteries and butchery of the popula-
tion. When the last of the Chinese pilgrims, Hsiian-tsang, came to north-west India a
hundred years later, he found the country in a ruinous, depopulated state, with most of
the Buddhist establishments in a state of complete decay. Although all Buddhist art in
Gandhara proper came to an end with the invasion of the Huns, the style survived in
Kashmir and in isolated Buddhist establishments in Afghanistan as late as the seventh or
eighth century A.p.

Although the period of its florescence follows after the early Indian schools of the
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Maurya, Sunga, and Andhra Dynasties, the art of Gandhra is not in any way a con-
tinuation of this indigenous tradition. Its geographical position and the contacts between
the Kushan rulers and the West made for the development of a style quite apart from the
main stream of Indian tradition, and in certain aspects almost entirely Western in form.
The subject-matter is, however, Indian. The repertory of motifs already known to the
early Indian schools and the technique of archaic Indian sculpture are to a limited extent
carried on in this outlying province of Indian culture. There never was any real fusion
of Indian and Western ideals in Gandhara. The arts of India and Gandhara advanced
along separate paths in different directions. Inevitably, the inappropriateness of the
humanistic Classic forms of Western art for the expression of the mystical and symbolic
beliefs of Indian Buddhism led to the disappearance of this imported style with the de-
velopment of the truly Indian ideals of the Gupta Period.

The patronage of foreign artists by the Kushans is actually no more difficult to under-
stand than their espousal of Buddhism. Being foreigners in India, they could not be ac-
cepted into the Hindu faith, and presumably both their adoption of Buddhism and sup-
port of a foreign culture were parts of a policy designed to maintain their autonomy in
the conquered land.®

The art of Gandhara is, properly speaking, the official art of the Kushan Emperor
Kanishka and his successors. The term ‘Gandhara art’ is applied to this school of archi-
tecture, sculpture, and painting, which flourished in north-western India from the first
to the seventh centuries A.D. This designation comes from the ancient name of the region,
and is to be preferred to ‘ Greco-Buddhist” a term sometimes applied to the same art, but
distinctly misleading, since it implies a derivation from Greck art. This is the carving
which Kipling, describing Kim’s visit to the Lahore Museum, wrote of as  Greco-Bud-
dhist sculptures, done savants know how long since, by forgotten workmen whose hands
were feeling, and not unskilfully, for the mysteriously transmitted Grecian touch’. Actu-
ally, the Gandhira sculptures have little to do with Greck art either in its Hellenic or
Hellenistic phase, and are much more closely related to Roman art. The Gandhara
school is, indeed, perhaps best described as the easternmost appearance of the art of the
Roman Empire, especially in its late and provincial manifestations.” The subject-matter
of the Gandhara carvings is almost entirely Buddhist. Although Kanishka, through his
patronage of Buddhism, has rightly been regarded as the founder of the Gandhara
school, there is ample evidence that Hellenistic art in the form of architecture and sculp-
ture was introduced in north-western India during the reign of the Saka-Parthian
Dynasties, as may be illustrated by a number of temples and sculptured fragments from
the city of Sirkap at Taxila.8

In addition to great hoards of Roman coins, objects of unquestioned foreign origin
have been found at various points in the Gandhira region. These would include Alex-
andrian metal statuettes of Harpocrates and Dionysius, found at Sirkap in Taxila, a
bronze Herakles from Nigrai, in the British Museum, and numerous steatite plaques or
cosmetic dishes with erotic scenes. These latter objects are also of Alexandrian origin, and
have been found in large numbers at Taxila. An even more considerable treasure of im-
ported objects of art, including Syrian glass and Roman metal and stucco sculpture, was
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unearthed at Begram in Afghanistan. The importance of all these finds was a confirma-
tion of the intimacy of the relations, commercial and cultural, between Gandhira and
the Roman West.

Although the presence of this material in a way provides a, properly speaking, Hellen-
istic background for Gandhara art, it was unquestionably the introduction of bands of
foreign workmen from the eastern centres of the Roman Empire that led to the creation
of the first Buddhist sculptures in the Peshawar Valley. It is not difficult to find in all
collections of Gandhara sculpture fragments resembling Roman workmanship of all
periods, from the time of the Flavians, Kanishka’s contemporaries, to the very last style
of Roman sculpture of the fourth century, usually designated as Late Antique. It may cer-
tainly be assumed from this evidence that, from the days of Kanishka until the end of
Buddhism and its art in north-west India and the Punjab, the practice of importing
foreign artisans continued. It must be necessarily supposed, however, that the vast major-
ity of the sculptures are by native craftsmen following these successive waves of foreign
influence.

Although the subject-matter of Gandhara art is predominantly Buddhist, many of the
motifs discernible in the sculptures are of either western Asiatic or Hellenistic origin.
Such Mesopotamian motifs as the Persepolitan capital and merlon crenellation, and fan-
tastic monsters like the sphinx and gryphon, had already been assimilated by the ancient
Indian schools. Other forms, such as the atlantids, garland-bearing erotes, and semi-
human creatures like the centaur, triton, and hippocamp, were all part of the repertory
of Hellenistic art introduced by the Romanized Eurasian artists in the service of the
Kushan court.

What we refer to as Gandhara art — that is, the sculpture of the Peshawar Valley dedi-
cated to Buddhism - probably had its beginnings in the later decades of the first century
A.D. under the patronage of the first Kushan emperors to rule in north-western India.
The earlier theory that a school of Hellenistic art in Bactria was responsible for the be-
ginnings of the Gandhira school has evaporated like the whole mirage of Bactrian civil-
ization. As has been noted, no Greek art existed in Bactria beyond the coins.

The chronology of the sculpture of the Peshawar Valley still remainsa vexing problem,
owing largely to the absence of any definitely datable monuments. A number of pieces
of sculpture do bear inscriptions with a reckoning in years of an unspecified era.? It is,
however, possible to arrive at a tentative chronology for this material; especially with
the help of monuments datable by reference to the works of Roman art which they
closely resemble. Among the earliest examples is the famous reliquary of King Kanishka,
which bears a date from the first year of the rnler’s reign (Plate 384). Like all Gandhara
primitives, its style is a mixture of the archaic formulae of the early Indian school com-
bined with iconographical borrowings from the West, such as the garland-bearing
erotes circling the drum of the casket. The stucco sculptures ornamenting the base of
Kanishka’s pagoda, Shah-ji-ki-Dheri, belonged to the same style and period.

The carliest Buddhas datable by inscriptions belong to the second and third centuries
A.D.1° They reveal a style of drapery clearly derived from Roman workmanship of the
Imperial Period. The very latest examples from such Afghan sites as Begram, the ancient
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Kapia, have the drapery reduced to a net of string-like folds, very much in the manner
of the sculpture of Palmyra on the trade route to the Mediterranean.!! The proportions
of the body have a ratio of five heads to the total height, exactly as in late Roman and
Early-Christian sculpture. The soft, effeminate Apollonian facial type of the early
Buddha statues gradually assumes the mask-like, frozen character of Late Antique sculp-
turc that prevails over the Roman world from the third to the fifth centuries A.p.

The Gandhara school is usually credited with the first representation of the Buddha
in anthropomorphic form. The portrayal of Sakyamuni as a man, rather than as a sym-
bol, probably is linked with the emergence of devotional sects of Buddhism at the time
of Kanishka’s Great Council. The quality of bhakti or devotion in the later Buddhist
sects demanded a representation of the master in an accessible human form.1? The earliest
Buddha images were a compound of iconographical and technical formulae adapted by
the foreign sculptors from the repertory of the Late Antique world. Images of this type
appear on Kanishka’s coins (Plate 30, Figure 1), one may imagine, as part of this sover-
eign’s propagandizing of the Buddhist religion. These representations, like those on
Kanishka’s reliquary (Plate 38a), are in a way abstract or simplified by reason of their
small size, so that it is impossible for us to say that they are ‘conventionalized’ deriva-
tions from some supposedly pre-existing naturalistic or Greco-Roman type. In Gandhara
the translation of Buddhist iconography into ready-made foreign patterns is essentially
the same process that took place in the formation of Early Christian art, so that it is not
surprising in the earliest Gandhira Buddhas to find Sakyamuni with the head of a Greek
Apollo and arrayed in the pallium or toga, carved in deep ridged folds suggesting the
Roman statues of the period of Augustus. In exactly the same way the earliest represen-
tations of Christ show him with the head of the Greek sun-god and dressed in the garb
of the teachers of the ancient world.13

The analysis of any typical Gandhara image will reveal the indebtedness to prototypes
in the repertory of Roman art in the first century A.p. We may select the image of
Buddha, formerly installed in the Guides” Mess at Hoti Mardan, near Peshawar (Plate
31). The resemblance of the head, with its adolescent features and wavy hair, to the
Apollo Belvedere is immediately apparent. As in countless other Gandhara images, the
cranial protuberance or ushnisha has been disguised by an adaptation of the top-knot or
krobylos of the Greek sun-god (Plate 32). The only reliance on the descriptions of the
magic marks or lakshand appropriate to a Buddha is to be observed in the elongated ear-
lobes and the definition of the urna or ‘third eye” between the brows. Even the pose of
this image with the Praxitelean déhanchement of the body beneath the robe might have
been borrowed from the Greek Apollo type. The over-garment itself, recognizable as a
representation of the Buddhist mantle or sanighati, is carved in a manner extremely sug-
gestive of Imperial draped statues of the first century A.D. in Rome. The entirely success-
ful realization of the mantle as a free-standing voluminous substance scparate from the
body beneath, and the definition of the folds in a system of deeply carved parallel swags,
arc immediately reminiscent of such familiar Roman prototypes as the statue of Augustus
from Prima Porta in the Terme Museum at Rome. The statue from Mardan belongs to
the most Classic phase of Gandhara sculpture, and might be dated in the late second
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century A.D. It illustrates the process repeated in countless other Buddhist images and
narrative reliefs, in which the foreign craftsmen responsible for the initiation of this
school adapted the Roman iconographical and technical methods to meet the require-
ments of their Kushan Buddhist employers.

The florescence of the Gandhira school, as far as stone sculpture was concerned, was
extremely short-lived, and there is reason to believe that as early as the third century
stucco sculpture almost entirely replaced the earlier carving in slate. Some late examples
of Gandhira Buddhas in stone have been found, however, in centres where the school
survived the Sasanian invasion of A.D. 241.1* A typical illustration is the Buddha of the
Great Miracle, from Begram in Afghanistan, a picce that reveals the transformation of
the Classical style of the sccond and third centuries into an approximation of the stand-
ards and techniques of Late Antique art in the twilight of the Roman West (Plate 33).
Probably this is an entirely parallel development. The Oriental tendencies that are usually
credited with the breakdown of the humanistic style of the West are here represented
by Indian iconographical and technical concepts. The now completely un-Classical ap-
pearance of the Begram Buddha is to be explained by the replacement of foreign by
native Indian talent. The whole figure is more hieratically and less humanistically con-
ceived, and so in a sense is more in conformity with the truly Indian ideals of the reli-
gious image. The Apollonian face of carly Gandhira Buddhas has taken on the mask-like
character of the heads of Indian images of earlier schools. The face is spheroid, and
to it the individual features are attached, with only a schematic suggestion of their
organic relationship. The formerly voluminous drapery has been reduced to a system of
strings or ridges. This reduction of the Classical garment to a linear formula is perpetu-
ated in later Indian schools of sculpture and spreads even to the Buddhist sculpture of
China and Japan.'s Iconographically, this relief is interesting because it reveals the de-
velopment of a new tendency whereby the enormously enlarged figure of the Buddha
with appropriate gestures and attributes stands for the event illustrated and replaces the
carlier narrative treatment of such scenes. _

Much more of a real invention than the standing image of Buddha was the representa-
tion of Sikyamuni seated with his legs locked in the characteristic yoga posture. There
was no Classical precedent for such a representation, so that, perforce, the conception
had to be based on the observation of actual models, combined with the Eurasian sculp-
tor’s repertory of late Classical types and techniques.1

A typical example of the seated Buddha of the Classical type is the relief from the
monastery of Takht-i-Bihi, formerly in the Ethnological Museum at Berlin (Plate 34).
The word ‘relief” here is advisedly used, because, even though they suggest the full
round when viewed frontally, neither this nor any other Gandhira Buddha is executed
in the round. Probably for the reason that they were meant for installation in the niches
of Buddhist chapels, Gandhara images are generally left entirely flat and unfinished at the
back. The present seated figure is stylistically the exact counterpart of the image at Mar-
dan. Here is the same Apollonian facial type, and the deeply pleated drapery reminiscent
of Roman workmanship of the first century a.p. Although in the present instance there
is some suggestion of the presence of an actual body beneath the mantle, the seated
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Buddha type in Gandhara quickly degencrates into a completely inorganic formula in
which the head and trunk of the figure are placed on top of a bolster-like shape intended
to represent the folded legs.

Since even the best of the seated Gandhara Buddhas are no more than a representation
ofa draped Greco-Roman adolescent in an unusual pose, it is casy to sec that the human-
istic Classical formula was entirely inadequate to the task of portraying a personage im-
bued with the ecstatic inner serenity of yogic trance. The Gandhira sculptor has only
established the type and form of the anthropomorphic Buddha. It remained for later
generations of Indian sculptors to suggest by appropriately abstract and ideal means the
pent-up, dynamic force and self-contained power of the Enlightened One.

In addition to the origin of the Buddha image, the Gandhira school is probably to
be credited with the invention of the Bodhisattva type (Plate 35). The first of these
images were most likely all intended as representations of Prince Siddhartha; that is, the
Buddha Sakyamuni while still a Bodhisattva. The type of royal figure arrayed in all the
finery of a contemporary Indian Rajah is essentially the same as had been used in the
Maurya and Sunga Periods for representations of yakshas. The Gandhira Bodhisattvas
are all shown wearing turbans, jewellery, and muslin skirts — a costume that is certainly a
literal adaptation of the actual dress of Kushan and Indian nobles. The jewellery of these
royal statues may be duplicated in the finds of Hellenistic and Sarmatian gold unearthed
at Taxila and elsewhere. The style of these Bodhisattva images is a mixture of techniques
of Western origin, so that, for example, the stiff swallow-tail folds of the dhoti are ob-
viously an adaptation of the neo-Attic style that flourished in Rome under Hadrian, and
the carving of the faces varies from imitation of Roman models to a rigid and hard pre-
cision suggestive of the grave figures of Palmyra.

Another definite borrowing from Roman art in the Peshawar Valley was the method
of representing the story of the Buddha legend in a series of separate episodes, in much
the same way that the pictorial iconography of the Christian legend was based on the
approved Roman method of portraying the carecrs of the Caesars by a number of dis-
tinct climactic events in scparate panels. It will be noted that this is a distinct break from
the device of continuous narration that was inevitably employed in the ancient Indian
schools.

The Gandhira reliefs show no less stylistic variety than the statues of Buddhas and
Bodhisattvas. They reveal once again a dependence on Roman and Indian art of many
different periods: certain reliefs in which figures of definitely Classical type are isolated
against a plain background are reminiscent of the Augustan revival of the Greek style
of the Great Period; others, in which complicated masses of forms are relieved against a
deeply cut, shadowed background, display the method of the early Andhra relicfs at
Saiichi which in a way approximates the ‘illusionism” of Roman relief of the Constantin-
ian Period. Gandhira relief sculpture owes its rather puzzling character to the fact that
it is technically an impossible mixturc of archaic and developed styles of carving: the
narrative method and conceptual point of view of the old Indian schools combined with
the illusionistic spatial experiments of Roman art of the Imperial Period.

The first type of relief may be illustrated by a steatite panel of a stair-riser from a
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Gandharan monastery (Plate 36). The subject is presumably the Presentation of the
Bride to Prince Siddhartha. The carving is characterized by the isolation of the figures
against a plain background, although the forms themsclves are related one to another
by their postures and gestures. These features, together with the fully rounded carving
of the individual forms, remind us of Augustan reliefs from the Ara Pacis and other ex-
amples that are ultimately based on the Greek relief style of the fifth century B.c.17 It
may well be that this relief and many others in the same style — some with actual pagan
subject-matter — should be considered the very earliest examples of the Gandhara school,
and that only somewhat later was this type replaced by imitations of the more typically
Roman illusionistic manner.18

A typical Gandhira relief that illustrates the more complicated aspects of the style is a
large panel, nearly two feet high, representing the Nirvana of Buddha (Plate 37). At first
glance it might almost be mistaken fora Roman carving of the time of Septimius Severus.
The many ticrs of figures emerging from the depths of the shadowed background are
obviously carved in such a way as to provide a very rich and dramatic contrast in light
and shade. The relief is a perfect illustration of the strangely unhappy stylistic mixture
resulting from the combination of the technically advanced and realistic methods of
Roman craftsmanship and the essentially archaic and conceptual point of view of the
native Indian tradition. The whole is a strange combination of the illusionistic depth and
dramatized chiaroscuro of Roman relief combined with the old intuitive method of in-
dicating spatial perspective by placing the consecutive rows of figures one above the
other that we have already scen at Safichi and elsewhere. Another distinctly non-Indian
feature is the violent expression of emotion, not only the gestures, but the facial contor-
tions of many of the figures emphasizing their gricf at the Lord’s demise. This concern
with the expression of pathos and inner feeling, suggestive of the so-called barbarian
sarcophagi of third-century Roman art, comes to be exploited to an even greater extent
in the final or * Gothic’ phase of sculpture in Gandhara. A final illustration of the irrecon-
cilable mixture of Classical humanism and the iconographical demands of Buddhism
may be discerned in the figure of the dying Buddha himself. According to the ancient
principle of hieratic scaling, the figure is enormously larger than the forms of the
mourning disciples. This dualism becomes the more apparent when we realize that the
form is not really conceived of as a reclining body at all, but, like Western medieval
tomb effigies, is simply a standing Buddha type placed on its side. This pancl is probably
to bedated in the heyday of foreign workmanship in Gandhara, in the latesecond or early
third century a.p.1?

We are probably safe in concluding that, whereas in the early centuries of Gandhara
sculpture the favourite medium for carving was the blue schist and green phyllite of the
region, stucco or lime-plaster was employed for sculpture as early as the first century
A.D., and by the third century a.p. had largely replaced stone as the material for the
decoration of stupas and viharas. The malleable nature of this medium made for a free-
dom of expression that eluded the carvers of the intractable slate. Both stone and stucco
images were originally embellished with polychromy and gold leaf. The use of stucco
for architectural decoration had its origin in Iran, and it may well be that the Sasanian
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invasion of A.D. 242 was responsible for the late, almost universal employment of stucco
inall Gandhara. Although the famous Afghan site of Hadda has become world-renowned
as a centre of late Gandhara sculpture, it should not be overlooked that there are many
fine specimens in stucco from such north-west Indian sites as Taxila, Sahri-Bahlol, and
Takht-i-Bihi near Peshawar. In the last centuries of the Gandhara school it is difficult to
make any distinction in either style or technique between the sculptures of the Kabul
Valley, the Peshawar region, and the religious establishments of Taxila in the Punjab.

The sculpture of Gandhira seems to confirm the testimony of the Chinese pilgrims on
the predominance of the Hinayana sect of Buddhism.20 The subject-matter of the single
statues is for the most part restricted to representations of the mortal Sikyamuni and the
Buddha of the Future, Maitreya. The reliefs, with the exception of Bacchanalian scenes
and other snbjects of Hellenistic origin, are devoted entirely to illustrations of the life of
Buddha and the legends of his earlier incarnations. A number of statues identifiable as the
Bodhisattva Avalokitesvara and reliefs with multiple Buddha images may be taken as the
carliest examples of Mahayana Buddhist sculpture.

Undoubtedly there was at one time a great corpus of Gandhara sculpture in metal, of
which only a few small statucttes survive: There are, however, even more interesting
survivals in this medium: from the early decades of the nineteenth century, when trea-
sure-hunters and amatcur archacologists first began to open the stupas or topes of north-
western India and Afghanistan, there have come to light a number of reliquaries con-
taining corporeal fragments of Buddhist saints, some of which are of considerable im-
portance for the history of art in this no-man’s-land between East and West. The official
excavation of the ruins of the principal stupa of King Kanishka at Shah~ji-ki-Dheri, near
Peshawar, resulted in the discovery of what is believed by many to be the actual metal
relic box deposited by this greatest of Kushan sovereigns. The object itself is a round
pyxis, made of an amalgam of precious metals (Plate 384). It bears an inscription that has
been interpreted as referring to the first year of Kanishka's reign. The ornamentation of
the lower band of the drum consists of representations in relief of garland-bearing erotes
and a Kushan sovereign, presumably Kanishka, between the divinities of the sun and
moon; on the side of the lid is a zone of geese or famsa, emblems of the spread of Bud-
dhism. To the top of the cover are fastened frec-standing statuettes of the Buddha,
flanked by Indra and Brahma. The style of these images in the round and of the reponssé
reliefs is extremely crude, and more closely related to imitations of Gandhara sculpture
at the Kushan capital of Mathurd; so that, actually, the reliquary might have been im-
ported to Peshawar.2l The most Classic feature of the object is the Greck name of the
maker, Agesilas, who was probably a Eurasian in the employ of the Kushan court.

An even more interesting fragment of Gandhara metal-work is the so-called Bimarin
reliquary in the British Museum (Plate 388). It is a round box of pure gold reponssé, in-
laid with rubies. This also was a container for fragments of Buddhist relics. It in turm was
enclosed in a stone box, when discovered by that pioncer in Indian archacology, Charles
Masson, in the ruins of a stupa at Bimaran near Jelalabad in Afghanistan.?? From the fact
that a number of coins of the Saka ruler, Azes, were found with the reliquary, it used to
be assumed that the casket must be dated in the first century B.c. Deposits of coins,
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however, arerather unreliable for purposes of dating, since theycould have been and often
were inserted long after the burial of the relics. Stylistically, this little piece of metal-
work provides very valuable evidence for the dating of the Gandhara style and its
origins. The decoration of the reliquary consists of a band of cusped niches enclosing
figures of Buddha, flanked by Indra and Brahma, just as on the Early Christian sarco-
phagi we find a trinity of Christ revered by Saints Peter and Paul. This combination of
figures and architectural setting, described by Focillon as ‘hontme-arcade’, is not found in
Roman art before the Sidamara sarcophagi of the second century a.p. This character-
istic motif of Late Classical decoration is repeated endlessly on the drums and bases of
stupas in north-western India and Afghanistan. All these examples obviously can be no
carlier than the third century a.p. The style of the figures on the Bimarin reliquary,
with their voluminous Classical mantles, likewise corresponds to the most Western type
of Gandhira sculpture of the late second and early third centuries A.p. - the style most
closely related to Roman prototypes of the first and second centuries a.p. It should be
noted, however, that the arches of the arcade are not in the least Classical, but have the
familiar ogee form of the chaitya window.

Probably owing to its political isolation from India proper and the maintenance of con-
tinuous contacts with centres of artistic activity in the Roman West, Gandhira art en-
joyed a greater longevity and also maintained a monotony of expression unlike that of
any other Indian school. It is the very repetition of type and techniques over a period of
nearly five centuries that makes any kind of chronology on a stylistic basis so very diffi-
cult. In so far as one can be didactic about this problem, it can be stated that the school
reached its highest point of production and aesthetic effectiveness in the second and third
centuries A.D., the period coinciding with the closest contacts with the Roman world.23
In the last centuries of its existence the style becomes closer to the orientalized style of
production of the Eastern Roman Empire, in which the old Oriental tendencies towards
frontality, abstraction, and hieratic scaling were beginning to assert themselves over the
humanistic Classical forms of carlier times.

Presumably the disastrous invasion of the White Huns in the sixth century put an end
to all further productive activity in Gandhira beyond the execution of repairs on such
monuments as survived this raid. The Chinese pilgrim Hsilan-tsang’s account of the
ruined monasteries that greeted him everywhere in the Peshawar Valley is probably an
accurate description of the terrible desolation of this once flourishing Buddhist centre.
The final chapters of Gandhira art have their setting, not in Gandhara, but in Kashmir
and such remote centres as Fondukistan in Afghanistan, where artistic activity continued
at least as late as the seventh century A.p.

The architecture of Gandhara reveals the same compound of Classical and Indian de-
coration and technique as has been exemplified by the sculpture. It must be remembered
that, like the sculpture, the history of architecture in Gandhara is in reality a separate,
foreign interlude in the development of Indian art. A twenticth-century parallel suggests
itself'in the attempt of the deposed Afghan King Amanullah to foist European styles on
his country: his gutted palaces at Jelilabid, the villas standing deserted and ruinous amid
the flower-bedsat Dar-ul-Aman near Kabul are a modern repetition of the Kushan policy
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of importing foreign styles. Anyone who has seen these melancholy relics of imitations
of Sans Souci and Swiss chalets can appreciate how strange and unacceptable to Indian
ideals the Romanized architecture of Gandhara must have appeared.

The carliest examples of architecture in this region are the buildings in and around the
ancient city of Taxila, notably the site of Sirkap, which was the capital of the Greck and
Saka-Parthian sovereigns who ruled in the Punjab before the advent of the Kushans.
Only the ground plan of the royal palace at Sirkap survives. It reveals an arrangement
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Figure 8. Palace at Sirkap, Taxila: Plan
1. Halls of Audience 2. Women’s Quarters 3. Private Court and Men’s Quarters

not unlike that of the ancient palaces of Mesopotamia, with a division into the king’s
apartments, audience chambers, and harem (Figure 8). The foundation of an interesting
structure on the main street of Sirkap is characteristic of the partly Greek, partly Indian
culture of the first century B.c. This is the so-called Shrine of the Double-headed Eagle
(Plate 394). It consists of a square base that at one time supported the hemispherical
dome of a stupa. The principal fagade is faced with blocks of the local kanjur stone (a
variety of porous sandstone). It is ornamented with pilasters of a composite type, and
between these pilasters are reliefs of architectural monuments, including a representation
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ofa Classical pedimented aedicule, a torana or Indian gateway, and a chaitya arch. On the
summit of the last is a double-headed eagle, from which the shrine derives its name. The
use of the engaged order is, of course, suggestive of Roman precedent. But the capitals
themselves are completely non-Classical, and even debased in proportion.

The only building at Taxila witha plan remotely approximating a Classical shrine is
the so-called Fire Temple at Jandial. The plan is that of a peripteral temple in antis
(Figure 9). Originally, there were four Ionic pillars between the antae; behind this, a
room corresponding to the cella, and a second apartment corresponding to the inner
shrine of the Parthenon. The outer circumference of the temple consisted of rubble
masonry piers spaced at regular intervals in a manner suggesting the colonnade of a
Greek temple.?# Actually, the plan corresponds much more closely to the plans of the fire
temples of Iran in the Achacmenid and Parthian Periods. That the sanctuary may have
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Figure 9. Temple at Jandial, Taxila: Plan

been dedicated to Mazdaean worship is suggested by the absence of any kind of imagery
and by the presence at the back of the shrine of a platform, perhaps originally supporting
a wooden fire-tower. The Ionic columns of the portico are built with drums in accord-
ance with the Greek method (Plate 398). The capitals and bases approximate late Greek
provincial examples of the order and confirm the dating of the temple in the time of
Parthian supremacy at Taxila (c. 50 B.C. to A.D. 65).

The principal contribution of Gandhira to architecture was in the development of
buildings dedicated to the Buddhist religion. We may take as an example the vihara at
Takht-i-Bahi, an isolated site not far from Peshawar, near the supposed location of the
capital of the Parthian Gondophares (Plate 40). The basis of the plan is a series of con-
nected courts open to the sky, surrounded cither by cells for the accommodation of the
monks or by niches to house the devotional objects of the monastery (Figure 10). Larger
chambers served as assembly halls or refectorics. Some of the outdoor enclosures are
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crowded with stupas of varying sizes, the gifts of individual donors, clustered around a
larger stupa that contained the principal relic of the establishment. The buildings at
Takht-i-Bahi, like their counterparts at Taxila and elsewhere in Gandhira, are con-
structed of stones of varying sizes arranged in a diaper fashion. Certain clements, like the
heavy, overhanging cornices of the niches, are obvious imitations of prototypes in
thatch. We must imagine that originally the entire surface of this stone fabric, together
with the statuary it housed, was covered with a heavy layer of lime plaster, richly poly-
chromed and gilded.

Large Chamber
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Figure 10. Monastery at Takht-i-Bahi: Plan

The stupa in Gandhira marks the gradual elaboration of the primitive types known at
Sanichiand Bharhut. Thiselaboration takes the form of the all-over sculptural ornamenta-
tion of base, drum, and hemispherical dome. Especially notable is the greater emphasis
on the superstructure. Not infrequently the Gandhara stupas have an attenuated, tower-
like appearance, whereby the height of the finial dwarfs the size of the base and dome;
and it is highly likely that from such models the carliest pagodas of China were devel-
oped. Asan example of this architeetural type in Gandhara, the Ali Masjid stupa in the
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Khyber Pass may be taken (Plate 414). The illustration shows the monument immedi-
ately after excavation and before its figural decoration was demolished by iconoclastic
Pathan tribesmen. This monument, originally more than forty feet high, is character-
istic of even larger Gandhira stupas in its clevation, consisting of two square bases, a
drum, probably originally in two storeys, and surmounted at one time by the usual
superstructure of harmika and finial of tiered umbrellas. The ornamentation of the fagade
is the combination of Indian and Classical elements so universal in every aspect of Gand-
hara art. Supporting the second storcy of the basement are caryatids in the shape of
crouching yakshas and lions. The principal scheme of decoration consists of a stucco re-
vetment of arcades attached to the fagade. These arcades on bases and drums alike consist
of chaitya arches supported on stubby balusters framed in debased Corinthian pilasters.
The effect recalls the ornamentation of the Bimaran reliquary, and is ultimately derived
from the engaged orders of Roman architecture. This architectural ornament is carried
out entirely in lime plaster attached to the core of the stupa, which was constructed of
the usual mixture of boulders and small stones. The sculpture installed in the niches of
the Ali Masjid stupa comprised a heterogencous assortment of Buddha and Bodhisattva
images — not arranged, apparently, according to any unified iconographic scheme, but
representing only different aspects of the deified Buddha of the Mahayana faith. This
relic mound is characteristic of Gandhira in the elaborateness of its decoration, applied
now to the stupa, and not to its surrounding railing. The architect’s interest in greater
height is suggested by the repetition of the storeys of the base and drum.

The most famous stupa in Gandhara, a veritable Buddhist wonder of the world, was
the great tower raised by King Kanishka in Peshawar. Excavations at the site of Shih-
ji-ki-Dheri have revealed a massive square platform richly decorated with stucco images
of the Buddha, and with staircases leading to an upper level. According to the description
of the Chinese pilgrim, Sung Yiin, who visited the site in the sixth century A.p., the
superstructure was built of ‘every kind of wood” and the monument in thirteen storeys
rose to a height of scven hundred feet; it was dominated by an iron mast supporting
thirteen gilded copper umbrellas, an element which, through its attraction of lightning,
led to the destruction of the tower.25 Oue may gain some idea of its original appcarance
from the miniature stupas of tower-like proportions found at Taxila and elsewhere
(Plate 418).26

Although, as we have already seen, the Ionic order was used in buildings during the
Parthian period at Taxila, Corinthian is almost universally employed in the structures
erected during the Kushan era. The Corinthian capitals of Gandhara have their nearest
prototypes in Roman provincial examples in Syria and Palestine. Thereisnothing organic
about the arrangement of leaves and helices; even the calyx cups from which the spiral-
ling fronds emerge in Classic Corinthian have disappeared. In certain examples (Plate 424)
such an application of acanthus leaves to a form recalling the ancient Indian bracket type
of capital results in a complete loss of the basket-like shape of the Corinthian. In many
examples of Gandhira Corinthian capitals figures of Buddhas and Bodhisattvas are intro-
duced into the foliage, a combination of elements suggestive of the Composite form of
Roman order. Indeed, the predominance of the Corinthian order, together with an
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almost total absence of the Doric and Ionic in Gandhara architecture of the Buddhist
period, is one of the strongest arguments in favour of the entirely Roman origin of the
whole school.

Sir John Marshall has attempted to establish a chronology for Gandhara architecture on
the basis of the types of masonry found in buildings of consecutive strata at Taxila. The
buildings of the Parthian Period, like the temple at Jandial prior to the Kushan occupa-
tion in the first century A.p., have their walls constructed of rubble, a heterogeneous
mixture of large and small stones (Plate 398). This type was replaced in the carliest
Buddhist structures by a variety of diaper-patterned rubble with the interstices filled
with small stones or snecks (Plate 428). In the latest types of Gandhira buildings at Taxila,
dating from the third century and later, this method was improved by introducing
courses of precisely cut ashlar masonry alternating with layers of rubble. None of these
different types of construction was meant to be seen. They served only as a base or a
core for an outer decoration of polychromed stucco.
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CHAPTER 10

ART UNDER THE KUSHANS
II. MATHURA: THE INDIAN PHASE

THE completely Indian art created at Mathura (modern Muttra) on the Jumna River in
the early centuries of the Christian era, unlike that of Gandhara, did not appear as a sud-
den outburst of creative activity inspired by Kushan patronage. It may be properly re-
garded as an outgrowth of the ancient Indian schools: inscriptions and fragments of
sculpture take the history of Mathuri as a centre of religious art back to ¢. 200 B.c.; a
number of dated fragments from the early first century A.D., mostly from Jain monu-
ments, are the stylistic equivalent of some of the more advanced works at Bharhut. The
great period of Mathura’s florescence coincides with the great century of Kushan rule
under the reigns of Kanishka and his successors (¢. A.D. 144-247), and is thus exactly con-
temporary with the school of Gandhara. The city continued as an important religious
and artistic centre in the Gupta Period. The sculptured decoration of the religious estab-
lishments at Mathurd, from pre-Kushan times through the Gupta Period, was all carved
from the red sandstone quarried at Sikrd, near the Kushan capital. This is an exceedingly
ugly stone, frequently marred by veins of yellow and white, so that streaks and spots of
these lighter colours disfigure the surface. For this reason, there can be little doubt that
the whole carved surface was originally covered with a concealing layer of polychromy
or gilt.

Before examining the specimens of purely religious art, it will be uscful to consider a
group of portrait statues separated in style both from the Gandhara school and the native
techniques of Mathurd. This group of statues consists of portraits of Kanishka, his pre-
decessor, Wima Kadphises, and a Kushan satrap, Chashtana, who ruled in Sind. Given
their intimate connexion with the royal patrons of Buddhism in northern India and their
autonomous stylistic character, these effigies make an interesting starting point for the
consideration of the contribution of the school of Mathura. All the portraits were found
together in the ruins of a structure that presumably was exclusively devoted to a royal
cult.1 It should be emphasized first of all that, although representations of donors, typical
rather than realistic in character, do occur on Gandhira reliefs, these are the sole examples
of portrait sculpture known in ancient India.2 This factor alone suggests a forcign in-
fluence behind their manufacture and installation. Probably this influence is to be traced
to the Kushans’ knowledge of the Roman practice of erecting likenesses of the deified
Caesars or the Parthian commemorations of mortal sovereigns. From the stylistic point
of view, the latter possibility seems more probable. The statue of Wima Kadphises,
dated in the sixth year of Kanishka's reign (a.p. 134 or 150), represents the ruler scated
on a lion-throne, wearing the short tunic and heavy felt boots so familiar on the coin-
portraits of these same Kushan kings (Plate 43). Only the breadth of shoulders and
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fullness of the form suggest a continuation of the Indian figure style. The image has a
massiveness and crudity immediatcly suggestive of fragmentary Iranian portrait-statuesof
the Parthian Period published by Herzfeld. It might be mentioned, too, that the precise
carving of the ornamental border of the cloth draped over the throne reveals an almost
exact copy of the designs of woven silks from Palmyra — one more indication of the
close commercial and cultural links between the Kushan Empire and the West.

The companion statue of Kanishka (Platc 44) is identified by an inscription cut across
the bottom of the mantle: “The great King, the King of Kings, His Majesty Kanishka’.
The statue shows the monarch standing rigidly frontal, his hands resting on sword and
mace. The statue is headless, but the resemblance of the whole to the likeness of Kanishka
on his coins is so close that one could reconstruct the image by adding the massive beard-
cd head with peaked cap that we invariably see in the coin-portraits (Plate 30, Figures ¢
and 11). Kanishka in this official statue is clad in a stiff mantle and heavy, padded boots of
a type still found in Gilgit. This costume, so entirely unsuited to the heat of Mathura, was
perhaps assumed for ceremonial purposes, since it is a dress imported from the homeland
of the Kushan invaders. No effigy of an Assyrian king or Roman Caesar gives a stronger
impression of authority and power than this image of the conqueror from the steppes, an
cffect conveyed by the arrogant pose and the hieratic, almost idol-like rigidity of the
form. The image is rather like a relief disengaged from its background with no suggestion
of three-dimensional existence. It consists of hardly more than a stone slab carved into the
silhouette of a cloaked figure. The whole emphasis is on the eccentric silhouette provided
by the sharp and angular lines of the military mantle, exactly as in the coin-portraits of
the same ruler. The indication of drapery consists only of crudely incised serpentine lines
across the front of the skirt, and the sole suggestion of Indian workmanship might be
discerned in the careful rendering of the makara head of the sovereign'’s mace. One is left
with the feeling that the primitive and crude quality of these portrait statues is perhaps
partly due to the Indian workman’s complete unfamiliarity and lack of sympathy with
this form of art: without the systems of proportion and tradition that determined his
operations in carving Buddha images, he could produce only the crudest ideograph of a
portrait.

The sculptors of Mathuri undoubtedly deserve credit for creating the earliest, entirely
Indian representations of the Buddha. Whether these statues are earlier, or later, or
exactly contemporary with the first Gandhara Buddhas is a question that has been dis-
cussed a great deal but is of little real interest, except for those determined to establish a
chauvinistic priority for the entirely Indian type evolved at Mathura.

What was presuniably one of the very first images of Buddha to be carved at Mathura
is a more than life-sized standing figure found at Sarnith (Plate 45). It bears an inscrip-
tion noting its dedication by a certain Friar Bala and a datc in the third year of Kanishka,
corresponding to either A.D. 131 or 147. The statue represents Sakyamuni standing
erect, his feet firmly planted, the right hand raised in the gesture of reassurance, the left
on the hip supporting the folds of his robe. It has been suggested that he is shown as a
Bodhisattva, rather than Buddha, since the figure is nude to the waist and wears the
characteristic Indian dhoti. The massive proportions of this and related figures of the
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same type, its connotation of weight and expansive volume, as well as the dress, clearly
link it to the colossal yaksha statues of the Maurya Period. The carving of both flesh and
drapery is much more subtle; although greatly simplified and still represented by the
archaic technique of incised lines, the carving of the drapery suggests not only texture
but the existence of the stuff as a volume separate from the form it clothes. The subtle
rounding and interlocking of the planes of the torso contrive to give a suggestion of the
warmth and firmness of flesh and, as in the Harappi torso, a powerful feeling for the
presence of the inner breath or prana.

When it came to the carving of the Buddha image, Indian sculptors were no longer
able to depend on the kind of loving reporting of surrounding nature that gives the early
Indian sculptures such an extraordinary vitality; the nature of the subject — the Buddha
already conceived of as a transcendant personage, one who had passed beyond Nirvana -
almost forced a reliance on preconceived ideals of divine beauty and a dependence on
certain superhuman proportions and attributes which would properly assure the image’s
assuming an appropriately iconic aspect of divine perfection. It is this enforced method
of visualization that bestows such an awe-inspiring and hieratic character on the repre-
sentations of the Great Teacher.

The making of an image of the Buddha involved much more than the mere carving
of a human effigy and designation of it as Skyamuni. While Western art sought to make
an aesthetically beautiful form by portraying human figures which were models of
physical perfection and athletic vigour, Indian art started with abstract spiritual concepts
which had to be translated into physical shape. A proper likeness of the Buddha had to
show his achievement of the final yoga state of serenity and complete mental equili-
brium, and in addition it had to incorporate all the laksani or thirty-two major signs
of superhuman perfection distinguishing the body of a Buddha from those of ordinary
mortals. As ruler of the universe, Buddha assumes the physical emblems or signs, per-
haps originally of astrological origin, which characterize the body of a Mahipurusa or
Great Being and a Cakravartin ot World Ruler. These signs of physical and spiritual per-
fection include the protuberance, or ushnisha, on the skull and the urna or tuft of hair
between the eyebrows; in addition, the body of Buddha is like that of a lion, the legs
are like those of a gazelle, and on the soles of his feet appear two shining wheels with a
thousand spokes. The carving of images on the basis of such descriptions was almost
literally metaphorical, and necessarily imposed certain inevitable abstractions on the
conception of the form.

The Indian maker of images had also to reproduce the mudras or hand gestures that
very carly came to be associated with various actions and events in the career of Sikya-
muni. The earth-touching mudra came to be identified specifically with the Enlighten-
ment; and the so-called wheel-turning gesture stood for the First Preaching at Sarnith.
The most common of all is the abhdya mudra, the gesture of reassurance. This might be
described as a gesture of blessing. Although in early Buddhist art the number of these
mudrs is very limited, the iconography of later esoteric Buddhism enlarged the reper-
tory to include an enormous number of these hand positions to designate the mystic
powers of the countless members of the Mahayana pantheon.
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In the rendering of sacred figures certain fixed canons of proportion made their
appearance at a relatively early period. The unit of measurement, which has no reference
to any actual physical anatomy, is an entircly arbitrary one designed to produce an ideal
rather than a human proportion. This modulus is the thalam, roughly a palm or the dis-
tance between the top of the forehead and the chin, which is divided nine times into the
total height of the figure. These canons of measurement were specifically designed to en-
sure an appropriately heroic stature for the representation of the divinity. Both the sys-
tem and the result of its use are comparable to the invention of a superhuman physical
anatomy for figures of gods in Egypt and Greece of the Archaic Period.

The Indian type of scated Buddha may be found in numerous carly examples from
Mathur3, such as a specimen from Katra in the Curzon Museum at Muttra (Plate 46).
The carving is of the same rather vigorous, often crude type that distinguishes the group
of Friar Bala statues. The treatment of the body in broadly conceived planes, with the
suggestion of the pneumatic distension through prana, is at once apparent. The face is
characterized by its warm, ‘friendly’ expression. Again, as in the standing images, it is
evident that the sculptor has translated into stone the various metaphors or lakshanas:
he is very careful to represent the distinctive magic-marks on the hands and feet. An-
other interesting feature of this relief is that it appears to be an early example of the
trinity in Indian art; the attendants presumably may be identified as Indra and Brahma,
who later are replaced by Bodhisattvas. It seems likely that in origin the trinity motif
stems from a literal representation of the Descent from the Tushita Heaven, with the
Buddha accompanied by the great gods of the Brahmanic pantheon; it needed only a
hieratic isolation of the three figures to produce the first conception of the trinity.5 It
will be noted that, just as in the standing figures of the second century, so in the seated
examples, the Buddha is represented clad only in a dhoti; it is only in the Kushan reliefs,
apparently under Gandhiran influence, that Sakyamuni is depicted with the monastic
robe covering the body; in these the drapery, conceived as a series of string-like ridges or
in overlapping shingle-like pleats, is an evident imitation of the classical drapery of the
Gandhara school.

Nothing could be more striking than the contrast of the typical Gandhira and Ma-
thurd heads reproduced in Plates 32 and 47. Nor could anything more emphatically re-
veal the contribution of the school of Mathuri to Indian Buddhist art. If the ushnisha of
the Gandhara example was disguised by the krobylos borrowed from classical art, this
cranial extension is fully revealed in the Mathura head as a kind of tiered snail-shell struc-
ture. The Gandhira head is a curious mixture of abstraction and realism: the brows and
eyes are modelled with the hard dryness of carving characteristic of Late Antique art,
whereas the lower part of the face is sculptured with apparent concern for the realistic
definition of the structure of the mouth and chin, so that the result is at once mask-like and
inconsistent. The head of the Buddha from Mathura is, on the contrary, completely con-
sistent in the sculptor’s self-imposed abstraction. The individual features are integrated
into the essentially spheroidal mass of the head, and no lingering over exactitude of ana-
tomical detail interferes with the primary concern for the presentation of the solid
volume of the whole. No less than in the bodies of Kushan Buddhas is there a suggestion
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of expansive inner force achieved by the composition of the head as a collection of subtly
interlocking and swelling planes, from the curve of cheek and jowl to the related curva-
tures of eyelids and brows.

In contrast to the cold and often rather vapid expressions of the Gandhara Buddhas,
the faces of the statue dedicated by Friar Bala and other examples from the Kushan
school at Mathura are characterized by an open, radiant expression: the eyes are fully
open, the checks round and full, the mouth ample, with lips drawn into a slight smile.
This smile is probably the earliest appearance of the only possible device by which the
Indian sculptor could indicate the inner contentment and repose of the Buddha'’s nature;
in later schools, like the Cambodian sculpture of the Classic Period, it comes to be a kind
of mannerism or cliché. The Indian sculptors employed at Mathurd were much more
orthodox than their Gandhiran contemporaries in their representation of the various
lakshana: in the Sarnath statue, although the individual curls are not shown, the hair is
indicated as cut short and forming a sort of cap on the skull; the lion-shaped torso, the
tapering arms and legs, all correspond to the textual descriptions of the Buddha’s super-
human anatomy. In most Mathuri images, like the seated figure from Katra, the
carvers scrupulously represent the marks of the wheel, triila, etc., on the palms and
soles. The general impression given by the Samath statue — grandiose, weighty, and yet
characterized by a certain athletic litheness — marks the gradual development of the In-
dian ideal of physical beauty that reaches its mature cxpression in the work of the Gupta
Period.

The architecture of Mathura was so thoroughly demolished by the Islamic invaders of
Northern India that it is impossible to select any one building as typical of Kushan
times. Characteristic types like the stupa were presumably only an elaboration of earlier
forms: at Mathura the relic mounds were surrounded with the usual railing, the uprights
of which were generally carved in high relief with representations of yakshis of a flam-
boyance and sensuality of expression surpassing anything known in the art of earlier
periods (Platc 48a and 488). In their provocative and frank display of the beauties
and delights of the courtesan’s art, these reliefs mark the culmination of a tendency
already noted in the carvings at Safichi and Bhirhut. Not only is there a thoroughly
convincing suggestion of solidity of form, but the articulation of body and limbs is
achieved with complete mastery and no suggestion of the mechanistic joining of in-
dividual parts that characterized the work of the archaic schools. The figures of the fer-
tility spirits are usually represented in attitudes of violent contrapposto, with the body
broken as many as three times on its axis. This sinuous and moving type of pose, as well
as the eloquent and really flower-like gestures of the hands, suggest very strongly the
active imitation by the carvers of the poses and gestures of the Indian dance. The ques-
tion may well be asked : what is the purpose of such frankly sensuous figures on a Budd-
hist monument? The answer is that possibly they represent a pointed reference on the
exterior of the sacred enclosure to the transitory life of pleasure outside the peace of the
world of Buddha; again, it may be that, like the mithunas of later Hindu art, they
represent an allegory of the desirability of the soul’s union with the divine in the forms
of these beautiful dryads that so actively suggest the desirability of sexual union.
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Although a certain number of Buddha images datable in the second and third cen-
turies A.D. clearly suggest a crude imitation of the Romanized drapery of Gandhara,
there is little indication of any strong Western influence in the art of the southern portions
of the Kushan realm. In the early decades of archacological investigations there were
found in and around Mathurd a number of similar reliefs all representing a nude fat man
being plied with drink by maidens or supported in a complete state of intoxication
(Plate 49a). These were at first identified as Indian representations of the story of
Silenus; it seems much more reasonable to suppose, however, that they are intended to
portray the Paradise of the Yaksha Kuvera, in which eternal inebriation was believed to
be one of the delights of this Buddhist Guardian and his entourage. Since it had become
Kuvera’s function to guard the establishments of Buddhism, the appropriateness of these
Dionysian representations of his kingdom becomes apparent.

At least one Kushan pillar relief shows a positive imitation of a type of Classical divin-
ity, probably for decorative rather than religious reasons (Plate 498). This is the so-called
Herakles with the Nemean Lion, in the Indian Museum, Calcutta. Although the theme
and the Praxitelean déhancherment of the body might be borrowed from some classical
source, the style of the relief is entirely Indian, distinguished by the same gencral traits
of modelling employed in earlier examples of figure sculpture. Here the organic realiza-
tion of the form as a whole is even more marked than in such figures as the Indra at Bodh
Gayi. The body is conceived in thoroughly sculptural terms, with the subtle curvature
of the planes of the muscular anatomy contributing to the wholly Indian feeling of
fleshly warmth and fullness.

Sculpture in relief under the Kushans at Mathura is in many respects an outgrowth of
the styles of the archaic period, although at the same time it is undoubtedly influenced by
innovations from Gandhira, most notably in the inclusion of Buddha in anthropo-
morphic form. Both in the relation of Jataka stories and events from the life of Buddha
the sculptors of Mathurd evolved what could be described as a shorthand manner of
presentation, in which the various episodes are stripped of all details of action and setting,
so that the event is often typified only by the figure of the Buddha in characteristic pose
and mudra. In the example illustrated (Plate 50), the Enlightenment is represented by
the figure of the master in earth-touching gesture and surrounded by the three daughters
of Mara, typifying the Temptation. The Buddha’s First Preaching shows the master
seated with his hand on a symbolical wheel. An interesting iconographical detail shows
us the Nativity of the Buddha, symbolized by the sun-god in his chariot. In the lower
register we see four of the seven Buddhas of the Past; and, as a Bodhisattva, Maitreya,
the Buddha of the Future. Generally, the panels carved at Mathura are not conceived
with that illusionistic depth of cutting distinguishing the Safichi reliefs; the figures and
setting, again suggestive of a Gandhiran device, are isolated against a plain background
with little or no overlapping. It seems more likely that this method of relief carving is a
continuation of the archaic style of Bharhut, rather than an influence of Gandhira reliefs
in the Augustan style. It will be noted that the diminutive figures of the Buddha portray
him in the sanghati or Buddhist mantle in an evident imitation of the draped
Buddha figures of Gandhara.
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A hitherto entirely unsuspected phase of Kushan art was revealed in the course of the
excavations of the Kushan capital at Begram in Afghanistan, the ancient Kapisa, known
to both Classical writers and Chinese pilgrims. There, in the ruins of the palace of Ka-
nishka and his successors, was uncovered a great treasure of Syrian glass, Roman metal
and stucco sculpture, Chinese lacquer, and, of special interest to us at this point, a magni-
ficent collection of fragments of Indian ivory toilet-boxes. All this material was pre-
sumably buried when the Kushan city was destroyed by Shapur I of Iran in A.p. 241.
The ivories from Begram consist of brittle carved plaques that were once attached to the
wooden frames of boxes that have long since crumbled to dust. The variety of subjects
and treatment is immense, and includes types of ancient Near Eastern, Classic, and purely
Indian origin. Some of the largest of the ivory plaques, which originally formed the lids
of cosmetic boxes, are among the loveliest relics of Indian art. The technique is one of
extreme delicacy and sophistication. The individual figures and decorative details are
carved with deeply incised contours providing an enveloping line of shadow for the
forms. The carving is in a kind of rilievo schiacciato, with the most subtle nuances of
modelling, conveying a feeling of roundness to the flattened figures. This exquisiteness of
definition is entirely in kecping with the elegant and aristocratic conception of the
figures. In some of the reliefs, as in the beautiful group of a lady and her handmaid
(Plate s1A), traces of colour still remain on the eyebrows, eyes, nose, and mouth. The
border of this panel is interesting, too. The inner frame consists of a Greek fret; and,
outside this, a wider frame encloses a vine meander, in which we may discern repre-
sentations of a bird and a grotesque combination of a human head and a horse. The
outer border consists of a clearly recognizable bead-and-reel pattern. The subject of the
central panel is a kind of Indian counterpart of the scene of a court lady at her toilet by
the Chinese painter Ku K’ai~chih, in the British Museum. How completely these ivory
carvings belong to the tradition of Kushan sculpture at Mathuri may be illustrated by a
comparison of a female attendant from one of the larger plaques from Begram (Plate
s18) with a yakshi from a railing pillar at Mathura (Plate 488). The pose and accessories
are nearly identical, and only the fuller roundness of the relief in the sandstone maiden
makes her appear heavier than the light and elegant figure of the ivory plaque. Both are
representative of an art that had reached the apogee of perfection both technically and
in the evocation of a gently erotic mood aud provocative sensuality unmatched any-
where in the art of the world. All these figures are almost literal translations into sculp-
tural form of the descriptions of auspicious signs characterizing the forms of beautiful
women in the Briliatsarithita, by the sixth-century writer, Varahamihira. ‘Broad, plump
and heavy hips to support the girdle, and navel deep, large and turned to the right, a
middle with three folds and not hairy; breasts round, close to each other, equal and hard
... and neck marked with three lines, bring wealth and joy.” The tribhanga pose of the
two figures is one found repeated over and over again in countless examples of Indian
sculpture and painting. In both the ivory panels illustrated the whole conception of the
figures has something of the exquisite artificiality of the ballet. The gesture of the hand
of the standing figure cpitomizes the studicd interpretative beauty of the gestures of the
Indian dance. All these panels have a flavour of intimate erotic charm without the least
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vulgarity, which prophesies the romantic genre scenes of the Rajput miniatures. They
illustrate how, when occasion demanded, the Indian sculptor, in his great versatility,
could suggest form through effective moving contour by relief executed almost entirely
in terms of line drawing.

It is only in the accounts of Chinese visitors like Fa Hsien and Hstian-tsang that we
can get any idea of the sumptuous splendour of Buddhist architecture in the days of
Kanishka and his successors. As has been already noted, the temples and monasteries of
Mathuri were reduced to such a jumble of destruction by the Islamic invaders that nota
single structure remains standing or even sufliciently intact to provide a reconstruction
beyond a ground plan.

We have already discussed the famons tower of Kanishka at Peshawar in the previous
chapter. Another Buddhist skyscraper, the foundations of which are linked to the Kushan
Dynasty, is the Mahibodhi temple at Bodh Gaya that replaced a simple hypaethral
shrine erected by Asoka to enclose the bodhi tree. It was built to house an image of the
Buddha at his Enlightenment. The Mahabodhi temple is a rectangular structure support-
ing a tower in the shape of a truncated pyramid; smaller replicas of this central mass echo
its shape at the four comers of the building (Plate 524). When first constructed, the
Mahibodhi temple consisted of a base or podium twenty feet high and fifty feet wide
that served as a support for a single tower rising one hundred and eighty fect above
ground; the subsidiary turrets, according to most authorities, represent a later addition.
Some idea of its original appearance may be gained from a plaque discovered at Patna;6
in this one may clearly discern the arched niche housing the miracle-working statue of
Buddha. The inscription in Kharoshthi script of the second century A.p. is another bit
of evidence suggesting its foundation in Kushan times.” As it stands to-day, the temple
has been altered by restorations by Burmese Buddhists — the last in the eighties of the
nineteenth century. The architectural revetment of the fagade, as well as the statuary
that filled the niches, belongs to the Pila-Sena Period (a.p. 750-1200) of Buddhist his-
tory. In spite of all these changes, it scems reasonably certain that one of the most striking
features of its construction, a series of brick arches and vaults in the main sanctuary, must
have belonged to the original fabric (Plate 528).8 These arches were constructed of
bricks joined with mortar. The bricks constituting the voussoirs were laid flatwise and
made to adhere sufficiently to those behind to enable the builders to complete each arch
or ring without any kind of support or centring. This is a technique that closely re-
sembles the construction of the great arch at Ctesiphon, dating from the period of
Khusrau I; it is just possible that this method of vaulting, so completely un-Indian, was
introduced through the Kushan contacts with Sasanian Iran. It might be noted further
that the original appearance of the Mahibodhi temple, with a great arched niche rising
to the full height of the fagade, must have been distinctly reminiscent of the fwans of
such structures as Ctesiphon and the grotto of Taq-i-Bustan.

It can be stated in all fairness that the Kushans or Indo-Scythians themselves were not
an artistic people: they had been nomadic in origin, and when they came to India they
were exhausted by centuries of almost continuous migration across the roof of Asia;if
they had any art at all, it may be assumed to have consisted of the metal horse-trappings
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and hunting gear that are generally the only and nccessary form of expression in
such races.? All the art produced in the regions of India conquered by the Kushans was
made for them: in Gandhara, by foreign artisans and Indians trained under Near Eastern
supervision; at Mathurd, by Indian workshops that were a continuation of the ancient
native tradition of sculpture and architecture. The chief contribution of the Kushans to
Indian and Asiatic art history was the patronage which made possible the flourishing of
two of the most important schools of Indian art:1® the Gandhara school, with its de-
velopment of the iconography of the Buddha image and the Buddha legend, and the
Mathuri school, that marked the first really Indian development of a mature language of
form dedicated to religious art. As we shall see, these two contributions, iconographic
and stylistic, fuse in the magnificent Renaissance of Gupta art.
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CHAPTER II

AFGHANISTAN: THE ROAD TO CENTRAL ASIA

AFGUANISTAN may be described geographically and culturally as a no-man’s-land
lying between India, Iran, and Central Asia. This land of towering ranges of mountains
and arid wastelands, populated by peoples of fierce pride and barbarous standards, has
for generations loomed as a beckoning and mysterious El Dorado for romantic and dan-
gerous adventure and exploration. Afghanistan came to notice through Byron’s con-
temporaries and spiritual confréres, the unsung adventurers and soldiers of fortune whose
romantic wanderlust took them to the court of the Amir before the days of the First
Afghan War. The savagery of Afghan tribesmen has been immortalized by Kipling’s cx-
aggerations in story and verse. Some of the early visitors, like Licutenant Burnes, in ad-
dition to their geographical exploration, discovered the archacological wealth of the
Kabul Valley in the great hoards of Bactrian coins and occasional fragments of Gandhara
sculptures; but, owing to the unfavourable political conditions and intense anti-foreign
sentiment, no scientific excavation or exploration became possible until a French archaco-
logical mission was able to secure the rights for excavation in 1922. On the results of the
work of such distinguished and devoted archacologists as Alfred Foucher and the late
MM. Hackin and Carl is based all our knowledge of art on this threshold of Central
Asia.

Although the early remains belong to what we know as Gandhira art, the develop-
ment of Buddhist art in Afghanistan requires separate treatment. The region, it is true,
has always been intimately connected, both geographically and politically, with north-
western India, but its position in relation to Iran and Central Asia has made it a kind of
melting-pot andacentre for the diffusion of Indian, Iranian, and Classical forms and tech-
niques. It is important to note at the outset that southern Afghanistan, mainly the valley
of the Kabul River, belongs geographically to India; once across the continental divide
of the Shibar Pass in the Hindu Kush, however, we find ourselves in the watershed of
the Oxus; this northern region of Afghanistan, in other words, belongs culturally as
well as geographically to Central Asia.

Although Afghanistan, in the fourth century 5.c. part of the Achaemenid Empire of
Darius, was overrun by the armies of Alexander and later garrisoned by Greek troops at
strategic points on the road to India, there is, up to the moment of writing, not the
slightest evidence that the Hellenistic successors of Alexandria in Bactria from the third
to the first century B.C. ever produced any work of monumental art in the Greek tradi-
tion: artistically the only contribution of the Bactrian rulers remains the magnificent
coins that first came to the attention of European scholars in the early nineteenth century
(Plate 30). The types of Buddhist architecture in Afghanistan are no different from
what may be seen in Gandhara proper. In the mountains near Kabul and along the Kabul
River by Jelilibad rise the ruined cores of stupas built in the same shape and of the same
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mixture of boulders and small stones used at Taxila. Originally, like the buildings exca-
vated at Hadda and the Ali Masjid stupa (Plate 414), they were brilliantly decorated
with polychromed stucco.

The carliest site of consequence that has been excavated is the ancient Kushan capital
of Kapisa, the present hamlet of Begram on the banks of the Ghorband River. Kapisa,
which over a period of centuries was the northern and summer capital of the Kushan
rulers, was also a site famous in the annals of Buddhism; it is described by Hstian-tsang
as a flourishing centre of Mahiyana Buddhism, with splendid and imposing stupas and
safigharimas.! Nothing could be more appropriate to the nature of the finds at Begram
than Hsiian-tsang’s remark, ‘Here also are found objects of merchandise from all parts’.
The finds in the early Kushan palace included metal statuettes of Greco-Roman (prob-
ably Alexandrian) type, ornamented stucco disks reminiscent of Pompeiian decoration,
and quantities of Syrian glassware, together with lacquered boxes from Han China.
Here was a complete record of the luxurious and international character of Kushan taste.
All these finds antedate the Sasanian sack of A.p. 241. The Buddhist sculpture found at
Begram and the nearby sites of Paitavd and Shotorak is of the usual Gandhara style.
Most of it probably dates from the third or fourth century: the Buddha images, like the
one illustrated in Chapter 9 (Plate 33), have the folds of the robe conventionalized in a
system of raised ridges giving the body the appearance of being caught ina network of
strings, not unlike the drapery of Palmyran sculpture of the second and third centuries.

Near the modern town of Jelalabad are the ruins of Hadda, the ancient Nagarahara.
Fragments of sculpture from this sitc made their appearance as early as the nineteenth
century, but it was not until the French excavations of 1922 that the full significance of
the remains could be appreciated.? The sculpture of Hadda differs from the Gandhara
products already examined in being made entirely of lime plaster or stucco, single
figures, reliefs, and architectural decorations in this material being aftixed as decoration
to the exterior of the innumerable stupas and monasteries of the site.*

There can be lictle doubt but that all the stucco sculpture both in Afghanistan and
north-western India was originally brilliantly coloured. In the course of excavations of
the ruined monastery at Teppe Marendjan in Kabul, a number of specimens of lime-
plaster sculpture was found preserved in a pristine condition. The flesh parts were tinted
a pinkish terra-cotta shade, with lines of decper red to indicate the folds of the neck, lips,
nostrils, etc. Brown irises defined the eyes, which were outlined in blue and brown.
The robes of these Buddhist figures were painted a deep cinnabar; various colours,
including a rich lapis-lazuli blue, were used to pick out the jewelled ornaments and
head-dress.

Hsiian-tsang in his description of Hadda says that ‘the sangharimas are many but the
priests are few; the stupas are desolate and ruined’.? It scems likely that most of the re-
mains date from the third to the fifth centuries of our cra, although additions and repairs
were, probably, made right up to the time of the disastrous invasion of the Huns in the
sixth century.

The repertory of sculpture at Hadda includes an enormous variety of ethnic types —
Indian, Iranian, and European - as well as an cqually great number of stylistic variants
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ranging from seemingly Hellenistic to purely Indian techniques. Among the more
Classical pieces is a fragment of a figure holding a lapful of flowers (Plate 53). As was
pointed out when the relief was first discovered, this is no more nor less than a transfer-
ence to Hadda of the Roman portrait in the Lateran of the Emperor Hadrian’s favourite
Antinoiis as Vertumnus. Not only the type and the floral attribute, but also the concep-
tion of the form and modelling appear entirely Roman to an even greater degree than
the stone sculpture of Gandhara — perhaps for the reason that the malleable medium of
lime plaster afforded the greater freedom in the desired realistic expression. The sculp-
ture of Hadda has been made famous chiefly by the comparisons published by French
scholars between certain pieces from this site and typical heads of the Gothic period.
Some heads of Brahmin ascetics bear comparison with the ‘Beau Dieu’ of Amiens
(Plate 54B). In many cases there is certainly a marked resemblance in the quality of
spirituality in the features, the same modified realism found in thirteenth-century Gothic
art. This supposed anticipation of Gothic art in Asia a thousand years before the carving
of Chartres and Rheims is not so remarkable if we pause to consider that, just as the art
of Hadda is ultimately Roman or Hellenistic in origin, with a strong suggestion of the
Hellenistic emphasis on passionate and pathetic expression, so, too, Gothic sculpture,
especially the finest examples of the school in the carvings of Rheims and Amiens, are
unquestionably based on Classic prototypes.

There is also a spiritual explanation for the similarity: the emotional, more personal
type of Buddhism, with its emphasis on salvation, that developed in the early centuries
of this era came to demand an artistic emphasis on the individual, on individual expres-
sion, in much the same way that the mystical Christianity of the thirteenth century
brought into being a new and humanized style of artistic expression.

The stucco head of a devati in the Museum of Fine Arts, Boston (Plate 544), is a par-
ticularly fine example of this type of sculpture. It does not come from Hadda, but from
one of the countless ruin sites around Peshawar that have been robbed by local treasure-
hunters for generations.® It should be noted at this point, in order to explain the great
preponderance of stucco heads from both Afghan and north-west Indian sites, that the
bodies to which these heads were attached were made of mud with only an outer slip of
lime-plaster that has long since crumbled to dust. Examining the Boston head in detail,
we find that the upper part of the face has apparently been made with a mould, as is sug-
gested by the sharpness and dryness of the planes. But the soft, wavy hair and the mouth
and chin were modelled free-hand with extraordinary vivacity and freshness. A slight
asymmetry in this and other examples adds to the aliveness and piquancy of expression.”

The collection of sculpture from Hadda and the later sites at Taxila is, in a sense, a per-
sistence rather than a reappearance of the eclectic repertory of the Hellenistic-Augustan
period. In the same way the scores of typical Gandharan masks of Buddha are the per-
petuation of a more purely Indian hieratic mould.

In other words, while preserving the drily spiritualized formula of early Gandhiara art
for the Buddha image, the sculptors of Taxila and Hadda in the fifth century, in lay
figures and grotesques, present a living array of types which is without doubt the end of
a style that had its beginnings in the early, most Classical phase of Gandhara art. The
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vitality of the late sculpture of north-western India is strongly suggestive of the dynamic
character of Roman provincial art: the so-called ‘Gothic’ character of the Hadda sculp-
ture is far from difficult to reconcile with Roman provincial art,® since this same quality
is present in monuments made by the ‘barbarians’ on all the fringes of the Roman world
empire. The ‘realism’ of Germanic carvings, like the heads in the Neumagen Memorial,
for instance, differs from early Roman portraits in its intensity and heightened impres-
sionistic treatment just like the similar heads from Hadda. The quality of pathos and
dynamic realism that we note in late Roman, Byzantine, and north-west Indian work of
the fifth century A.p. is really the modification of a tendency already dominant in Hel-
lenistic art, and not the sudden and simultaneous result of some vague aesthetic force
asserting itself on all the boundaries of the Roman world.

One could say in explanation of the expressiveness of late Gandhira art that, just as
neo-Platonism introduced spiritual, even supernatural, life into the art of the Late An-
tique Period in the Mediterranean world, Buddhism - especially the various Mahayana
cults emphasizing salvation — may in part have been responsible for the spiritual qualities,
the ‘soul’, in this manifestation of the Late Antique in Asia.

Again, the persistence of an essentially realistic tradition in sculpture with an emphasis
on the pathetic-dramatic type of Hellenistic art, side by side with the hieratic cult image,
is not too difficult to explain in a region whose population, especially the artist popula-
tion, was until the very end of the school in part Western or Eurasian in character, hav-
ing the same humanist heritage as the artists of Byzantium. It was no more strange for
the dynamic realistic tradition of Hellenistic art to survive with the official and frozen
Buddhist cult image than it was for generations of artists in the Byzantine world to per-
petuate, largely in profane art, the remembered realistic style of Late Greek art at the
same time that the forms of Christ and his saints remained frozen and abstract in the
appropriate golden world of mosaic. In the same way that the survival of a realistic,
dramatic, and colouristic tradition in Byzantine neo-Hellenistic art led eventually to the
humanist art of the Gothic period, so the surviving Hellenistic art of the first century
A.D. in north-western India culminated in the so-called Gothic art of Hadda in the fifth.

A site important not only for Indian art, but even more for its intimate relationship
to the art of Iran and Central Asia, is the great monastic establishment at Bamiyan,
dramatically overlooking a fertile valley between the Hindu Kush range and the Koh-i-
Baba in north central Afghanistan. This beautiful and romantic site of former Buddhist
power has been described by the Chinese pilgrim Hsiian-tsang, who visited it in the
seventh century. Legend has it that Genghis Khan put the entire population of Bamiyan
to the sword. In the nineteenth century it was visited by many early adventurers in
Afghanistan, and it was here that the British captives were housed during the First
Afghan War. The monasteries and temples at Bamiyan are carved entirely from the face
of the sandstone cliff, which for more than a mile is honeycombed with a great series of
sanctuaries and assembly halls.

Parenthetically enclosing this vast complex are cut two niches, each housing a colossal
Buddha statue. At the eastern end is the image a hundred and twenty feet high (Plate
554), which Hsiian-tsang designated as Sakyamuni, and at the west a colossus rising to
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a hundred and seventy-five feet (Plate 558), which the pilgrim described simply as a
‘Buddha image’.1 These two statues in themselves are extraordinarily interesting to illus-
trate the cosmopolitan nature of Buddhist art at Bimiyan. The smaller statue is simply
an enormous magnification of a typical Gandhara image with its voluminous drapery
reminiscent of the style prevalent in north-western India in the second and third centuries
A.D. (Plate s54). The image at Bimiyan is not completely carved. Only the armature, a
rough approximation of the body and head, was actually cut from the sandstone cliff.
Over this the features and the folds of the drapery were modelled in mud mixed with
chopped straw, with a final coating of lime plaster to serve as a base for palychroming
and gilding. Traces of pigment may still be discerned on the robe and chin. Hstian-tsang
mistakenly described this statue as made of metal, probably because at the time of his
visit it was entirely covered with gold-leaf and metal ornaments.t

About a mile to the west is the larger of the two Buddhas (Plate 558). Itis setin a vast
trefoil niche dircctly overlooking the miserable mud buildings of the modern bazaar at
Bamiyan. This colossus is in quite a different style, although the method of construction
is essentially the same. In this case the individual folds of the Buddha’s robe were
modelled on ropes attached to wooden dowels driven into the stone core. This technical
expedient was doubtless intended to reproduce on an enormous scale a late Gandhara
statue in which the Buddha’s robe is reduced to a series of strings clinging to the surface
of the body. It seems likely that if the smaller of the two colossi is to be dated in the
third or fourth century .., the larger is at least one hundred years later in execution.

These two statues present us with the first appearance of the colossal cult image in
Buddhist art. There are a number of reasons, both stylistic and iconographic, for these
more than life-size representations of the Great Teacher. We have, of course, the pre-
cedent of the famous colossi of the Greek world, and, more nearly contemporary, the
later Roman fashion of erecting colossal images of the deified Caesars. The purpose of a
colossal image is two-fold: to attract attention and command respect by its gigantic
dimensions and, by the same token, to suggest the superhuman nature of the personage
portrayed. If the giant statues of'Constantine were intended to represent that Emperor’s
role as Kosmokrator, the Bimiyan statues, no less, were meant to indicate the status of the
Buddha as Mahapurusa, or as Brahma comprising all worlds within himself. The icono-
graphy of the paintings decorating the niches of the two colossi at Bamiyan leaves no
doubt that both were conceptions of Sakyamuni as Lokattara or Lord of the World.
The influence of these first colossi of Mahayana Buddhism on the Buddhist art of the
entire Far East is inestimable: one has only to think of the rock-cut colossi at Yiin Kang
and Lung Mén in China; and even the great bronze Vairocana dedicated at Nara in
Japan of the Tempyo Period (720-810) is an ultimate descendant of the giants at
Bimiyan.

The rock-cut architectural remains at Bimiyan are interesting chiefly for the repro-
duction of various domical forms that arc iconographically and stylistically derived from
Greco-Roman and Iranian sources. It may be supposed that all these types existed in now
vanished structural buildings in Gandhara. It is likely that these cupolas roofing the
sanctuaries and assembly halls at Bimiyan were, in addition to their structural function,
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symbolical embodiments of the sky.12 In some of the grottoes of Bamiyan there is a re-
presentation of arched squinches making the transition from the square of the chamber
to the circle of the cupola (Figure 11). This type has its true structural prototype in the
four-columned fire temples of the Sasanian Period in Iran. These sanctuaries arc in a way
the distant cousins of such European churches as St Germain-des-Prés. Another type of
roof that is found in a number of caves at Bamiyan is the lantern roof, a very simple and
primitive type of dome that is perhaps the ancestor of all more complicated domical con-
structions. The lantern roof, which is known in modern wooden constructions literally
from Armenia to Central Asia, was probably invented somewhere on the Iranian
plateau and introduced to both western Asia and Turkestan. It is a method of roofing

o 5 1 2 METRES

Figure 11. Cave G, Bimiyan: Plan and Section

whereby beams are laid diagonally across the corners of a square and the process is re-
peated in successive tiers, so that finally only a small opening remains at the summit of
this arrangement in diminishing squares.

A literal rock-cut copy of such a structure may be secn in one of the caves to the west
of the larger Buddha at Bamiyan (Plate 56a). The whole was probably painted at one
time with representations of Buddhist deitics. The triangles left over, as each successive
smaller square was inscribed in the larger, provided room for sculptural decoration, so
that the whole arrangement was not only a roof, but a kind of mandala or schematized
representation of the celestial regions and the mystical Buddhas presiding over them.
Numerous examples of the lantern roof may be seen in the rock-cut architecture of
Central Asia. The form was reproduced in the stone temple architecture of Kashmir that
in many respects was a prolongation of the architecture of Gandhara. It is finally reduced
to a completely flat design and typifying a mandala painted on the ceilings of the Thou-
sand Buddha Caves at Tun-huang in China. Cave XI at Bamiyan, immediately to the
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east of the one-hundred-and-seventy-five-foot Buddha, has a dome composed of an
elaborate coffering of triangles, diamonds, and hexagons around a central octagon in a
six-pointed star (Plate 568). This central space, as well as the hexagonal compartments
and the niches at the base of the cupola, were originally filled with seated Buddha
images, so that this dome, too, was a kind of mandala with the Buddhas of all the direc-
tions of space circling about the Buddha of the zenith (Figure 12). The stylistic arrange-
ment of this ceiling comes direct from the Roman West, where similar coffering may
be seen in the Temple of Bacchus at Baalbek and in Roman mosaics.13

Figure 12. Cave X1, Bimiyan: Reconstruction of the Dome

The surviving fragments of wall-paintings at Bamiyan present no less interesting and
even more complicated problems than the remains of sculpture. Three categories or
styles of painting may be found at this site: one pure Sasanian, one Indian, and a third
that can only be described as Central Asian in character. The actual technique of all is
essentially the same. The rock walls and vaults of the caves and niches were covered with
a layer of mud mixed with chopped straw. A final thin layer of lime plaster provided the
ground for the actual painting in colours largely manufactured out of local earths and
minerals. The paintings still decorating the top of the niche and the soffit of the vault
above the one-hundred-and-twenty-foot Buddha are entirely Sasanian in style. The
massive figures of donors that alternate with figures of Buddhas on a level with the head
of the great statue are the pictorial equivalents of images in the Sasanian rock-cut reliefs
at Nagsh-i-Rustam and Shipur. The same massive bulk and frozen lifeless dignity that
characterize the reliefs of the Iranian kings are here translated into painting. Typically
Sasanian, too, is the essentially flat, heraldic patterning of the forms that is particularly
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noticeable in the enormous decoration of the ceiling of the niche representing a solar
divinity in a quadriga (Plate §7). It is a pictorial version of the relicf of Siirya at Bodh
Gaya (Plate 194). Probably we are to recognize a representation of Mithra as a symbol
of the Buddha’s solar character.} The central figure is dressed in a mantle like that worn
by Kanishka in his portrait statue a¢c Mathura (Plate 44); round about are figures of the
dawn goddesses costumed like Pallas Athena, and, in the upper spandrels of the com-
position, divinities of the wind. The whole is an emblem of the sky dome over the head
of the colossus. The colours for all portions of this ensemble are applied in flat areas de-~
marcated by hard outlines with no indication of shading.

The second of the twosstyles of painting at Bamiyan may be designated as Indian, since
it bears a resemblance to the surviving examples of wall-painting in India proper of the
fifth and sixth centuries A.D. To this classification belong the fragments of the decoration
that once clothed the entire niche and vault of the one-hundred-and-seventy-five-foot
colossus. In so far as it is possible to tell, the whole concept was at one time a unified
iconographical scheme. The side walls of the niche from top to bottom were painted
with row upon row of figures of seated Buddhas, each in a different and characteristic
mudra. Above this, under the cusp of the arch, may be seen medallions with flying divi-
nitics scattering jewels and flowers, and finally, on the vault of the niche, a whole pan-~
theon of Bodhisattvas. The significance of the entire scheme was probably not unlike
that of the mandalas of Mahayana Buddhism in Tibet and Japan; that is, a figuring of
all the mystic Buddhas and Bodhisattvas that, like constellations, move around the magic
axis of the cosmic Buddha Vairocana. Whether or not the actual sculptured Buddha in
the niche can be identified as Vairocana is problematical. As we have already seen, it is
certainly a representation of the Buddha in his transcendental aspect, as he appears trans-
figured in such Mahayana texts as the Saddharma Pundarika and the Avatamsaka sttras.

The paintings in this complex have suffered not only from exposure, but from having
served as targets for generations of iconoclastic Afghan marksmen. Among the better
preserved sections are the medallions at the springing of the vault, in which are repre-
sented flying deities or apsaras (Plate 58). Their jewelled head-dresses and striped muslin
skirts bear a close resemblance to details of costumes in the cave-paintings at Ajanta
(Plate 90). The supple bodies depicted in positions of casy, even flowing movement
have no relation to the frozen effigies of the Sasanian style at Bamiyan. The actual canon
of proportions and the metaphorical composition of the forms again suggest parallels
with the paintings of Gupta India.

Examining a single figure of one of the Bodhisattvas painted on the vault, we may
discern even further points of resemblance (Plate 59). Not only do we find the same
sensuous fullness of bodily form and the same languorous, almost somnolent relaxation
that characterize certain figures at Ajanta, but also we may note the employment of the
same kind of abstract shading that is so notable a feature of the painting of Gupta India.
In the case of the Bamiyin example this chiaroscuro consists in a thickening of the
outlines of the features and the parts of the body with a deep orange pigment, which,
although obviously not recording any possible effect of lighting, gives a feeling of plastic-
ity and roundness to the form. Both from the point of view of drawing and the handling
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of the arbitrary chiaroscuro the Bamiyin paintings strike us as much more harsh and
conventionalized than anything found in India proper. This quality is, of course, the
result of that simplification which always takes place with a transplanting of a highly
sophisticated and completely developed style of art to a provincial setting. The
difference between Ajanta and Bamiyan is like the style of Simone Martini in Italy
compared to the work of his followers in the Palais des Papes at Avignon.

The completely Indian female figure (Plate 634) standing beside one of the Bodhisat-
tvas of the vault is probably a sakti or female counterpart of the divinity —a certain indi-
cation of the influence of Hindu concepts in late Buddhist art. The figure is entirely nude,
except for earrings and bangles. The elegance of gesture reminds us of the Begram
ivories, and the shading is of the same arbitrary type described above. As we shall find
presently, this provincial Indian style at Bamiyan spread to the Buddhist centres of Cen-
tral Asia, and examples of it may be found even in the carliest wall-paintings at the
Chinese Buddhist monastery at Tun-huang.!% This style in Bamiyan cannot be described
as purely Indian because certain details, such as the foliate motifs of the Bodhisattva’s
throne, are ultimately of Gandhara origin, and the flying ribbons of the head-dress are
definitely Sasanian.

Although, as we have just seen in the analysis of the paintings in the niche of the Great
Buddha, all the styles at Bimiyan are hybrid in character, it is possible to find yet a third
manner, which from its resemblance to paintings at Kizil and other sites in Turkestan
may be described as pure Central Asian. We may take as an example the Bodhisattva
painted over the head of a now ruined Buddha statue in the principal cave of Group E
(Plate 60a). The figure of the Bodhisattva, like the Pantokrator of Romanesque art, is
represented seated on a rainbow. On either side rise slender colonnettes with extremely
conventionalized Corinthian capitals. The space behind the figure is filled with heraldic-
ally drawn lotus buds falling from the sky. In this particular style at Bimiyan there is a
mixture of elements drawn from many sources, both Western and Indian, that results in
the formation of a really original manner, in much the same way that a coalescence of
Classical and Oriental forms produced the style of Byzantium in the First Golden Age.

Analysing the clements of this Central Asian style one by one, we note first of all that
the drapery of the figure, especially the drawing of the flying scarves, bears a marked re-
semblance to the neo-Attic drapery of the Gandhara Bodhisattvas. There are slight sug-
gestions of the arbitrary shading of the Indian tradition. The completely frontal, static,
and rather frozen quality of the conception is immediately reminiscent of the completely
Sasanian paintings in the niche of the one-hundred-and-twenty-foot Buddha. The colour
scheme is dominated by the lapis-lazuli blue of the robe and the background. This beau-
tiful ultramarine presumably came from the famous mines at Badakshan that also sup-
plied the Roman market with this precious mineral. The most notable stylistic feature of
the painting is the definition of both contour and form by hard, wiry lines of even thick-
ness. It is the combination of line drawing and areas of flat, brilliant colour that gives the
composition such a heraldic appearance and most closely relates it to the painting of Cen-
tral Asia, notably the paintings of Kizil. The same combination of line and brilliant tone
with no interest in the definition of plastic form imparts an extraordinarily ghostly char-
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acter to the figure of the Bodhisattva, and is the prototype for much of T’ang Buddhist
painting and the famous cycle of paintings at Horyfiji in Nara.

Although the surviving paintings at Bimiyan are perhaps the most famous and best
preserved, they are by no means the only examples of painting in Afghanistan from the
second to the seventh centuries A.p. In an isolated monastery at Fondukistan in the Ghor-
band Valley were found decorations of an almost completely Sasanian style. These, like
the fragments of sculpture found at the same site, probably belong to the very last period
of Buddhism in Afghanistan, approximately the seventh century a.p. At this time large
portions of the northern and central sections of Afghanistan were ruled by Hunnish cr
Hephthalite vassals of the Sasanian Dynasty in Iran.16 The illustration of a terra-cotta
figure of a Bodhisattva from Fondukistan (Plate 61) serves to show to what a remark-
able degree a completely Indian style has at the last replaced the earlier reliance on Classi-
cal and Iranian prototypes. This image is in a way a sculptural counterpart of the Indian
forms in the paintings at Bamiyan. The perfect realization of this entirely relaxed and
warmly voluptuous body, sunk in sensuous reverie, is as exquisite as anything to be
found in the art of Gupta India. The modelling, in its definition of softness of flesh and
precision of ornament, is only the final and entirely typical accomplishment of a tradition
going back to the beginnings of Indian art.

A fragmentary Buddha from this same site is of interest both stylistically and icono-
graphically (Plate 624). As will become clear when we turn to the analysis of Gupta
sculpture in a later chapter, this figure is in several respects a reflexion of this great Indian
style. The head is a plastic compromise between the dry, mask-like treatment of Gand-
hira and the fullness of Kushan Buddhas, and, as in innumerable fifth-century Indian
Buddhas, the hair is represented by snail-shell curls. The robe, indicated by grooves
incised before the clay was baked, is still in the Gandhara style, butthe bodily form is con-
ceived with a suggestion of mass that is entirely Indian. What is of peculiar iconographi-
cal interest is the three-pointed, jewel-studded chasuble that the Buddha wears over the
monastic garment. This attribute, as well as the heavy earrings — seemingly inappropriate
for one who had renounced wotldly riches ~ are a symbolical device to indicate that this
is the Buddha in his transcendent, glorified form, the apotheosis in which he reveals him-
self to the host of Bodhisattvas. It is quite possible that originally Hinayana statues of
the monastic Buddha were transformed into Mahiyana icons of the transfigured Sikya-
muni by being ‘dressed up’ in actual jewels and garments which in time came to be
represented in statues like the one from Fondukistan. The so-called ‘bejewelled Buddha®
is seen in many statues of the last phase of Mahiyina Buddhism in India and in the art
of regions like Tibet, Nepal, and Indonesia which were directly influenced by the
Buddhism of Bengal from the cighth to the late twelfth century.

103



CHAPTER 12

BUDDHIST ART IN TURKESTAN

For our purpose of indicating the spread of Indian art beyond the actual geographical
boundary of the Indian peninsula, the history of art in Central Asia can be said to begin
with the introduction of Buddhism to this region in the early centuries of the Christian
era. By Central Asia we mean the territory extending to the north and east of the Hindu
Kush and Pamir mountain ranges eastward to the Gobi Desert. It is a plain without out-
let, bounded on the north by the T’ien Shan range, by the Pamirs on the west, and by
the Altai and Kuen-lun mountains of Tibet to the south. Eastward lies China. In such a
region life was sustained on a chain of oases girdling the desert basin or along the courses
of rivers like the Tarim. Throughout the period in which we are interested — roughly the
first millennium of our era — a northern and southern trade route skirted the edges of the
Taklamakan Desert. The two routes join at Kashgar, and at this point east of the Pamirs
was the *Stone Tower (Lithinos Pyrgos) mentioned by Ptolemy as the meeting-place for
silent barter between traders from the two ends of the world.! It was along these arteries
that the Buddhist kingdoms separating India and China sprang up at the isolated oases on
the fringe of the desert. They provided both a barrier and a link between the two poles
of the Buddhist world.

As early as the first century A.D. these territories were disputed by the Kushans and the
armies of Han China. Kanishka is believed to have extended his conquests as far cast as
Khotan. For the next four or five hundred years the oases along the highway linking the
western world with China were dominated by a number of semi-independent kingdoms,
tributary in some measure to cither India or China. We can get aremarkably clear idea of
the importance of Central Asia for Buddhism and its art from the accounts of the pilgrims,
Fa Hsien and Hstian-tsang, who travelled over Turkestan in the fifth and seventh cen-
turies A.D. Their descriptions of the courts of Kucha and Khotan are hardly less enthusi-
astic than their admiration for the great sites of Buddhism in India proper.

The extraordinary riches of Buddhist art in Central Asia were revealed by many
archacological expeditions in the first decades of the twentieth century. A number of
German expeditions headed by Albert von Le Coq brought to light the wall-paintings at
Kizil and Turfan. The most arduous and scholarly exploration of sites along those north-
ern and southern trade routes was conducted by Sir Aurel Stein over a period of nearly
three decades. Other expeditions sponsored by the Japanese under Count Otani and the
Imperial Russian Government under Baron Oldenburg added further to our knowledge
of this once flourishing centre of Buddhist civilization.

The art of Central Asia divides itself into two main parts: one, centred around Kara-
Shahr and Kizil, at the western end of the trade route, the other farther east, located in the
Turfan oasis. The paintings and sculptures of the former sites were for the most part
decorations of Hinayina Buddhist establishments, and should be dated no later than the
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sixth century A.p. The work at Turfan, some of which dates from as late as the ninth
century A.D., is really a provincial form of Chinese art of the T'ang Period, with only a
remote connexion with Indian prototypes. It will be possible to give only a sampling
of this enormous amount of material.

In Central Asia, as at Bimiyan, which is in itself in the westernmost reaches of Tur-
kestan, we are confronted with a great varicty of styles in sculpture and painting, many
of them existing contemporaneously, and likewise testifying to the cosmopolitan or
international character of Central Asian civilization. What are probably the earliest re-
mains of Buddhist art in Central Asia were discovered by Sir Aurel Stein at the oasis of
Miran on the southern trade route about three hundred miles to the west of Tun-huang.
In the ruins of a circular edifice enclosing a stupa there was brought to light a consider-
able collection of stucco sculpture and wall-paintings that are the easternmost extension
of the Gandhara style.

The paintings at Miran, which at one time completely covered the interior walls of the
circular sanctuary, consisted of a frieze of Jataka scencs and a dado painted with busts of
winged divinities and erotes supporting a garland. These paintings bear the signature of
a certain Tita or Titus, who was presumably a journeyman painter from the eastern pro-
vinces of the Roman Empire. The Jataka scenes arc a translation into pictorial terms of
the same subjects as treated in Gandhara relief sculpture. The decoration of the dado with
the winged busts and planetary divinities framed in the swags of a garland (Plate 6o8)
has its equivalent in Gandhira sculpture, most notably on the famous reliquary of King
Kanishka. The origins of this motif are, of course, to be sought in the carving of the
sarcophagi of the Late-Roman and Early-Christian worlds. As in the case of Gandhira
sculpture, so in the case of this cycle of Gandhara painting, the stylistic origins may
be found in the painting of the Eastern Roman Empire, where the Classical style under-
went a considerable conventionalization in the hands of Oriental craftsmen. The heads of
the angels at Miran, with their enormous ghostly eyes and a suggestion of plasticity
through the thickening of the contours, are immediately reminiscent of the grave-por-
traits of Roman Egypt. There are no comparable cycles of wall-paintings in India proper
or Afghanistan, but the third-century Roman mosaics at Shapur in Iran may serve as the
nearest stylistic prototype from both the geographical and chronological points of view.
Both may be dated in the late third century a.p.

The sculpture and paintings discovered by Sir Aurel Stein in the ruins of the oases ot
Khotan and at Kara-Shahr, between Kizil and Turfan, reveal the same mixture of Classical
and Indian styles as we have already encountered at Bimiyin. The description of this
kingdom by the seventh-century pilgrim Hsiian-tsang leaves us with the impression of
a very cosmopolitan culture dividing its religious affiliations between Buddhism and
Mazdaeism. It was from this Indo-Iranian principality that the culture of silkworms was
introduced to Byzantium in A.D. s52. The principal sculptural remains found at Khotan
were the lime-plaster reliefs decorating the Rawak vihara excavated by Sir Aurel Stein
in 1904.3 This decoration, which consisted in Buddha and Bodhisattva figures applied in
high relief to the base of the walls, recalls the decoration of the monastic buildings
at Hadda and Taxila. The same style is shown in our illustration from Kara-Shahr
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(Plate 638). The technique of figures moulded in mud and then covered with a layer of
lime plaster is essentially identical. The style of the figures, with the drapery represented
cither by incised lines or string-like folds, corresponds to the late Gandhara sculpture of
the third and fourth centuries A.D. as we have seen it in stone sculpture and in the colossi
at Bamiyan. A number of fragments showing a Buddha standing in a halo filled with
miniature Buddhas reveal the beginnings of the Mahayana concept of Vairocana and his
countless emanations.

Also in the Khotan oasis are the ruins of Dandan Uiliq, where wall-paintings of quite
another character were discovered. The charming detail of a water sprite or river god-
dess reveals an eastward extension of the provincial style of Indian painting observed in
the niche of the Great Buddha of Bamiyan (Plate 634 and B).

Although perhaps originally reinforced with shading, the drawing of the figure is so
sure that the linear outline alone suggests the form and fullness of the body and a per-
fectly articulated suggestion of movement. One is tempted to think of this as the work
of an Indian craftsman, since, unlike the examples of a more typical Central Asian style
which we shall find at Kizil, this painting reveals a sophistication of draughtsmanship and
an elegant aliveness of pose that are unmistakably Indian, related to the Begram ivorics
and the Gupta wall-paintings at Ajanta. It has nothing to do with those odd provincial
mixtures of Classical, Iranian, and Indian styles that we have seen at Bimiyan and shall
find again in Turkestan.

The terra-cotta reliefs from Tumshuq in the Musée Guimet are closely related to the
late Afghan sculptural style of Fondukistan, and are marked by the same fusion of Indian
and Late Antique elements (Plate 64). The deeply recessed box in which the large figure
group is set reminds us of the more illusionistic style of Gandhira relicf. The drapery is a
simplification of the Gandhara Classical type with a continuation of the characteristic
neo-Attic‘ swallow-tail’scarves already seen in the Gandhara Bodhisattvas and the paint-
ing of Cave E at Bamiyan. The individual figures have the same softness, the relaxed ease
and grace, that typify the Bodhisattva from Fondukistan (Plate 61). The resemblance to
this figure extends to such minutiae as the head-dress and type of jewellery. The faces of
the Tumshuq images have a dry, mask-like vapidity, with an endlessly repeated smiling
mouth that unmistakably reveals the use of moulds for these portions of the figures.*
The reliefs from Tumshuq were originally enframed in a wide border enclosing a vine
meander pattern of an ultimately Late Antique type. This is another instance of a trans-
ference to Central Asia from Gandhira of a motif universally employed in Roman archi-
tectural decoration. This last phase of the Gandhira style continues eastward to such sites
as Kizil, and ultimately finds its way to the carliest centres of Chinese Buddhist sculpture
at Tun-huang and Yiin Kang.

Of all the Buddhist kingdoms of Turkestan, by far the richest and most famous was
Kucha, on the northern trade route. This principality, which maintained its independ-
ence until it was overrun by China in the seventh century, was famed at once for the
beauty of its courtesans and the learning of its monastic establishments. Some idea of the
material and spiritual wealth of the Kucha visited by Hstian-tsang can be gained from
the magnificent wall-paintings at the site of Kizil discovered by von Le Coq.* Like
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Bamiyan, the sitc of Kizil comprised a vast series of sanctuaries and assembly halls hol-
lowed out of the loess cliffs. The later designation of Ming Oi, meaning ‘thousand
caves’, testifies to the vast number of cave temples honeycombing the mountain-side.
Outside scattered pieces of stucco sculpture, the most interesting remains at Kizil con-
sisted of the acres of wall-paintings covering the interior of its countless sanctuarics. As at
Bamiyin, a number of distinct styles are represented, and there is no positive indication
that they should be divided into a strict chronological sequence. It is just as likely that
they were all exccuted more or less contemporaneously by craftsmen of varying stylistic
backgrounds.

The earliest of the styles may best be studied in the decorations, datable by an inscrip-
tion of the early sixth century, in the Cave of the Painter. This is essentially a provincial
Indian manner of painting. The svelte and languorous forms in the panel from the Cave
of the Painter (Plate 654) emanate the same sensuous warmth and grace that we find in
the more truly Indian wall-paintings, such as the medallions in the niche of the one-
hundred-and-seventy-five-foot Buddha at Bimiyan. The heavy, plastic shading, charac-
teristic of Indian painting, is largely absent in this technique, and the colour scheme,
limited to dark reds and browns and malachite green, lacks the richness and tonal range
of the famous Indian murals at Ajanti, but closely approximates to the colours of the
Bamiyan paintings.

A second Indian manner — or a variant of the first — which we have already seen ex-
emplified in the Bodhisattvas painted on the vault above the one-hundred-and-seventy-
five-foot Buddha at Bamiyan, is to be seen in numerous examples of paintings from
Kizil, such as the specimen from the Treasure Cave in plate 63c. The dancing figure in
our detail presents the closest possible comparison with the $akti at Bamiyan (Platc
634). It is characterized by the use of an arbitrary scheme of chiaroscuro, whereby the
contours of the figures and the interior drawing of the flesh parts are heavily reinforced
by broad lines of orange pigment. In some figures at Kizil the result looks like a schem-
atic reduction to abstract terms of the heavily muscled anatomy of classical paintings of
Herakles (Plate 658). This sccond Central Asian style has been defined by the German
scholars as Indo-Iranian. This phase of Turkestan painting is distinguished by its strident
brilliance of colouring : malachite green, orange, and lapis-lazuli blue are the dominating
hues in this completely non-realistic palette (Plate 664). Strangely inarticulated figures
have their faces and bodies outlined with thick bands of orange shadow that confer a
certain plasticity on thesc mannikin-like forms without in any sense recording actual
cffects of illumination; in the dark figure in our illustration this shading is reinforced by
white highlights. Whereas this technique is presumably Indian in origin, the round,
placid faces, the types of head-dresses and jewels are reflexions of the art of Iran in the
Sasanian Period. An abstract flatness characterizes the treatment of the costumes, in
which the pattern of the stuff is represented without consideration for either the fore-
shortening of the folds or the form of the body beneath (Plate 658). Frequently, as in the
example illustrated (Plate 664), the figures appear as though standing on tiptoe or levi-
tated in the air. This is the result of the ground having become completely merged with
the background, the same abandonment of spatial organization in favour of a completely
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spaccless and decorative conventionalization of figures and setting that may be compared
with the Byzantine mosaics of Saint Demetrius in Saloniki. The strange combination of
plastic and patternized elements in the figures themselves reminds us of the hieratic
forms of Byzantine mosaics of the First Golden Age, in which the heads, set on sub-
stanceless bodies, retain something of the solidly realistic qualities of Roman art.

The Central Asian style that has just been described is represented at Bimiyan by the
Bodhisattva in Group E. An even closer stylistic approximation to the Bimiyan example
may be scen in a variant of the Indo-Iranian style in this example from Kizil, in which
the outlines of the figure at the left are replaced by lines of an even thickness and iron-
hard quality.?

It is worthy of note that paintings in both the provincial Indian and Indo-Iranian tech-
niques may be found among the sixth-century wall-paintings at Tun-huang in western-
most China. In some of the Jataka scenes painted at Kizil the wall is divided into many
interlocking chevron shapes; each one of these conventionalized mountain silhouettes
frames an isolated figure or cpisode. This abstraction of what is essentially a landscape
background may be seen in a further state of development in some of the earliest wall-
paintings at Tun-huang. The site of Kizil also yielded a collection of highly polychrom-
atic sculpture, obviously derived from the art of Gandhara. The perpetuation of this
Romanized Indian manner until such a late date is probably to be explained by the use of
moulds. The architecture of the cave-temples at Kizil is very simple, and cannot in any
way be compared in scale to the grandeur of the grotto-temples of India, although cer-
tainly the idea of making such rock-cut sanctuaries is of Indian origin, most likely in
imitation of the caves at Bamiyan. The most common type of temple at Kizil is either
square or rectangular in plan, usually with a small stupa in the centre of the chamber. In
a slightly more elaborate type a porch or vestibule precedes the sanctuary, an arrange-
ment also found at Bamiyan. Occasionally the shrine is in the form of a single, long,
narrow chamber with a barrel vault cut out of the rock. The so-called lantern roof, al-
ready seen at Bamiyan, is also found at Kizil, and from there found its way to the Thou-
sand Buddha Caves at Tun-huang.

The paintings from the eighth to the tenth century, recovered from Bezeklik in the
Turfin oasis in north-eastern Turkestan, are almost completely Chinese in style (Plate
668). During these centuries this territory was under the rule of the Uighurs, a strong
Turkish tribe, whose civilization was largely Western in character. It is evident from
both the types and costumes represented in the paintings of Turfin that this Turkish
culture with many clements of Western and Iranian origin was greatly influenced by its
contact with the Chinese. The greatserics of wall-paintings from the monastery of Bezek-
lik, divided between the Museum for Central Asian Antiquities in New Delhi and the
Ethnological Museum in Berlin, bear inscriptions in Chinese and Brahmi. The prin-
cipal panels consist of enormous, almost identical compositions representing the Buddha
Sakyamuni in various earlier incarnations, greeting the Buddhas of these past eras.® The
figures themselves show exactly the same synthesis of Indian and Chinese elements as
distinguishes the mature art of the T’ang Period in China. Both Chinese and Indian
types are represented: the draperies of the Buddhas are drawn in a linear version of the
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Gandhara formula; the architectural details and the floral patterns of the frames are com-
pletely Chinese. The heads of the Buddhas, in their suggestion of the spheroidal mass of
the head in a completely linear technique, conform to Chinese Buddhist painting of the
eighth and ninth centuries A.p.

Among the archacological finds in the Turfin region were numerous illuminated
manuscripts dedicated to the Manichaean faith, a syncretistic religion of Iranian origin
that had found favour with the Uighur chiefs. The style of these brilliantly coloured
book-illustrations has many reminiscences of Late-Antique and Near-Eastern art forms.
It probably represents a perpetuation of a Sasanian style of painting kept alive by the
Manichaean tradition.?

The Buddhist art of Central Asia comes to an end with the eastward advance of Mo-
hammedanism. As early as the cighth century, the monasteries of Kizil were devastated
by the Islamic ruler of Kashgar, and by the tenth century only the easternmost reaches
of Turkestan had escaped the rising tide of Mohammedan conquest. The Uighur civil-
ization in this region was finally overwhelmed by the Mongol invasion of Genghis Khan
in the twelfth century.
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CHAPTER I3

THE ART OF KASHMIR

Tue development of art in Kashmir presents us with the evolution of a really autono-
mous national idiom, in spite of the close historical and geographical connexions of this
region with the great empires of the classical Indian and Central Asian past. Seemingly
isolated at a height of six thousand feet above sca level in the foothills of the Punjab
Himilayas, the Vale of Kashmir was intimatcly connected with the empires of Asoka
and Kanishka. Its geographical isolation made for the development of a truly indigenous
culture. This geographical separation became an almost complete political isolation with
the advent of the Mohammedans in North India. Presumably, Kashmir was an inde-
pendent kingdom by the time of Harsha in the seventh century a.p., when its territories
included not only the Punjab Himilayas but ancient Taxila and parts of the province of
Sind. The region was visited by a number of Chinese pilgrims, including Hsiian-tsang,
and diplomatic relations were maintained with the court of T’ang China. The history of
art in Kashmir may be divided between an carly period from c. A.p. 200 to the seventh
century and the great period from the seventh century to .. 1339, when the accession
of a Mohammedan dynasty terminates the great era of Buddhist and Hindu building.

The first great era of artistic expression in Kashmir came under the reign of Laliti-
ditya (724~60). To this period belong the dedications at Harwan and Ushkur.! The ex-
cavations conducted at both these sites have revealed the foundations of stupas located at
the centre of a large surrounding courtyard. This plan is simply the enlargement of the
stupa court found in the monasteries of Gandhira, like the arrangement at Takht-i-
bahi. The actual construction of the masonry, varying from a2 mixture of mud and
pebbles, combined with ashlar, to rubble walls faced with terra-cotta tiles also employed
as paving, seems like a provincial variant of the type of diaper masonry universally em-
ployed in the buildings at Taxila and elsewhere in Gandhara.

Certain distinctive characteristics of architecture in Kashmir are present even in the
very earliest examples. These characteristics are to be discerned in the tympana, consist-
ing of a triangular pediment enclosing a trefoil arch, the pyramidal roofs of the shrines,
and the universal employment of fluted pillars, faintly reminiscent of the Classical Doric
and Ionic orders.

Among the dedications of Lalitaditya was an impressive Buddhist foundation at Pari-
hisapura, consisting of a stupa enclosed in a square courtyard one hundred and twenty-
eight feet on a side. This plan is repeated in later structures at Martand (Figure 13) and
Avantipur.? The plan of the stupa at Parihsapura is of particular interest. It could be
described as a square with projecting stairways at the quarters, making a cruciform de-
sign. The stupa originally had two platforms providing passages for circumambulation
on two levels. Both the plan and the elevation seem to bear a relationship to the enor-
mously complicated stupa at Barabudur in Java. An actual influence is not beyond the
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bounds of possibility, since in the fifth century Gunavarman, a monk from Kashmir,
introduced Mahayana Buddhism to Sumatra and Java. It is conjectured that the whole
monument at Parihasapura with its finial of umbrellas must have risen to a height of
one hundred feet above the ground. The remains of a Buddhist chaitya have also been
discovered there. This temple, erected on a square double platform, consisted apparently
of a cella of massive proportions which, originally, was probably only a larger version of
the small Kashmir temples of a later period. The construction at Parihdsapura is character-
ized by the literally gigantic size of the blocks of ashlar masonry employed. These great
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Figure 13. Sun Temple, Martand, Kashmir: Plan

stones were apparently joined together by gypsum mortar and iron dowels. The largest
stone of all was the great block, fourteen by twelve feet, that formed the floor of the
Buddhist temple.

Another phase of the classical architecture of Kashmir is represented by the Brah-
manical buildings dating from the eighth to the thirteenth century A.p. Of these struc-
tures the most impressive is certainly the sun-temple at Martand, which appears to have
served as a model for all later Brahmanical shrines (Plate 67 and Figure 13). The great
beauty of the setting on a high plateau framed by distant mountains contributes enor-
mously to the impressiveness of the temple. The central shrine is again placed in the
middle of a rectangular court with a surrounding cellular peristyle two hundred and
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twenty by one hundred and forty-two feet in dimensions. It was built by King Laliti-
ditya in the middle of the eighth century a.p. The temple differs from other examples in
Kashmir in the addition of a portico to the central building for the accommodation of
special rites in conjunction with the worship of the sun. Between the portico and the
garbha griha or cella is another small chamber corresponding to the pronaos of a Greek
temple. The shrine was originally covered by a pyramidal roof, and attained a height of
close to seventy-five feet. The massive decoration of its exterior contains clements speci-
ally typical of the architecture of Kashmir. On each of the four fagades is a pediment
supported on fluted pseudo-Doric pilasters enclosing a trefoil arch that originally held
the statue of a deity. This triangular pediment itself is undoubtedly another borrowing
from the Roman Orient transmitted by way of Gandhara.? The trefoil is derived from a
shape already seen in the cella of the stupa courts of Gandhara and in the trilobed niche
at Bimiyan (Plate 55B); probably its ultimate origin is to be sought in the profile of
the chaitya-hall with a section of the nave and side aisles representing the three lobes
of the ornament. The effectiveness of these temples depends on their truly impressive
scale and on the rich pattern of chiaroscuro achieved by the varying depths of the mem-
bers of the fagades.

The original appearance of the ruined temples of the early period can partly be recon-
structed from the small shrine of the twelfth century, located in a willow grove at Pan-
drenthan near Srinagar (Plate 68). Presumably it was dedicated to Sivain a.p. 1135. Since
it is open on all four sides, it has been described as a maidapa or *porch’ type of shrine.
The temple is square in plan, seventecn and a half feet on a side, with projecting gable
pediments on each fagade. The construction is again of ashlar blocks on a scale commen-
surate with the size of the temple. The bold projection of the pilasters supporting the
pediment makes for a more effective and lively chiaroscuro than has been observed in
carlier buildings. The cella is covered by a pyramidal roof in two tiers that is an obvious,
and not entirely successful, imitation of wooden forms in stone. The interior support of
this superstructure is in the shape of a lantern dome (Figure 14): there are three over-
lapping squares, and the triangles formed by their intersection are filled with reliefs of
flying apsaras reminiscent of Gupta prototypes. This architectural form, probably of
Iranian origin, has already been seen in the cave-temples at Bimiyan (Plate $64) and in
the Buddhist grottoes of Kizil in Central Asia; it survives practically unchanged in the
wooden architecture of modern Afghanistan. The temple at Pandrenthin is distinguished
by the massive severity of its composition which, together with the regular employ-
ment of an ultimate derivative of Roman Doric, contrives to give the building a
distinctly European appearance. On the exterior the pyramidal roof is undoubtedly an
imitation in stone of towered roofs consisting of overlapping wooden planks, such as
may still be scen in the Mohammedan architecture of Kashmir and in the relatively
modern shrines of western Tibet.*

The sculpturc of Kashmir presents a development paralleling that of her architecture
in the derivation of styles from Western and Indian sources. The carliest examples con-
sist of fragments of stucco and terra-cotta, originally parts of large reliefs decorating the
ruined stupa at Ushkur. The technique of ornamentation in stuccoed relief is entirely
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reminiscent of the decoration of the monasteries at Taxila and Hadda. The heads of
Buddhas, Bodhisattvas, and lay personages from thisand other cighth-centurysitesarc in a
style equivalent to the last phase of Gandhiara sculpture, in which the Classical types have
been endowed with a certain sensuousness and warmth by the infiltration of the Indian
Gupta style. Actually, the nearest equivalent for this phase of Kashmir sculpture is to be
found in the semi-Classical, semi-Indian figurines in terra-cotta from the seventh-century
monastery of Fondukistan in Afghanistan (Plate 61).5
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Figure 14. Lantern Roof at Siva Temple Pandrenthin: Plan and Section

A head from Ushkur in the Lahore Museum is typical of this carly phase of sculpture
in Kashmir (Plate 69). It represents the same rather successful fusion of Late Antique and
Indian ideals that has been noted above. The free and impressionistic treatment of the
hair and the softly expressive mouth remind us of the Gandhira stuccoes from Taxila
and Hadda, while the arching brows and lotiform eyes are certainly Indian and corre-
spond closely to the Kushan and Gupta styles. Another resemblance to late Gandhira
developments is perhaps the suggestion of a ‘wistful” expression and a perfect screnity
and gentleness that characterize this whole phase of Kashmir sculpture.
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PART FOUR

THE GOLDEN AGE AND END OF
BUDDHIST ART

CHAPTER 14
THE LATER ANDHRA PERIOD

THE foundation of the Andhra Empire of South India goes back to the period of con-
fusion following the death of Adoka in 232 B.c. Although for art-historical purposes
the artistic achievements of the Dynasty are generally divided into Early Andhra
(72-25 B.c.) and Later Andhra (25 B.C. to A.D. 320), it must be noted that these
categories represent two different moments of artistic development in the history of
the same ruling house. At the height of their power the Andhras, a race of Dravidian
origin, were in possession of the entire region of the Deccan from sea to sca, and, as may
be gathered from certain inscriptions, this vast tract was united by a magnificent system
of roads in addition to the maritime communication possible between the ports of the
western and eastern coasts. As early as the first century A.D. these same ports were opened
to the trade of the Roman Empire; indeed, as mentioned by such classical geographers
as Ptolemy, there were Roman trading posts established on both coasts. This fact,
coupled with the finding of hoards of Roman coins and pottery fragments, has led some
to look for actual Roman influence in the art of South India.! The Later Andhra Budd-
hist communities were also in close contact with their contemporaries in Ceylon; in-
scriptions testify to their missionary activity in Gandhara, Bengal, and China. A close
commercial relationship was maintained with Indonesia, Burma, and China. As we shall
discover, a purely Indian tradition of art appears to have been stronger and less aftected
by foreign influences here in the south than it was in the territories of the Kushans.

We have already seen in the example of a slab from Jaggayyapeta considered in rela-
tion to the Sunga carving at Safichi, that there was a flourishing tradition of Buddhist art
in the eastern domains of the Andhras as carly as the first century B.c. Other dedications
of this early phase would include a number of Buddhist chaitya-halls at Kanheri and at
Nisik on the west coast.

The high point of development in South Indian Buddhist art was attained in the so-
called Later Andhra Period in a collection of monuments dedicated by the Andhra
sovereigns at Amaravati at the mouth of the Kistna River. Although this region had been
converted to Buddhism as early as the third century B.c. and some of its remains actually
date from the Early Andhra Period, the dedications of the first and second centuries of
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our ecra surpass all these earlier monuments. There are indications that the Buddhist estab-
lishments were supported by the queens of the ruling house, while the kings were
followers of Hinduism.

As exploration of the desolate region around the Kistna River has shown, there
must have been at one time literally scores of stupas and chaityas gleaming white in the
sun. The ruins of great stupas with surrounding monasteries have been found at Ghanta-
$ila, at Nagirjunakonda, at Goli Village, and Gummadidirru, to mention only the more
important sites. The most famous of all the Later Andhra shrines was the Great Stupa at
Amaravati. Begun as early as 2008.c. the original structure was enlarged and embellished
with great richness in the sccond century A.p. As proved by inscriptions at Amaravati,
the railing and casing slabs of the Great Stupa were added at the time of the Buddhist
sage Nagirjuna’s residence in the Andhra region.? Prior to this it was, like Adoka’s
stupa at Safichi, presumably a simple mound of bricks and ecarth, although already a
venerable site. When first investigated by European archacologists in the nineteenth cen-
tury, the stupa was so largely demolished that only a conjectural idea of its original size
could be arrived at. The diameter of the dome of the stupa at ground level was approxi-
mately one hundred and sixty feet and its over-all height about ninety to one hundred
feet; it was surrounded by a railing thirteen feet high consisting of three rails and a heavy
coping. Free-standing columns surmounted by lions replaced the toranas of earlier
structures at the four entrances to the pradaksina enclosure. Like Safichi, the Amaravati
stupa had an upper processional path on the drum of the structure; this path also had an
enclosing railing consisting of uprights joined by solid rectangular panels. Originally,
not only the parts of the two railings, but also the drum, were covered with elaborate
carvings in the greenish-white limestone of the region. Because of the difficulty in fitting
a stone revetment to a curved surface, plaster reliefs supplemented the stone casing for
the decoration of the cupola.3 It will be noted in the slab illustrated (Plate 70) that
another unusual feature of this stupa consisted of offsets or platforms located at the four
points of the compass and surmounted by five pillars carved with representations of
Buddhist symbols such as the Wheel and Stupa.# In the decoration of the base a number
ofimages of the Buddha can be seen, a clear indication that, although probably originally
dedicated to Hinayina Buddhism, the shrine was, under the influence of Nagirjuna,
transformed into a Mahiyana sanctuary.

In the centre of the frieze at the top is a seated Buddha which is clearly rclated to the
type of Sikyamuni in yoga pose already developed at Mathurd. On cither side of this
representation of the Temptation of Mara with the Buddha in anthropomorphic form
are symbolical portrayals of the empty throne bencath the Bodhi tree. It is as though the
Later Andhra Buddhists, even though followers of the Great Vehicle, were loath to give
up the old Hinayana emblems, or perhaps attached a certain authority and appropriate
sanctity to the carly forms of the art of their religion. To right and left of the main sec-
tion of the relief are vertical framing panels with representations of stambhas with lion
capitals upholding the Wheel of the Law.5 At the foot of each pillar there again appears
the empty chair signifying the presence of the Buddha, as the efimasia of Early Christian
and Byzantine art symbolizes Christ. These details are again a repetition of the type of
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aniconic symbol found in Early Andhra sculpture at Safichi. In connexion with the ana-
lysis of the Amaravati relief style in this chapter, attention should be called to the dense
crowding of the composition and the nervous activity and attenuation of the forms.

Although great numbers of these beautiful limestone carvings at Amaravati had been
burnt for lime by the owner of the site in the nineteenth century, large collections of the
surviving fragments remain and are preserved in the Government Museum at Madras
and in the British Museum. They are datable from the time of the renovation in the
second century A.p. The subjects comprise purely decorative fragments, like the lotus
medallions of the cross-bars, Jataka stories, scenes from the life of Buddha, and, on the
coping, a procession of yakshas bearing a garland-like purse. In addition to the reliefs a
number of free-standing Buddha images were found in the stupa precinct; probably,
like similar statues at the Singhalese site of Anuradhapura, they were originally placed
round the base of the monument (Plate 1374).

A single one of these statues will serve as a useful point of departure for an analysis of
the Amarivati style (Plate 714 and 8). The Buddha, excavated at Nigarjunakonda, is
represented standing directly frontal, wearing the Buddhist robe or sanghdati with the
right shoulder bare. The heavy, massive conception of the figure, together with the de-
finition of the drapery by a combination of incised lines and overlapping ridges indi-
cating the course of the folds and seams, is distinctly reminiscent of the Buddha images
of the Kushan school. Iconographically, the conception is related to Gandhara in the re-
presentation of the Buddha wearing the monastic robe, but beyond this there is no indi-
cation of any direct stylistic influence from this centre of Greco-Roman art. The lines of
the drapery, unlike the folds of Gandhara statues, no longer have the rather dry, inert
character due to the mechanical copying of Late Antique formulae, but are organized in
an ordered rhythm of lines undulating obliquely across the body and imparting 2 feeling
of movement as well as reinforcing the swelling expansiveness of the form beneath.
Peculiarly characteristic of the Buddha images of the Amaravati region is the heavily
billowing fold at the bottom of the outer mantle where it falls above the ankles. This
may be derived from the heavy roll-like mantle edge of Kushan Bodhisattva statues
(Plate 45).6

Owing to its commercial and religious affiliations, the influence of theart of the Andhra
Empire was enormously widespread; not only, as will be explained later, was the style
of Amaravati extended to Ceylon, but Buddhist images in the Andhra style of the sccond
and third centuries A.D. have been found as far away as Dong-duong in Champa (mod-
ern Indo-China)7 and at Sempaga in the Celebes.®

A typical head of a Buddha from Amaravati (Plate 72) reveals a certain relationship to
the heads of Kushan images in the general fullness and warmth of conception, but, in
contrast to the roundness of the facial contour of the Mathuri Buddhas, the heads from
Amaravati are of a more narrow oval shape. All the heads of Buddha from this site in-
variably have the hair represented by snail-shell curls, following the scriptural account
of the Buddha’s appearance. In many respects these Later Andhra heads are more softly
and plastically modelled, with less reliance on linear definition of the features.

Many individual figures from the reliefs of Amaravati also show a relationship to the
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school of Mathurd (Plate 734): the Amarivati figures with their attenuated, indolent
grace are in every case a refinement of the rather coarse and sensual concept of beauty
developed by the Kushan sculptors. It will be recalled that this fondness for clongated
figures has alrcady been noted in the Early Andhra rclief of a Cakravartin from Jaggay-
yapeta.® The relicf compositions at Amaravati are iconographically much more com-
plicated in their illustration of the Buddha legend than anything found in cither Gand-
hara or Mathurd; in many of them the old device of continuous narration widely
used in the Early Andhra relicfs at Safichi is still in evidence. The conception of these
relief panels also differs from anything we have hitherto seen in the way they are
organized as all-over patterns of dynamic movement, sometimes rising to a kind of
maenadic frenzy, and also in the highly dramatic character of some of the scenes like the
Submission of the elephant Nalagiri, with its surging crowd of terrified spectators, con-
trasted with the static calm of the group of the Buddha and his followers (Plate 738).
These two new factors — the way in which the whole composition is unified through the
rhythmic lines provided by the movements and directions of the figures and the drama-
tic content — seem to lead direct to the reliefs of the Pallava and Chalukya Periods. These
later carvings give the impression of being inspired by spectacular stage productions and
are likewise integrated by dynamic movement. Presumably this likeness is not entirely
accidental, since the later Hindu dynasties of the Deccan continued the artistic traditions
that flourished in these same regions during the centuries of Buddhist domination.

Stylistically the Amaravati sculptors have a fondness for a very complicated and per-
haps un-Indian arrangement of figures and settings in a number of planes. This deep
cutting that transforms panels and medallions into stage boxes might be regarded as a
natural development out of the technique of the Saiichi carvers: the frequent use of over-
lapping figures and an equally confident handling of foreshortened forms is perhaps a
basis for suspecting Roman influence.1 The ivory-like delicacy and precision of the carv-
ing, the languorous attenuated beauty of the figures, make the Amaravati reliefs “the
most voluptuous and the most delicate flower of Indian sculpture’.1t

Buddhism apparently went into a decline at the same time that the Andhra Dynasty
collapsed in the early fourth century; already in the seventh century, when Hsiian-tsang
visited the region, he describes the Buddhist establishments as “mostly deserted and
ruined’ 12 This disappearance of Buddhism and its art in South India is probably to be
explained in part by the gradual risc of Hinduism,!? always strongly entrenched in the
Decean, and in part certainly by the decline of patronage due to the inevitably dimin-
ished prosperity after the ending of the sea-borne trade with the Roman West.

The Great Stupa at Amaravati is only the most important monument of a great style;
other sculptural fragments no less distinguished in execution have been found at Nagar-
junakonda and at Goli Village, both in the Kistna region. The latter reliefs were carved
as late as A.. 300.1* The dimensions of the Buddhist stupas of the Kistna region were so
great that they could not be constructed by the usual method of simply piling up a
mound of brick and rubble. Some interior support or binding for these great mountains
of carth had to be supplied. Usually this was accomplished, as in the stupa of Nagar-
junakonda, by having an interior system of brick walls. The ground plan (Figure 1 s) of
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the stupa is that of a wheel with the hub represented by a solid brick pillar, and with the
cells formed by the intersecting concentric rings and spokes of brick walls filled with
carth. The stupa at Nagarjunakonda, which takes its name from the famous Buddhist
‘Church Father’, presumably dates from the same period as the Great Stupa at Amara-
vati, and its sculpture belongs to the same style. The diameter of this sanctuary is one
hundred and six feet, and it reached an original height of seventy or eighty feet. The
ground plan of the stupa is also of interest for the hidden symbolism of these relic
mounds. It will be noted that the plan suggests the idea — already mentioned as inherent
in the symbolism of all stupas — of the cosmic axis surrounded by concentric rings, just as
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Figure 15. Stupa at Nagirjunakonda: Ground plan

the world mountain Meru of Indian cosmology is imagined to be girdled by successive
mountain ramparts, the Cakravala.’s The presence of the axis was of course indicated on
the exterior by the harmiki emerging from the dome typifying the sky.16 It would be
justifiable to assume, too, that the arrangement and the number of compartments formed
by the walls of the interior structure were disposed in the form of a mandala, just as
Hindu temples were raised on a foundation of such magic squares. The establishment at
Nagarjunakonda also included temples of the familiar chaitya plan, together with the
remains of palace structures and viharas. The former are certainly the carliest surviving
examples of actual structural buildings in the chaitya form. The monasteries include one
building specifically reserved for resident monks from Ceylon. It has the typical plan of
a court surrounded by individual cells.
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It is unfortunate that the relicfs of Amaravati are not better known. Certainly from the
point of view of complex and yet always coherent composition, of massing of chiaro-
scuro, and alivencss of surface treatment they have scldom been surpassed in the history
of relief sculpture. Even their crowded and haphazard installation on the main stairway of
the British Museum gives an impression of the great richness of the total decorative
effect.1” It is well to reiterate in conclusion that, for the later history of Indian art, not
only for sculpture in the Gupta Period, but even more for the dynamic carving under
the Hindu dynasties that succeeded the Andhras in the South, the importance of the
work at Amaravati is immeasurable.
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CHAPTER 1§
THE GOLDEN AGE: THE GUPTA PERIOD

THE GUPTA PERIOD takes its name from the founder of this dynasty, Chandragupta,
crowned King of Kings at Pataliputra in A.D. 320, who asserted his power over the
Ganges Valley. The conquests of this Kshatriya sovereign, Chandragupta I, and his suc-
cessors, notably his son, Samudragupta, came to include all of northern India from Orissa
to Ujjain. Once more, as under the Mauryas, Magadha in the Bengal Valley was the
centre of the Empire. Chronologically the Gupta Period may properly be extended to
include the reign of Harsha of Kanauj (606-47), who revived the glories of the dynasty
following the interregnum after the invasion of the White Huns in the fifth century. Al-
though temporarily under the rule of the first Gupta sovereigns, the regions of north-
western India, the ancient Gandhara, were overrun by the White Huns, and even after
the death of the last of these inhuman conquerors one hundred years later, these pro-
vinces remained apart from India proper. Neither the Gupta kings nor the mighty con-
queror, Harsha, were able to extend their conquests to South India, which continued
to be governed by independent dynasties like the Pallavas and Chalukyas, who had
inherited the ancient domains of the Andhras.

We gather from the accounts of the Chinese visitors, Fa Hsien and Hstian-tsang, that
Buddhism, both in its Mahayina and Hinayana forms, flourished throughout the Gupta
Empire. Although some of the old centres, like Kapilavastu and Sravasti, had fallen into
HEE‘E} and depopulation, and even Gaya was a ruinous waste, the monasteries and tower-
cd stupas shone golden in the sun at Mathura and Pataliputra; at Nalanda was the great
university centre of Mahayana Buddhism, its cloisters so crowded as to tax the defences
and revenuc of the Empire. These centuries of Gupta rule also marked the beginning of

a Hindu revival centring about a new cult of Vishnu, with emphasis on Krishna as the.

-—exponcnt and divine teacher of Vaishnava doctrme Mahayana Buddhism in this period
was hardly different from other divisions in the Hindu faith, and was undergoing a pro-
cess of intellectual absorption into Hinduism that led to the final disappearance of the re-
ligion of Sakyamuni from India.

Although often referred to as the Indian Renaissance, the Gupta Period is not properly
speaking a rebirth, except in the political sense as a reappearance of a unified rule that
had not been known since the extinction of the Maurya Dynasty-in the third century
B.C. Purcly Indian ideals.were never more fully expressed than in this span of centuries,
ifo only by reason of the isolation from the Western world that ensued with the gradual
collapse of the Roman Empire culminating in the appearance of the. GothLuL.leQ. for-
cign contacts, cultural and religious, were now with the Far East and \yith sough_—gaggng
Asia, and in this exchange India was the giver, the Far East the receiver. .

Seldom in the history of peoples do we find a period in which the national genius is
so fully and typically expressed in all the arts as in Gupta India. Here was florescence and
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fulfilment after a long period of gradual development, a like sophistication and complete
assurance in cxpression in music, literature, the drama, and the plastic arts. The The Gupta
Period may well be described as ‘classic” in the sense of the word describing a orm or_

dcgrcc of pcrfecuon never achieved bcforc or since, and in the perfect balance and has-
mony of all elements styl1st1c and 1conograplnc elements inseparable in importance.

Sanskrit became the official 1anguagc of the Gupta court. The great Indian epic, the
Mahabharata, underwent a final recension as a document of a unified India under a godly
Imperial race; the Ramayana enjoyed a renewed popularity because it was regarded as
emblematic of the virtues of the Kshatriya prince conquering in the service of Vishnu.
It is in this period that the Indian theatre, which, just like Western drama, traced its
origins to the performance of church spectacles or miracle plays, reached the extraordin-
ary perfection of dramatic structure and richness of metaphor that characterize the Toy
Cart and the famed Kalidasa’s rich and sensuous poetic drama, Sakuntala. King Harsha
himself was a dramatist and a distinguished grammarian. This is a period when for the
first time we find the amateur not only as patron but as practitioner of the atts. As Coo-
maraswamy has stated, this is a period when the works of the classic Sanskrit dramatists
and the wall-paintings of Ajanta ‘reflect the same phase of luxurious aristocratic cul-
ture’.! We may be sure that the aesthetic of Indian art expressed in the Vishnudharntot-
taram was only finally formulated in the Gupta Period, and that the various $astras
governing the arts of architecture and sculpture received their final codification in this
age of universal accomplishment.

As in the Maurya Period, the very political unity of India made for an artistic unity
transcending regional boundaries, so that examples in sculpture and architecture differ
on the whole only in the local materials used in their manufacture. From the Gupta
Period onward we are fortunate in having preserved intact many more examples of
architecture, complete with their sculptural decoration. All the arts are now so much
a part of a single unified expression that a completely separate treatment would be
not only difficult but misleading. We find it best, therefore, to deal with this inter-
related material by discussing first the chief architectural monuments by location and
types, together with their plastic ornament, if it is still in sifu; then, free-standing cult
images and separate pieces of typical carving; and, finally, painting.

In architecture we meet with a final development of many types already found in
earlier periods. Thus for example, the rock-cut chaitya-hall that we have analysed in its
beginnings continues as an accepted architectural type. Cave XIX (Plate 744) at Ajanta
is a work of the Gupta Period and will serve to reveal the changes that have taken place
since the dcdlcatlon of thc shrines at Bhaja and Karll The essential basilican pl;m is per-
the nave arcade are decorated with bands of fohatc ornament, and at the top is a loti-
form member forming a necking under the bracket-shaped capltals These capitals are so
closely spaced that they provide an almost continuous ‘triforium’ fricze of decply
carved Eéh:fﬁ The haunch of the vault is ornamented with a kind of clerestory of deep
niches containing standing or scated Buddhas ;\]tematmg with pancls of foliate orna-
ment. The whole cffect is extremely rich and * bar ue’. This luxuriant carving of the
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nave is complemented by the character of the stupa in the ambulatory. This structure is
as elaborate in comparison with the simple rock-cut hemispheres of BhaJa and Karli as
fﬁﬁmoranon of the nave is in relation to the un-ornamented interior
of the carly chaitya-hall. It is a richly carved monolith reaching almost to the summit of
the vault. The original drum and hemispherical dome have been made into a pillared
niche and canopy to a accommodate the figure of a standmg Buddha. Above rises an ,
attenuated finial, in which one may still recognize the elcments of harmiki and umbrellas
the decoration of the nave, is thc dlrect result of the dcvc]opmcut of Mahay:ma Budd-
lnsm with its emphasis on_the anthropomorphlc natAure of the Buddha; the multlplc :
Buddha i images are undoubtedly symbolical of the myriad Buddhas of the Quarters
mentioned in the Saddharma Pundarika, just as the stupa itself is reminiscent of the fan-
tastic miraculous structures described in the pages of this satra.

No less elaborate is the decoration of the facade (Plate 748). Thefamiliar lotiform win-
dow of the early chaityas is still recognizable; below it is a free-standing portico sup-
ported by two richly carved pillars of the same order as those of the nave. The portiomns
of the fagadc around the window and on the side walls of the ‘court” formed by the re-
cession of the cave-front are completely covered with niches of varying size filled with
high-relief statucs of Buddhas and-Bodhisattvas. These images are more ot less sym-

metrically balanced accordmg to an all-over decorative scheme, which iconographically
may beregarded asa kind of mandala or diagram depicting the host of the mystic Buddhas.
On cach side of the chaitya window are two guardian figures or yaksha-dvarapalas; their
heavily muscled physique, a kind of abstract Indian parallel for Michelangelo’s erribilita,
is intended €0 suggest the power of these divinities to ward off the encmics of the
Buddhist Church. Iconogr:‘xB\ncaIEJ they are the-descendants of the railing figures at
Bharhut and Saiichi. Both these figures and, indeed, the whole arrangement of multiple
Buddha images covering the entire wall surface are the prototype for the rock-cut
sanctuarics of China of the Six Dynastics (220-589) and T‘ang Periods (618-906).

In the Gupta Period the chaitya-hall makes its appearance as a free-standing temple of
permanent materials. One of these is a shrine located at Chezarla in Guntur District
(Plate 754). At present the building is dedicated to Siva, but there is little doubt that it is
an ancient Buddhist temple converted to Hindu usage. That free-standing chaityas were
built at a very carly period has already been mentioned. The foundations of such an
apsidal building of the first century a.p. have been found in Sirkap (Taxila), and a
temple of similar type at Safichi rests on very ancient foundations. The temple at Che-
zarla, built entirely of brick, is in reality a chapel of modest proportions measuring ap-
proximately twenty-three feet in length by nine in width. The interior is approximately
twenty-two feet high. The most striking feature of the building is its vaulted roof, which
is constructed wholly of brick masonry, each horizontal course having a slight offsct in-
ward as it rises to the ridge. There is, in other words, no true arching but only a form of
corbelled vaulting. The fagade of the building presents the characteristic chaitya-arch
form of the rock~cut chaitya-halls which at one time probably enframed a Buddhist
subject in relief. There is a similar shrine at Ter (Figure 16), also dating from the Gupta
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Period, which is preceded by a walled-in porch or mandapa, an element that secrs to
have come into general usage for sanctuaries of all types, both Hindu and Buddhist, in
the fourth and fifth centuries.
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Figure 16. Trivikrama Temple at Ter: Ground plan

A free-standing chaitya-hall at Safichi, probably built on earlier foundations, shows
that this type still persisted in the fifth century; the columns as restored may be seen to
the right in Plate 758. Probably this chaitya was roofed with wood and thatch over the
stone columns of the nave.

A much more significant structure at this same famous Buddhist site is the small
temple standing to the left of the chaitya-hall in Plate 758. It is designated as Temple No.
17. It consists of an enclosed cella preceded by a columned portico. This plan of the sanc-
tuary or garbha griha with the porch or mandapa in front forms the nucleus of all later.
temple-building in India both Hindu and Buddhist. It is the outgrowth of a necessity to
provide a suitable enshrinement for a central cult image of the deity. Probably it is not a
translation into stone of wooden prototypes, but an entirely appropriate, not imitative,
use of the stone medium. Among the characteristics of Gupta temple architecture is the
flat roof with spouts to drain off rain-water. The exterior of the cella consists of entirely
plain and closely joined ashlar blocks; a continuous entablature embraces the sanctum
and the porch as well. As so often in Gupta art, we find a combination of an entirely
new and fresh concept with elements of tradition. Thus the columns of the portico are a
modification of the Asokan order: the octagonal shafts of the columns rise from rather
high square bases and are surmounted by both a bell capital and, above that, a massive
abacus in which rather dryly carved lions are placed back to back as in the old Perse-
politan type.

It would be impossible and unprofitable to attempt to prove that the chaitya-hall type
is specifically Buddhist and the cella-and-porch type of temple a Hindu invention: the
fact remains that both are used with modifications for ritual by both sects throughout the
Gupta Period.

Many varying examples of these types can be found at Aihole, near Bidami. There, in
the squalid modern village and in the overgrown wasteland of prickly-pear forest sur-
rounding it, are about seventy old temples, variously used for dwellings, storerooms,
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and cowsheds. Only a handful have been reclaimed by modern archaeologists. A late
Gupta shrine of the chaitya type at Aihole is the Brahmanical Durga temple (Plate 764).
It is an example of a modified structural chaitya-hall with the familiar basilican plan of
nave, aisles, and apse (Figure 17). A flat roof with stone slabs over the nave replaces the
barrel vaults. In place of the ambulatory of the rock-cut chaityas, it has a pteroma run-
ning round the exterior of the cella. The plain and very massive bracket capitals of this
arcade are a type that reappears with variations in all later periods of Indian architecture.

These capitals are in a sense a severe or o rustic version of those seen in Cave XIX at
é_]/;u}_ga‘ Another and even more interesting new element is the httlc spire or srkhara
rising above-the-apsidal end of the structure. The $ikhara, which some writers sec as a
spcciﬁcally North Indian development, becomcs more ‘and_more _promincnt in_the

one of the great pomts of dlsputc in Indian ‘archacology. Some sce in it a dcvclopment
from the stupa, or a translation into stone of a wooden processional car. Others have
suggested an adaptation from primitive bechive huts or a figuration of the mukuta, the
towering head-dress of Vishnu. Coomaraswamy’s proposal that the $ikhara tower was
developed by the piling up of successive storeys, as suggested by the representation of thc
crowning armalaka at each level or roof, is perhaps the best solution.? :
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Figure 17. Durga Temple, Aihole: Ground plan

Another example at Aihole is the Hucchimalligudi temple standing in the fields north
of the town (Plate 768). In this temple the éikhara, constructed of successive courses of
masonry with rusticated lotiform quoins, rises directly above the garbha griha. The basi-
lican plan is suggested outwardly by raising the flat nave roof above the aisles. In other
respects, such as the unadomed ashlar masonry, the supporting podium, and the entab-
lature which embraces porch and cella, this Brahmanical chapel has points in common
with the Buddhist temple at Safichi. The plan is that of a shrine surrounded by a prada-
ksina passage within the body of the hall.
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Still another type of architecture is represented by the Laidh Khan temple at the same
site dating from ¢. 450 (Figure 18). This is a rectangular building with a flat roof of stone
slabs. Stone grills admit light from two sides, and the castern end opens into a pillared
porch. The wall is in reality a peristyle of massive stone posts, between which the lat-
ticed slabs have been placed like screens. The interior consists of a single large hall con-
taining two groups of columns that provide a double aisle all round. This unusual plan,
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Figure 18. Ladh Khin Temple, Aihole: Plan and Section

as Percy Brown points out, derives not from any pre-existing religious shrine, but from
the arrangement of the Indian village meeting-hall or santhagara.? The actual sanctuary
for housing the Saivite emblem of worship is simply a room built into the back wall of
the interior of the hall, an arrangement suggesting the temple at Bhumara to be dis-
cussed below. Although its thoroughly unusual and inappropriate arrangement was not
perpetuated, the Ladh Khan is important in furnishing us with the carliest example of
the massive bracket-like capital that continues in use throughout the Hindu Renaissance
Period.

In so far as one can tell from the ruins of such structures as the Dhamekh stupa at
Sirnith, the free-standing monuments of this type reveal the same tendency towards
attenuation that is notable in the rock-cut stupas at Ajanta. The Dhamekh stupa was
presumably a memorial erected to commemorate the Buddha’s ordaining of his succes-
sor, Maitrcl'_:t. Its solid brick core consists of a high basement surmounted by a drum;
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the hemispherical dome and superstructure have disappeared, but must have risen to a
considerable height. The most notable feature of this ruin is the very elaborate relief de-
coration surrounding the niches for images let into the drum (Plate 784): the ornament
consists of chevron patterns and the most luxuriant vine patterns, carved with the utmost
delicacy and feeling for effective shadow. This is the exact sculptural equivalent of the
magnificently painted ceilings of the Ajanta cave temples which will be considered later.

One of the few surviving gems of Hindu architecture of the Gupta Period is the
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Figure 19. Siva Temple, Deogarh: Ground plan

temple of Siva at Deogarh. This fragmentary building is one of the most ornate and
beautifully composed examples of Gupta architecture. The temple itself occupies the
innermost enclosure of a mandala of nine squares (Figure 19).# It probably dates from
the fifth century. The shrine as it survives consists of a cubic block of finely joined ashlar
masonry, surmounted by a ruined pyramidal tower that at one time rose to about forty
feet in height. This cella was originally surrounded by four porticocs, one leading to the
sanctuary, the other three serving to set off and protect the reliefs of Brahmanic subjects
set in the remaining walls of the edifice (Plate 774). These panels are deeply sunk in an
claborate framework of pilasters of the Indian order and a fricze of foliate scrolls and
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lion heads. This ornament is not far removed from the work on the Dhamekh stupa.
The carving of the frame complements the richness of the reliefs. Their baroque depth
in their box-like scttings gives the effect of a spectacle on a stage and seems to prophesy
the dynamic chiaroscuro of later Hindu sculpture. The voluptuous grace of the figures
and the already familiar metaphorical conventions of anatomy and features remind us
of the style of Gupta Buddhist sculpture at Sarnath. But the richness and dramatic con-
ception of relief are far more moving than anything to be found in Buddhist art of the
fifth and sixth centuries, and are an unmistakable indication of the real renaissance that
was taking place in the art of the Hindu Church. Originally the temple platform was
decorated with a continuous frieze representing events from the epic Ramdydna, a text
popular in Gupta times for its heroic account of the triumph of a godly race. This is the
carliest example of a motif that is repeated over and over again in the architecture of
Java.

The main doorway of the temple at Deogarh may serve as an example of the ex-
tremely ornate type of portal that makes its appearance now (Plate 778). A feature
found in almost all temple entrances is the projecting lintel-cornice. It overhangs the
elaborate frame of the doorway proper. The main motif here consists of richly decor-
ated pilasters, alternately square, octagonal, and sixteen-sided in section, supporting an
architrave in the shape of an elongated vesara or chaitya roof ornamented with chaitya
dormers. Within this framework are enclosed narrow vertical bands of decoration with
representations of mithunas or auspicious couples; in the centre of the over-door slab is
a plaque of Vishnu on the great niga. Around the frame of the doorway itself are panels
with crisply carved foliate details. To right and left at the top and outside the main zone
of the frame are reliefs of the river goddesses of the Ganges and Jumna. This is 2 motif
that occurs repeatedly in this position in the buildings of Gupta times. At the bases of the
overlapping frames of the door are carvings of dvarapalas or door guardians and female
divinities. The richness of this sculptured portal is, like the reliefs of the false windows,
set off by the plain surfaces of the ashlar masonry.

A unique and important building of the Gupta Period is the brick temple at Bhitar-
gion near Cawnpore. The structure, which depends for its effect on flat wall decoration,
is so ruinous that its arrangements can be seen better in an architectural drawing than in
a photograph (Figure 20). It dates from the fifth century, and is one of the few surviving
examples of Indian architecture in brick. Originally a Brahmanical dedication, it was in-
tended as a sanctuary for images. The brick tower, raised on a high plinth, is thirty-six
feet square, and contains a cella joined to a small vestibule by a barrel vault. Domical
brick vaults cover the sanctuary and porch. On the exterior we see a structure with
doubly recessed corners ornamented by double cornices enclosing a recessed frieze of
carved brick. The superstructure, rising in diminishing stages with a decoration of
chaitya arches, was originally crowned by a hull-shaped roof of the chaitya type that we
shall see in the Pallava examples at Mimallapuram and Gwalior. The blind chaitya
archesin the horizontal courses enframe heads of divine beings, the first appearance of the
gavaksha, an architectural motif that recurs in Pallava architecture and in the pre-Khmer
buildings of Indo-China. If only in its shape, the temple scems to bear some relation to
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Figure 20. Brick Temple at Bhitirgion

the original tower sanctuary at Bodh Gaya, and it furnishes a remarkably close proto-
type for many later shrines in Java and Indo-China. The pancls of carved terra-cotta from
the exterior revetment are among the most beautiful examples of Indian work in this
medium (Plate 788). The panel illustrated, representing Vishnu reclining on the great
snake, Sesha, is characterized by the extreme beauty of finish, softness of form, and crisp-
ness of detailed definition.

Closcly related to this type of temple and plan is the shrine of Siva at Bhumara in
Nagod State (Figure 21). This sanctuary, dated in the late fifth century, consists of a
square cella or garbha griha, which was itself originally contained in a larger walled
chamber, so that an indoor processional path was formed around the holy of holies.
This enclosure in turn was preceded by a mandapa. It is difficult to say whether this
arrangement is the origin of the typical late Indian temple plan, but it can easily be seen
that by linking the porch direct to the holy of holies, the form of the Hindu and Budd-
hist temple of the Gupta Period was completely evolved.
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In Gupta temples, both Buddhist and Hindu, the decorative carving was effectively
crowded into the ornament of the doorways, windows, and panels let into the otherwise
plain wall-surfaces, so that the resulting contrast of small areas of sparkling relief against
the expansc of unadorned ashlar is not unlike the effect of Plateresque architectural orna-
ment in Spain. A single red sandstone panel from the shrine at Bhumara will serve to
illustrate the exuberant richness of this type of architectural carving in the Gupta Period
(Plate 79). It represents a ganas or goblin climbing the stem of an enormously compli-
cated foliate growth. The frond-like motifs belonging to no botanical species writhe and
twist with explosive vigour. The repetition of the curling motifs large and small creates
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Figure 21. Temple at Bhumara: Ground plan

an effect of constant uneasy movement over the surface, the movement of a flame con-
suming itself. One has the feeling that in the very exuberance of this rococo fantasy the
creative invention has a vigour and freshness still far from the exhaustion and dryness of
expression found in the late Hindu periods of Indian art.

Sculpture in the period of Gupta supremacy, like the allied arts of painting and archi-
tecture, must not in any sense be regarded as a revival or rebirth, but rather as the logical
culmination of several continuous traditions. The traditions out of which it developed
are mainly the entirely Indian school of Mathura, and the Greco-Roman art of
the north-west frontier. All Gupta sculpture, regardless of its place of m: nufacture, is
marked by a finished mastery in execution and a majestic serenity in expression that have
seldom been equalled in any other school of art.

We may take as a typical example, to illustrate what we mighe call the processes lead-
ing to the emergence of Gupta sculpture, any one of the images of Buddha carved at

130



THE GUPTA PERIOD

Mathuri from the fourth century onwards (Plate 80). From Hstian-tsang’s description
of this former Kushan capital there can be no doubt that the city continued as a flourish-
ing centre of Buddhism. The fifth-century Buddha from Mathura differs from the carly
Kushan effigies of Sakyamuni in showing the Teacher entirely covered by the monastic
I%wu. This in itself may be regarded as an iconographical borrowmg from Gand-
iara. The style of the drapery bears a marked resemblance to certain late Gandhira
Buddhas; what were once realistically represented Classical folds have been reduced to a
series of strings, symbolically representing the ridges of the folds, that clothe the body in
a net of parallel loops following the median line of the figure. In the Mathura Buddhas
the rather hard conventlonahzatlon of the late Gandhira drapery formula has been re-
worked into a thythmic pattern quite apart from its descriptive function; that is, the re-
petition of the loops of the string-like drapery provides a kind of relief to_the static
coliimnar mass of the body. This is the final development of a formula alrcady noted in
the Buddhas of the Later Andhra Period. The conception of the actual form of the
Buddha is entirely Indian. We note a perpetuation of the heaviness and volume of the
early Kushan Buddhas: this quality, together with the commanding height of the
figures, conveys a feeling of awesome dignity and power. It is notable, however, that
the archaic crudeness of the prototype has disappeared. We may be reasonably sure that
these figures were carved according to a fixed set of proportions intended to guarantee
the more than mortal ideality of the conception; likewise, individual parts of the body
continue to be fashioned in accordance with the entirely metaphorical description of the
Buddha’s person contained in the lakshanas.

The head of this typical Gupta Buddha from Mathura reveals essentially the same
coalescence of the Indian and Gandhiran traditions. The sharp definition of the planes, as,

for example, the razor edge that separates the the brow from ‘the eye-socket, is similar to the

hard precision of the Gandhara Buddhas . with the difference that thc Mathura types
the mterlocklng Planes whlch in an almost geometric fashion combine to 1mpart to the
face a fecling of warmth and fullness. The individual features are again composed in a
metaphorical manner and still, as in archaic sculpture, combined in an additive, rather
than an organic, manner. The eyes are lotiform; the lips have the fullness of the
‘mango; the hair is rcprcsentqd by the snail-shell convention which we have seen in the
example from Amarivati. The sculptors are always at pains to represent the ushnisha as
a definite protuberance growing from the summit of the skull, and in similarly orthodox
fashion the marks of wheel, fish, tri$ila, ctc., are engraved on the palms of the hands.
Among the most bcautlful fcaturcs of the Mathura Buddhas arc the carved haloes, the
ornament consisting of concentric rings of floral pattern about a central lotus. Aesthetic-
ally this final evolution of the Buddhist cult image is extremely moving in the feeling of
tremendous and fully realized sculptural mass and the awesome spiritual dignity of form
and features that is achieved by their combination of Late Antique convention and Indian
metaphor and feeling for plastic volume.

“The figure of their Great Master they stealthily class with that of Tathigata; it differs
only in the point of clothing;; the points of beauty arc absolutely the same.’s Thisaccurate

131



THE GOLDEN AGE AND END OF BUDPDHIST ART

observation by Hsiian-tsang on the dependence of Jain art on Buddhist prototypes
may be applied to any number of Jain images of all periods. A colossal statue of a Tir-
thankara in the Curzon Museum at Muttra (Plate 814) could be mistaken at first glance
for a Buddha in dhyana mudra, were it not for the complete nudity of the figure. The pro-
portions of the body and the technical aspects of carving are identical with Buddha
images of the Gupta Period, down to such details as the lotiform eyes and the represen-
tation of the hair by snail-shell curls. The impression of hieratic stiffness and austerity in
this and other Jain images is due not only to the rigid geometrical construction of the
body set like a colnmn on the base of the locked legs, but to the emphasis on the abstract
treatment of surface and volume inherent in the entirely unadorned body. Looking back
to the carliest example of Indian treatment of the nude, the Harappa torso, it is interest-
ing to sce how for very good reasons all suggestion of muscular structure has been
suppressed in favour of an entirely abstract conception of the body in smooth and
unencumbered curved planes, which in their entirely gencralized treatment impart a
feeling of tremendous volume and are intended to connote the perfection of a great man
in yogic trance, a spiritual state of being in which the body becomes immaculate —
purified of the dross of material existence.

In the Gupta Period, as at all other moments of Indian art history, no distinction in
style can be made between works of art produced for the varions religions. A typical
Brahmanical fragment from the Mathurd workshops of the fifth century reveals the
same tradition and stylistic idiom as the Buddha images from the same site (Plate 818).
This is a fragment of the Hindu deity Vishnu with the heads of a lion and a boar placed
to left and right of the central human head to indicate the Narasiiha and Varaha avatars
of the god. The body is represented with the same herculean proportions as employed
for the icons of Buddha; the carving in smooth, very simplified planes is the final per-
fection of the style of the early Kushan school. The human face in the centre in its round-
ness and in the character of the individual features could scarcely be distinguished from a
Buddha mask. A distinctive Vishnu attribute is, of course, the elaborate jewel head-dress
or mukuta which reveals the same luxuriant fancy in decorative invention as is typical
of all Gupta ornament.

Very close in fecling and detail is a magpificent Bodhisattva torso in the Muttra
Museum (Plate 828). We notice here how the Indian sculptor, following a device going
back to the archaic periods, exploits to the full the contrasts between the precisely carved
jewellery and armlets and the unadorned expanse of the nude torso. In the Buddhist
sculpture of the Pala-Sena Period this insistence on the definition of the jewelled orna-
mentation becomes a kind of end in itself, and the carving assumes a dry, mechanical
aspect that is totally absent in the statues of the Gupta Period, in which there is always a
perfect balance between the massive plastic realization of the form and the surface details
serving by their very delicacy of execution to relieve the statues’ almost overbearing
heaviness.

One of the most flonrishing centres of Buddhist sculpture in the Gupta Period was the
great monastic complex at Sirnath. The material that the sculptors used for carving the
innumerable Buddhas and Bodhisattvas that once decorated the stupas and viharas was
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the chiinar sandstone that had served the craftsmen of the Maurya Period. One may
choose as typical of the standing Buddha type evolved at this site any onc of
the many images recovered in the course of excavation (Plate 824). The statue
shows an even further departure from any adherence to the style of Gandhira than
the Mathura Buddha in the complete disappearance of any indication of the structure
of the folds of the drapery; it isas though the mesh of strings typical of the Buddhas
of Mathura had fallen away, leaving the Buddha clothed in a smooth sheath-like garment
that completely reveals the form of the body beneath it. Another immediate difference
that strikes us is the position of the figure: in_marked contrast to the columnar rigid-
ity of the Buddhas of Amaravati and Mathur3, the body is slightly broken on its axis in
a kind of Praxitelean défianchement, a " device that i imparts a certain litheness and moving
quahry to the Sanith type. Very possibly this is an adaPtatlon for Buddhist usage of the
characteristic posc of the Indian dance, the trlbhanga in which, it will be remembered,

the body is similarly broken on its axis. It is perhaps not too bold to think that this pos-
ture was intended to suggest to the worshipper that the Buddha image was actually
moving or walking towards the suppliant, its hand raised in the gesture of reassurance.
Like their counterparts at Mathura, the Sarnath images are certainly composed accord-
ing to a fixed system of proportion; from what we know of later compilations of the
$astras in the Hindu tradition, some such ratio as seven, or even nine, thalams (the dis-
tance from brow to chin) to the total height of the image would have been employed.
The ratio varied according to the ‘stature’ both physical and hieratic of the deity to be
rcprcsented

“In all the Buddhas of the Samnath workshops the planes have been so simplified
that the sculpture takes on an almost abstract character; it is as though, by the very
perfection and unbroken smoothness of the subtly swelling convex surfnccs which com-
pose the modelling of the body, the sculptor strove not only for a beautifully refined
plastic statement of form and volume, but for an expression of the ineffable perfection of
the body of the Buddha as well.

One of the great masterpieces of Gupta sculpture and, indeed, of Indian art of all
periods is the high-relief statue of Buddha preaching the First Sermon, discovered in the
ruins of Sarnith (Platé 83). It is, as usual, carved of chdnar sandstone which retains
traces OFW ment on the robe. The Teacher is represented seated in yoga posture,
his hands in the whcel—tummg or dharmacakra mudra; below, on the plmth may be re-
cogmzcd the figures of Sakyamum s carliest followers who, after a period of apostasy,
returned to him at the sermon in the Deer Park. Between the two groups of knecling
monks is the symbol of the preaching, the Wheel, and, to give the setting, two badly
damaged figures of recumbent deer. The back-slab, representing a throne, is carved with
hybrid monsters or yalis and makaras. Iconographically the relief is the final step in a
development that transformed the events from the life of the Buddha into hieratic sym-
bols, rather than mere stories of Sakyamuni’s mortal career. In early representations of
the First Preaching, as in the reliefs of Gandhira, the Deer Park sermon is represented as
an actual event, with the Buddha surrounded by his disciples, with all figures on the
same scale. Tn the Sirnath relief it is the enormously enlarged figure of the Buddha in
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dharmacakra mudra that stands for the event; the narrative clements of the episode have
been relegated to the base. Both the svelte attenuation of the Sirnith Buddhas and the
quality of sensuous elegance that distinguishes them are a kind of development out of
the Later Andhra style. The seated Buddha is presumably carved according to a system
of five thalams to the total height of the figure, and the image is composed in a triangle,
with the head as apex and the legs as the base. The gclipf shows the development of the
Mahayana point of view: it is the eternal aspect of the turning of the wheel, typified by
the Buddha and his gesture, that is important, rather than the actual episode from the
hero’s mortal carcer that appealed to the Hinayanist Church. There could be no more
appropriate nor beautiful illustration of the metaphorical conception of the cult image
and its separate parts than this icon: the line of the brows follows the tensile curve of the
Indian bow; the eyes are lotiform; the face has the perfect oval of the egg; and the body
once again is a combination of the various allegories of great strength and beauty con-
tained in the lakshan3s. One of the most beautiful features of this and other Gupta
Buddhas from Sarnath is the carving of their haloes. In the present example the orna-
ment of the nimbus consists of a wide band of deeply cut foliate forms framed in a pearl
border with flower-bearing apsaras on either side.

Not the least important aspect of the Sarnath school of Buddhist sculpture is its great
influence on Buddhist art outside India. The earliest Buddha images to be carved in Siam
and Cambodia are all provincial variants of the Sarndth types, and a final and beautiful
development will be seen in the Buddhas ornamenting the great shrine of Barabudur in
Java.

In relief sculpture the Gupta workshops of Sarnath achieved a synthesis of Gandharan
and Kushan elements paralleling the development of the Buddha image. A number of
steles with scenes from the life of Buddha very clearly show the perpetuation of the ico-
nography for each episode as evolved in Gandhara (Plate 84). The figures in the reliefs
arc themselves miniature replicas of the monumental statues. The stylc of the relief carv-

.ing with the forms outlined against a deeply shadowed background may be regarded as
a development of the archaic style found at Safichi and elsewhere. In the individual
scenes the story is related in a very clear shorthand manner, with the inclusion of only
those figures necessary to the action. There is a perpetunation of the manner of continu-
ous narration, so that all the events related to the Buddha’s Nativity (Miy3a under the
$Sal tree, the Seven Steps, and the First Bath) are included within the confines of the same
panel. The reduction of the narrative to the most essential figures is already prophesied in
the relief style of the Kushan Period at Mathura.

Some mention must be made ¢ of sculEturc in metal, which at one time certainly
existed in a quantity approximating that of the surviving examples in stone and stucco.
The only remaining metal statue of any size is the colossal copper image of Buddha from
Sultangaiyj, in the Birmingham Museum (Plate 85). Stylistically, the figure is the equi-
valent of the fifth-century stone Buddhas of Sarnith in the smoothly rounded attenua-
tion of body and limbs, and in the way that the drapery entirely reveals the form be-
neath. Parallel incisions on the surface are all that indicate the presence of folds in front
of the body. Modelling in the shape of the archaic chevron pattern connotes the fullness
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of the garment at the borders. The figure, standing erect and majestic like the Sarnath
statues, has a feeling of animation imparted by the unbalanced stance and the movement
suggested by the sweeping sithouctte of the enveloping robe. Indeed, much of the im-
pressiveness of this figure derives from the position of the arms unfurling the mantle on
either side of the body like giant wings outspread.

Just as important aesthetically and historically are the small figures of Buddha and
Buddhist divinities in bronze that have been unearthed both in Gandhira and the Ganges
Valley, if only because it is highly likely that such small portable statues were imported
into China by Buddhist pilgrims like Hsiian-tsang and served as models for the religious
sculpture of the Far East.6

Among the statuettes in bronze that have been found in Gandhara - some so alike that
they might have been made from the same mould - is an cxample in the collection of
M. Pierre Jeannerat (Plate 864). It represents the Buddha standing in abhaya mudrd. In a
general way, the figure, with the voluminous folds of the mantle indicated by incised
lines,” but conceived as a volume separate from the body, is a miniature replica of the
stone Gandhira Buddhas of the second and third centuries. There are certain features,
however, which point to the image’s having been made at a somewhat later period,
when the Classical influence was being replaced by artistic ideals of a definite Indian
nature; the round fullness of the face, prominent ushnisha, and snail-shell curls are posi-
tive hallmarks of the Gupta style at centres like Mathuri, so that the object should prob-
ably be dated no carlier than the fourth or fifth century. Characteristic of the Gandhara
metal figures is the rayed nimbus and aurcole or body halo.

A typical example of a statuette of the Gupta Period is the bronze figure of Buddha
from Dhanesar Khera, now in the museum at Kansas City and dated c. 400 (Plate 865).
The head is a reduction to a small scale of the heads of fourth- and fifth-century Buddha
statues from Mathura. The proportions of the body beneath the drapery likewise corre-
spond to the Gupta type, but the robe itsclf is still modelled more in conformity with
the semi-realistic style of Gandhara. Again, the halo, with its projecting rays, is typical
of these small metal images both in Gandhira and later Indian examples.®

Sculpture in the Gupta Period is of course not limited to the production of the ateliers
at Mathuri and Sarnith; there was, on the contrary, an enormous amount of carving of
Hindu and Buddhist images all over India, and many of these can vie in quality with the
masterpieces of the famous centres in the north. A great many images and reliefs, Hindu,
Buddhist, and Jain, have been collected in the Museum at Gwalior. Among these the
enormously monumental Narasimha from Besnagar, several relicfs of flying apsaras, and
a Nativity relief, either Hindu or Jain, are worthy of special mention. Also from a
temple at Besnagar is a relief of the goddess Gangi, now in the Boston Museum of Fine
Arts. The figure reveals the attenuated sensuous grace of the Sarnith style, and the
foliage and water patterns are carved with that combination of convention and in-
ventive fancy that characterizes all Gupta ornament. Among the most monumental of
Gupta carvings is the colossal relief of the boar avatar of Vishnu at Udayagiri in Bhopal
State. All these examples from western India are in the same style as the work at Sar-
nith; thatis, the sculptural conception, the proportions of figures, and their metaphorical
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composition are all parts of the unified Gupta tradition. Safichi continued as a Buddhist
centre well through the reign of Harsha of Kanauj, and some of the later dedications in-
clude Buddha images of considerable dignity and plastic significance. We have already
studied the later cave-temples at Ajanta as examples of rock-cut architecture; some of
the sculptural decoration, notably the fine panel of a Nagardja and his queen, outside
Cave XIX, deserve to rank with the great examples of the period (Plate 884). The
figures have the same fecling of elegance and repose which, as we shall see presently,
distinguishes the Gupta wall-paintings at the same site. It will be observed that all the
relicfs mentioned have a common classic quality in being rigidly contained within a box-
like frame. There is no indication of the baroque qualities of fater Hindu reliefs, in which
the figures are disposed without any confining enclosure.

Abeautiful slab from Sondani near Gwalior illustrates the mature development of figure
sculpture in the Gupta Period (Plate 87). Represented ate a qandharva and an apsaras ~

supernatural_acrial beings — divinities of fragrance and music, once the attendants of

Indra. Appropriately, the divinities are shown ﬂymg through the air, and it should be
noted that the effect of weightless, endless, soaring motion is imparted not, as in Chris-
tian angels, by the unconvincing addition of wings, but by the direction of the legs and
by the upward swirling lines of the billowing scarf that supports the divine pair like 2 like a
celestial parachute. As Stella Kramsisch has pointed out, the device of theipturned feet,
brushing against, but not supported by, the steps in the frame at the right adds to the
illusion of the effortless flight of the angels.® Again, the very heaviness of the massive,
intricate coiffures, worthy of Fuseli’s courtesans, seems to add by contrast to the light-
ness of the simply modelled bodics. The female gandhirva in this group is the Safichi
yakshi in Gupta terms, a fully modelled form in relief, but suggesting the possibility of
existence in the round. Note the wonderful contrast of the close-pressed roundness of
globular breasts and almost abstractly tubular limbs and, as in all great Indian figure
sculpture, the cxpansive swelling roundness that makes these beings appear ‘as if
breathing .10

Gupta Buddhist sculpture in western India may be illustrated by a panel carved on the
narthex screen of the chaitya-hall at Karli at the time when this sanctuary was trans-
formed into a Mahayana temple (Plate 888). This relief could be described as an apo-
theosis of Buddha as he appears transfigured in the Lotus siitra. The Buddha is enthroned
on a lotus in the sky at the summit of an axis supported in the nether waters by nigas.
To complete the representation of the old Vedic concept of the division of the cosmos
into air, carth, and ncther waters, the level of the earth and a reference to the Buddha’s
preaching may be discerned in the Wheel and the deer, emblematic of Sarnath. The
Buddha is flanked by the Bodhisattvas Avalokite$vara and Maitreya, the principal
members of the celestial congregation who were vouchsafed a vision of the Body of
Bliss or Saibhogakdya. Above the Buddha’s head are angels supporting a stupa, symbol
of his final Nirvina. The style of the individual figures, like the Gupta sculptures at
Ajanta, is a rough, cven crude provincial derivation from the fifth-century school of
Sarnath, a resemblance to be discerned in the smooth tubular bodies and limbs and ex-
tending to such details as the wheel and the flanking deer.
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Painting in the Gupta Period, like architecture and sculpture, is merely the culmina-
tion, not the renewal, of a very ancient tradition. References to Indian painting occur in
literature of all periods as carly as the Maurya, and it may be assumed that techniques
and traditions had been formulated long before the Gupta era. The principal source for
an understanding of the acsthetic of Indian painting is the Vishuudharmottaram, which
classifies the types of painting appropriate to temples, palaces, and private dwellings,
and differentiates between ‘true’, ‘lyrical’, and ‘sccular’ painting. Great stress is laid on
the necessity of following canonical proportions and, of even greater import, the expres-
sion of emotion through appropriate movement.!t

Six Limbs or Essentials of Painting are enumerated in the commentary of Yaodhara
on the Kama siitra, a work essentially of the Gupta Period. These canons may be under-
stood as a reference to standards which every painter would necessarily observe. They
include the proper representation of inner feeling or mood, ideal proportion, as well as
attention to proper pose, and the preparation of colours and use of the brush. These
Indian canons are on the whole practical injunctions, and have nothing to do with the
Six Canons of the fifth-century Chinese painter Hsich Ho.

That a certain trompe I'wil through the suggestion of relief was specifically intended in
Indian painting is hinted at by certain passages in the Lankavatara sitra: ‘As a picture
shows highness and lowness while (in reality) there is nothing of the sort in it ... it is
like the painter’s canvas on which there is no depression or elevation as imagined by the
ignorant.’ 12

It is significant indeed that the Vishnudharmottaram mentions the impossibility of at-
taining a proper expression of emotion without a knowledge of the art of dancing. This
comment in itself serves to explain that wonderfully vibrant gesture and pose that char-
acterizes the great painted forms of Ajantd and invests them with a kind of swaying,
flower-like grace and movement. Painting in the Gupta Period came to be a social ac-
complishment no longer limited to ecclesiastical use but practised by amateurs as well as-
professional craftsmen.13
" Remiains of Gupta and post-Gupta or Early Chalukya wall-paintings exist at Ajantd
(Caves 1, I, X VI, XVII, and XIX), at Bagh, in the Gupta caves at Badimi, and in a Jain
sanctuary at Sittanavasal ncar Tanjore.

Nowhere else in Indian art but at Ajantd do we find such a complete statement of in-
divisible union of what in the West is referred to as sacred and secular art. Like the
poetry, the music, and the drama of Gupta India, this is an art of *great courts charming
the mind by their noble routine’ — all different yet united reflexions of a luxurious
aristocratic culture. As Coomaraswamy so admirably phrased it, in the splendid settings
of the Ajantd wall-paintings the ‘Bodhisattva is born by divine right as a prince in a
world luxuriously refined. The sorrow of transience no longer poisons life itsclf; life has
become an art, in which ... the ultimate meaning of life is not forgotten ... but a cul-
mination and a perfection have been attained in which the inner and outer life are in-
divisible; it is this psycho-physical identity that determines the universal quality of Gupta
painting’.14

In the Ajantd wall-paintings we feel a definite change from the art of early Buddhism,
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with its emphasis on the symbolic quite apart from the world of reality. Here is a turn
to a sort of religious romanticism of a really lyric quality, a reflexion of the view that
every aspect of life has an equal value in the spiritual sense and as an aspect of the divine. .
Sensuous physical beauty is as an emblem of spiritual beauty. One is reminded of the
Hindu god Krishna and his scriptures, in which it is written: all men and women are his
forms.

The technique of the Ajantd wall-paintings is not markedly different from that de-
scribed in the paintings at Bamiyan. The rough surface of the wall or vault is first
covered with a layer of clay or cow dung mixed with chopped straw or animal hair.
When this has been smoothed and levelled, it is given a coating of gesso (fine white clay
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Figure 22. Cave I, Ajanti: Ground plan

or gypsum), and it is on this ground that the actual painting is done. Although Indian
wall-paintings can never be described as fresco in the true sense of the word, it is notable
that the plaster ground was kept moist during the application of the pigment. The com-
position was first entirely outlined in cinnabar red; next came an under-painting corre-
sponding to the terra verde of medieval Italian practice. The various local tints were then
applied and the painting was finished by a general strengthening of outlines and accents.
A burnishing process gave a lustrous finish to the whole surface.

The most famous paintings at Ajanta are in Cave I, and date either from the late
Gupta or Early Chalukya Period; roughly, that is, the late sixth or early seventh century.
The cave has the form of a square hall with the roof supported by rows of pillars (Figure
22). At the back of the shrine is a deep niche containing a rock-cut image of a seated
Buddha. Originally, of course, the entire interior surface of the cave, even the pillars,
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was covered with paintings; among the most unusual details from this cave that we shall
examine are parts of the complete decoration of the flat ceiling. Although the painted
decoration does not form a complete or unified iconographic scheme, large portions are
thought of as parts of a single concept: the two colossal painted figures of Bodhisattvas
on each side of the niche at the back of the hall may be regarded as parts of a Trinity,
with the sculptured image of the Buddha in the sanctuary as the central figure. Both
these Bodhisattvas are of the carana type of compositien-in-which a_principal figure
serves as stabilizing factor and guide to the entire arrangement; for example, on the left-
hand wall, the enormous figure of a Bodhisattva with a Blue Lotus stands in a landscape
teeming with forms of all sorts, related not by any laws of spatial composition but by
their relation to the object of their veneration, the Deity of Compassion represented at
the moment that he manifests himself to this group of devotees. The spectator does not
take in the entire huge composition at a single glance, but his eye, following the direc-
tions suggested by the gestures and. ‘movements of the forms, and always returning to the
d0111manng4hapc_o£tl1e-Bodhmattva comes gradually to explore and apprchend the
entire arrangement.

The figure of the Bodhisattva is worthy of detailed analysis (Plates 89 and 9o). Fol-
lowing the principle of hieratic scaling, it is enormously larger than the attendant figures;
this device not only serves an iconographical function but provides a dominant vertical
_axis around which the composition literally revolves. We may be sure that the form,
just like the sculptured Buddhist images of the period, was composed according to a
system of canonical proportion, probably nine thalams to the total height of the figure.
The pose of the body with its pronounced déianchement contrives to impart a fecling of
swaying grace and movement that is carried out in the exquisite tilt of the head and the
gesture of the hand. As an cxample of that metaphorical rather than organic com-
position of human forms, this figure has few equals. We may see how feature by feature
the parts of the face and body are drawn with reference to the shape of certain forms in
the animal and vegetable world, which by their beauty and finality recommended
themselves as more fitting than any trapsitory human model for creating the imagined
superior and eternal anatomy of a_god!5-the face has the perfect oval of the egg; the
brows curve as an Indian bow; the eyes are lotiform. We recognize again the clcphantme
shoulders and arms, the leonine body, and, perhaps loveliest of all, the hand, which in
its articulation suggests the pliant growth of the lotus flower it holds.

It will be observed in the figure of the Bodhisattva and his attendants that the flesh
parts appear to be modelled in light and-shade. Actually this chiaroscuro has nothing to
do with the recording of any effects of illumination; like the highly similar modelling
of Trecento painters such as Giotto, its sole-function is to impart a fecling of solidity and
plasticity to the forms. In a completely arbitrary way arcas of shadow are placed on both
sides of the bridge of the nose of the Bodhisattva, and in some of the dark-skinned at-
‘tendants bold lughhghts are painted on the saliencies of features and body further to
enhance the fechn@%?cxlstcncc in the round. In the examples at Ajant3 and elsewhere in
India this abstract shading has a much softer sfumato effect than in the provincial Indian
painting at Bamiyan, where the technique is in process of becoming a convention.16
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Here is ‘an art that reveals life ... as an intricate ritual fitted to the consummation of
every perfect experience .17 In a marvellous reconciliation of beauty, physical and ind spiri-
tual, the Great Bodhisattva is realized as the very embodiment of that compassion 2 and
tenderness that his mission of allaying the miserics of the world implies. The flawless
opalescent smoothness of the skin, like the gcncmhzcd modelling of Gupta statues, the
cyes half closed in reverie, the physically unreal proportions of the face suggest a beautv
beyond reality; this is a loveliness so refined away from transitory human appearance
that it becomes a symbol of celestial beauty and purity. The head, almost like a heavy
flower on the strong stalk of the neck, bends s gh'ﬂ-forward an Olympian majesty sits
on the tensile arc of the brows. The face i veiled in a Iyric, pensive abstraction that al-
most reminds onc of the half-sensual, half-spiritual ghostlmcss that animates the faces of
Mlchclangclo s demi-gods. The figure as a whole in its tranquil suavity and virile sweet-
ness is the perfect realization of this deity of salvation and refuge. The proper expression
of the qualities of a Bodhisattva is no happy accident nor solely the result of any acsthetic
inspiration; it is the result of the artist’s knowledge and possession of the entire body of
the painter’s tradition ~ proportion, drawing, technique — together with an understand-
ing of the drama of pose and gesture which, as in the dance, conveys the essential nature
of the deity. The figure gives an impression of being arrested in a moment between
tranquillity and movement, an impression that is also given by some of the great bronze
statues of the Hindu Renaissance; this suggestion of the potentiality of movement as
though the figure were about to ‘come to life” is, of course, the express result of the
wonderfully rhythmic disposing of pose and gesture.

At the right, among the companions of the Bodhisattva, we recognize a beautifully
drawn female figure of dusky complexion who wears a towering head-dress that closely
resembles the elaborate mukuta, crowning the Bodhisattva himself. This is a represen-
tation of the sakti or female energy of the Bodhisattva, one of the many indications of
the intrusions of Hindu concepts into Buddhism. It is only the beginning of a trend that
ultimatcly led to the reabsorption of Buddhism into Hinduism in the Hindu Renaissance.
The strangely cubistic rock-forms that loom behind the Bodhisattva and support the
shapes of kinnaras and peacocks praising his manifestation might be compared to the
similarly block-like mountain forms in Early Christian and Byzantine art. Actually it
would be absurd to look for any ‘influence’ in this or other details that bear a resem-
blance to the forms of Western art; these conventions for rocks are simply an outgrowth
of the already conceptual, ideographic treatment of geological formations in carly Indian
relief sculpture and in the ‘stage sets’ that form the backgrounds of the earliest wall-
paintings in Cave X at Ajanta.

The painting of the ceiling of Cave I at Ajanta is executed in a more flat, properly
speaking decorative, style than the work on the walls of the vihara. The space is divided
into a number of contiguous panels square and rectangular in shape, which are filled
with figure subjects and ornamental motifs. A composition, which with slight variation
is repeated no less than four times, shows a bearded personage dressed in a peaked cap,
mantle, and boots, attended by musicians and cup-bearers (Plate 914). Although at onc
time this group was identified as a representation of Khusrau II of Iran, who actually
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sent an embassy to the Deccan, it secems more reasonable, as Coomaraswamy suggests,
that it is a representation of Kuvera, the god of riches, whose Dionysian aspect we have
already encountered in the sculpture of Mathura. The extremely restricted palette used
here, and the silhouetting of the fignres against a light background sprinkled with
rosettes, give the panel a very flat, textile-like character. This is even truer of the floral
and vegetable forms that fill the panels surrounding this figure composition (Plate 914).
These are perfect examples of the Indian artist’s ability to abstract the essentials of
natural forms and turn them to decorative organization without in any way losing the
sense of growth and proper articulation of the plant structure.!®

Scarcely less important, but unfortunately more damaged than the paintings of Cave
I, are the fragments of wall decoration surviving in the porch of Cave XVIL This shrine
bears an inscription of the last quarter of the fifth century, which may be assumed to
correspond with the period of the wall-paintings. One of the subjects on the back wall
of the verandah represents Indra and his entourage of celestial musicians flying to greet
the Buddha at the time of his visit to the Tushita Heaven (Plate 918). In many ways this
beautiful detail bears comparison with the sculpture of flying gandhirvas at Gwalior
(Plate 87). The suggestion of endless, effortless flight is imparted by the direction of the
bent legs and by the jewels sweeping backward over the breast of the god, who is
differentiated from his companions by his light colouring and magnificent crown. In
addition to the noble beauty of the god, one should note particularly the wonderfully
animated figure of a flute-player at the right, half turning to glance atIndra. Behind Indra
and his train are towering clouds, conventionalized by striated curving lines of ultramarine
blue of varying thickness against a nacreous white background. This detail illustrates
with what great breadth and sureness the figures are drawn. Note how the individual
features, like the nose and eyes, appear to be defined with a single sweep of the brush,
the thickness of the line providing a plastic reinforcement. Although parts of the design
may now appear flat, it is apparent that originally there was a suggestion of relief through
shading and highlights. In the figure of the dusky apsaras at the right there are traces of
the highlights that originally gave saliency to the features, as, for example, the sharp
stroke of light pigment on the nose.

Another part of the wall of the court in Cave XVII illustrates a portion of the Visvan-
tara Jataka (Plate 92), in which the chief episode shows the princely hero announcing to
his wife the news of his banishment from his father’s kingdom. At the right of the com-
position, in a pavilion with orange walls and red pillars, a swarthy lord clasps his swoon-
ing consort; her drooping pose is accented by the bend of her head, and the relaxation of
every limb emphasizes her distress. This detail of the fresco is an illustration of how in
Indian painting states of mind or moods are, as in a play, precisely indicated by pose and
gesture and glances. This is exactly what is implied in the Six Limbs of Painting men-
tioned above and in all later treatiscs on the art of painting. The anxiety of the princess
is revealed by the way in which she clings to her lord for support; the prince’s solicitude,
by his offering of the cup of wine. The atmosphere of concern is further heightened by
the figure of the dwarf glancing upward at the couch and the maid servant with the
carafe who hovers behind the couple. It will be noted how the directions of the glances
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of the principal actors are fixed on the figure of the hapless prince. He and the princess
appear again with umbrella-bearing attendants in the part to the left of this detail, where
one should also notice the wonderfully characterized figure of a beggar with bowl and
crooked staff. Behind this group is a boldly patternized background of exotic foliage,
in the rich variety of its greens suggesting European tapestry design.

The effect of the whole composition in its employment of dramatic and emotional
gestures, the device of continuous narration, and the feeling of stirring movement that
leads across the shallow stage and animates the individual figures, is like a translation of
the technique of the Amaravati reliefs into terms of painting. It should be noted further
in connexion with this wall-painting that the representation of the palace with its heavy
comnice supported by slender colonnettes is probably a reasonable approximation of the
domestic architecture of the period.

Among the most important surviving examples of Gupta wall-painting are the
damaged fragments of decoration in the verandah of Cave IV at Bagh. In so far as one
can tell from their present condition, the style is identical with the work at Ajanti. Re-
presented are an elephant procession and what appears to be a dancing scenc with beau-
tifully rhythmic figures of young girls moving in a circle acound a personage in Kushan
or Iranian dress.

Hindu wall-paintings with a date corresponding to 578 decorate the porch of Cave III
at Badami. The style is closely related to the Jater Ajanta paintings and to a cycle of Jain
wall-paintings at Sittanavasal.1®

In its relation to the Buddhist art of all of south-eastern and eastern Asia, the import-
ance of the Gupta Period can scarcely be over-estimated. In the iconography and style
of painting and sculpture we find the establishment of a norm that lent itself to adapta-
tion in the hands of all the peoples who followed the Buddhist religion. The paintings
and sculptures of Gupta India are more than prototypes for the religious art of Asia;
they occupy a position corresponding to that of Greck and Roman art in the West. The
perfection and balance achicved in India of the fourth and fifth centuries recommended
themselves as the final solution of problems of form and content in rcllglow
could not beimproved on, just as the perfection and authority of Classic art persisted as
a norm in the European tradition. Wherever it was introduced, Gupta art provided a
firm basis for the evolution of original artistic expression. Exact imitation of Gupta
models of the school of Sarnith marked the beginnings of Buddhist art in the jungles of
Siam and Cambodia, but the quick realization and assimilation by native sculptors of the
essential plastic qualities of the Indian originals produced some of the greatest works of
sculpture in Further India. The wonderful conjunction of serenity of expression and
plastic majesty survives in Singhalese art to the end of the Buddhist tradition. Javanese
Mahiyana sculpture, as exemplified by the carvings of the Great Stupa at Barabudur,
marks a final crystallization of the Gupta idcal. The impact of Indian art on Central Asia
has already been examined; it was through the intermediary Buddhist kingdoms of
Turkestan, as well as through the importation of actual models by Chinese pilgrims,
that the Gupta style was introduced to China and Japan of the sixth and seventh centurie.
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CHAPTER 16

LATE BUDDHIST ART IN INDIA,
NEPAL, AND TIBET

1. Late Buddhist Art in Bengal: The Pala-Sena Period

By the scventh century A.p., as we have already learned in carlier chapters, Buddhism
had largely disappeared from northern India, following the invasion of the White Huns.
In the south the rise of Hinduism had gradually supplanted the religion of Sikyamuni.
Only in Bengal does Buddhism survive as an important force until the final annihilation
of its establishments by the Mohammedan invasions of the twelfth century. This final
chapter of Buddhist history in India is at once a prolongation and a degeneration of the
Gupta tradition. Buddhist art in this last phase of its development in India was produced
under the patronage of the Pala and Sena Dynasties (730-1197) that were the heirs of
Harsha’s Empire in the Ganges Valley.!

The Buddhism of the Pala Period represents that outgrowth of Mahayana described as
Tantrism, a syncretic assimilation into Buddhism of many elements of Hindu origin, such
as the concept of the $akti or female energy of the Bodhisattva and the reliance on magic
spells and ritual. The worship of the mystical Dhiyani Buddhas of the Four Directions and
the creator, Adi-Buddha, a kind of Buddhist Brahma, completely replaces any devotion
to the person of the mortal Buddha. It is this phase of Buddhism, usually described as the
Vajrayana, that, together with the paraphernalia of its art, finds its way to Tibet and
Ncpal in the eighth and ninth centuries. Progressively until its extinction in the twelfth
century, Buddhism takes on the aspects of Saivism and Vaishnavism. The principal site
of this last centre of Indian Buddhism and its art was the great university city of Na-
landa.

Among the inscriptions found at Nalanda is one recording a dedication by a certain
Baladeva, ruler of Sumatra and Java, in 860, a clear indication of the intimate relations
existing between this last stronghold of Indian Buddhism and the Sailendra Empire in
Indonesia. The description of the monasteries of Nalandi by Hsiian-tsang, who saw
them at the height of their splendour in the seventh century, is worth quoting in extenso:

The whole establishment is surrounded by a brick wall, which encloses the entire convent
from without. One gate opens into the great college, from which are separated cight other
halls, standing in the middle of the Sangharama. The richly adorned towers, and the fairy-like
turrets, like pointed hill-tops, are congregated together. The observatories scem to be lost in the
vapours of the morning, and the upper rooms tower above the clouds. ... All the outside courts,
in which are the priests’ chambers, are of four stages. The stages have dragon-projections and
coloured eaves, the pearl-red pillars, carved and ornamented, the richly adorned balustrades,
and the roofs covered with tiles that reflect the light in a thousand shades, these things add to
the beauty of the scene.?
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The actual monasteries or viharas excavated at Nalanda are ranged one next to an-
other like so many adjacent colleges in a university complex. The plan of the individual
viharas is nearly identical in the structures excavated, and consists of many small cells
grouped around the four sides of an open courtyard, an arrangement already found in
earlier examples of the type. In another place Hsiian-tsang observed: ‘To the north ...
is a great vihara, in height about three hundred fect. ... With respect to its magnificence,
its dimensions, and the statue of Buddha placed in it, it resembles the great vihara built
under the Bodhi tree.’3

The actual excavations at Nalanda have revealed little of the magnificence described
by Hsiian-tsang. Certain buildings are sufficiently preserved to give an idea of the archi-
tectural character of this last stronghold of Indian Buddhism. A stupa that was dis-
engaged from the masonry of a larger structure built around it at a later period reveals a
style that is a continuation of Gupta architectural forms (Plate 934). The building rests
on a podium. The clevation of the base consists of two storeys, the first filled with Budd-
has and Bodhisattvas in niches scparated by columns derived from the Gupta order;
the second zone is decorated with chaitya arches framing smaller images. Above this is
an attic storey scparated into two levels by projecting roll cornices. The drum of the
stupa is octagonal, with its faces alternately plain and decorated with Buddha statues in
niches. The whole is surmounted by a saucer-like dome. The treatment of the fagade is
not unlike that of the Mahabodhi temple as we see it to-day (Plate 938). As the view of
the ground storey reveals, the revetment of the Mahabodhi shrine dating from the Pila
Period consists mainly of multiple niches separated by square engaged pillars ringed by
garland collars and surmounted by lotiform capitals. This arrangement was repeated on
every successive level of the shrine proper and the pyramidal tower. Originally these
recesses contained Dhyani Buddha images, probably placed with reference to the Four
Directions; at present, the niches are filled with a haphazard collection of sculpture re-
covered in the course of the nineteenth-century restoration. The wall space, as in the
stupa at Nalanda, is repeatedly divided into horizontal zones by projecting string courses;
and above the band of niches is a massive frieze of lion heads supporting a continuous rib-
bon-like garland. If the reader will turn to the plate of the temple as a whole (Plate 524),
he will note that just as on the $ikharas of the late Gupta temples at Aihole, the storeys of
the tower arc marked by lotiform quoins at the corners of each level, and the finial of
the spire comprises a complete amalaka that is repeated at the lower stages. The style of
the figure sculpture in stucco at Nilanda is a dry repetition of the Gupta statuary of Sar-
nith, as may be seen by comparing the statue in the topmost niche with the famous
preaching Buddha (Plate 83). Since these statues are so much in the style of early Maha-
yana imagery before the development of Tantric forms, this structure and its decoration
may be dated as early as the seventh century. It seems highly likely that the original form
of the great vihara described by Hstian-tsang was only a larger version of this same type
of monument.

What must have been one of the greatest religious establishments of the Pala Period is
to be seen in the ruins at Paharpur in Bengal (Figure 23). The remains consist of a vast
square court nearly a thousand fect on a side, surrounded by an enclosing peristyle
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Figure 23. Temple at Paharpur: Ground plan

consisting of more than one hundred and seventy-five individual cells. In the centre isa
shrine in the form of a Maltese cross with a number of recessed projecting corners be-
tween the arms. In clevation this sanctuary consisted of 2 pyramid of three superimposed
terraces and at the summit a square cella with projecting porticoes on all four sides. The
shrine can be described as a prasida or Meru type of temple, in which the diminishing
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terraces magically symbolize the steps and peak of the world mountain. The decoration
consisted of multiple terra-cotta relief plaques attached to the brick fagades, as in the
Gupta temple at Bhitirgaon.

Since there is no mention of this imposing monument by Hsiian-tsang, it has been
conjectured that it must be dated in the late seventh or eighth century. The indications
are that it was originally a Brahmanic installation which at some later period was taken
over by the Buddhists. As may be seen by a glance at the ground plan, the arrangement
is unique among Indian temples, although its general disposition is reminiscent of the
shrine at Parihdsapura in Kashmir. Actually the closest approximations to the temple at
Paharpur, both in plan and in the elevation in successive levels for circumambulation,
are to be found in Java in such temples as Loro Jongrang and Candi Sewn at Pramba-
nam and, ultimately, the vast temple-mountain at Barabudur. It furnishes the clearest
possible evidence for the close relations between Bengal and Java already suggested by
the Nailanda inscription.

Characteristic of the sculpture of the Pila and Sena Periods are the numerous examples
of images carved in hard, black stone found at Nalanda and many other sites in Bengal.
All of them are characterized by a great finesse and precision of execution. Many of these
icons give the impression of being stone imitations of metal-work, and in almost every
case the sense of plastic conception is lost under the intricacy of surface detail.

A typical example is the scated Buddha in the collection of the Museum of Fine Arts,
Boston (Plate 94a). The Buddha is represented in the yoga pose and earth-touching
gesture of the Enlightenment. A feature that might at first strike the obscrver as a rather
strange anachronism is that the Buddha wears the crown and jewels of a royal person-
age, the very worldly attributes discarded at the time of the renunciation. This can best
be explained as part of the process of the Buddha’s deification in Mahayana Buddhism;
the crown and jewels not only proclaim his power as Cakravartin or universal sovereign,
but are intended to suggest that state of radiant splendour or transfiguration attained at
the supreme moment of Enlightenment. The iconography is the same as in the Buddha
from Fondukistan discussed in an earlier chapter.* The actual style of the carving is a
kind of desiccated perpetuation of the Gupta school of the fifth and sixth centuries; in it
one is much more conscious of the precise and sharp definition of the detail of jewelled
ornaments than of the plastic significance of the bodily form that scems to exist as a
framework for these attributes.

A very famous example of Indian sculpture, gencrally accepted as of Gupta date, is
morec likely an exceptional masterpiece of the Pila Period; this is the so-called Sarichi
torso in the Indian Museum in London (Plate 95). From both the stylistic and icono-
graphic points of view it seems to correspond closely to the sculptural technique of Ben-
gal in the centuries of Pila domination. The fragment serves as an illustration of a techni-
cal method practised in all periods of Indian sculpture: the suggestion of the nature of
flesh in stone by the contrast between the hard, cold definition of the metal accessorics
with the rounded smooth planes that intetlock to give the structure of the body; the
softness of the flesh is suggested again by the device of the constricting belt raising a welt
of flesh below the navel. In addition to the exquisite refinement in the carving of details,
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the torso has a certain athletic litheness imparted by the breaking of the body on its axis,
a pose already familiar to us in many earlier examples. Not only the similarity of the
technique to other examples of Pala sculpture, but the attribute of the antelope skin worn
as a scarf across the body point to the Pala Period; since this emblem was used to identify
the esoteric deity Khasarpina Avalokite$vara, whose worship, related to Saivite con-
cepts, does not begin before the rise of Tantric Buddhism. The Safichi torso, probably
datable between the seventh and ninth centuries, is a masterpicce of its kind, in which
emphasis on technical finish and virtuosity of carving and plastic modelling are main-
tained in perfect equilibrium; whereas in the vast majority of Pala sculptures the elabora-
tion of surface detail militates against the properly sculptural conception of the whole.

Of greater aesthetic as well as iconographical interest than the stone sculpture of Ben-
gal in the last centuries of Buddhist power are the large numbers of bronze images found
at Nilanda and elsewhere (Plate 948). Like the stone images, they reveal a development
reflecting changes in the character of Buddhism from Mahiyana types to purely Tantric
forms of Saivite and Vaishnavite derivation. Many of these images were exported for
dedication all over south-eastern Asia in the centuries when Nalanda was in close touch
with the Srivijaya and Sailendra Dynastics in Malaya and Java. Indeed, at one time it was
uncertain whether these metal statuettes were made in India or in Java, so exact was the
correspondence and so large the numbers of examples found in the two regions.

Some examples of Nalanda bronze images appear to be close imitations of carlier
types of the Gandhira and Gupta Periods, and it may well be that some of these were
specifically intended as more or less faithful replicas of famous images venerated at the
holy sites of Buddhism. The vast majority of them, like their stone counterparts, per-
petuate the Gupta style of Sarnith. They are characterized by the same kind of stylized
elegance and fondness for precise definition of detail that characterize the stone figures.
This finicky and often ‘rococo’ manner is, of course, more suited to malleable metal
than stone. It is on the basis of the Pila style of metal imagery that the whole of later
Nepalese and Tibetan sculpture is founded; and there are indications that this manner
was also translated to Kashmir.

2. Nepal

As has already been noted, the last phase of Buddhist art in India has enjoyed a prolonga-~
tion of nearly a thousand years in the Himalayan regions of Nepal and Tibet. For this
reason it scems logical to deal with this aspect of provincial Indian Buddhist art before
proceeding to the account of the last stages of development of Hindu art in India.

The beginnings of art as well as history in Nepal are so obscured in legend that noth-
ing can be said with any certainty of early civilization in the so-called Valley of Nepal,
that beautiful little tract of ground, surrounded by the peaks of the Himalayas, which
has supported an extremely interesting culture for more than two thousand years. The
original settlers of Nepal were presumably immigrants from Tibet who became the an-
cestors of the ruling Niwar race and contributed a distinctive Tibetan character to the
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religion, language, temperament, and appearance of the people. Although pious legend
records a visit of the Buddha himself to Nepal, it is unlikely that the religion of Sikya-
muni was introduced to this Himalayan fastness before the days of the Emperor Asoka.
Persistent tradition ascribes many monuments to the piety of Adoka, and it is quite pos-
sible that some of the surviving stupas were originally dedicated by the great Dharma-
raja. The entire later history of Nepal has been linked with India, especially after the
foundation of a feudal dynasty by the Licchavis from India in the second century A.p.
Nepal and Tibet perpetuated the forms and the art of Indian Buddhism after the extinc-
tion of the religion in India.

According to tradition, a great many of the surviving stupas in Nepal are relics of the
legendary visit of Afoka, and it is quite possible that the essential structure of some of
these goes back to the third century b.c. Traditionally, the oldest stupas in Nepal are the
monument at Sambhunath and the Bodhnath shrine near Pitan, which very possibly
were built around tumuli of Mauryan origin. In its present form the Bodhnath has a
typically Nepalesc form (Plate 974). On a square platform rises a rather flat, saucer-like
tumulus, suggestive of the mounds at Lauriya-Nandangarh. This is surmounted by a
square, box-like construction, equivalent to the harmiki of the Indian relic mound. The
four sides of this member, at Bodhnath and elsewhere, are decorated with enormous pairs
of eyes painted or inlaid in ivory and metal. This is perhaps the most distinctive and strik-
ing feature of Nepalese stupa architecture. Now interpreted as representing the all-secing
eyes of the supreme Buddha of the Nepalese pantheon, it is likely that in origin the sym-
bolism referred to the eyes of Prajapati or Purusa, who, as Universal Man and world axis,
properly had his eyes at the summit of the sky-dome. Above the harmiki at Bodhnath rises
a stepped pyramid in thirteen storeys typifying the thirteen heavens of the devas. This is
surmounted in turn by the finial of the mast or A1, which in Nepalese stupas was literally
a single tree rising from the foundations of the stupa and here supporting a final parasol
and kalasa finial. On the Sambhunath stupa is a range of thirteen parasols representing the
heavens of the devas.6 Around the drum of that monument are relief sculptures repre-
senting the mystic Buddhas of the Four Directions and Vairocana, executed in a style
ultimately derived from the Pala school of sculpture in Bengal.?

An cven more characteristic form of Nepalese architecture is to be seen in the many
wooden temples erected in the ancient capitals of the realm. It is quite possible that some
of these structures preserve now lost styles of early Indian construction. A typical example
is the Bahavani temple at Bhatgion, which, although in its present form dedicated only
in 1703, probably repeats the shape of carlier prototypes. The sanctuary proper is raised
on a stone pyramid in five stages, and itself consists of a five-storeyed wooden tower
with sloping roofs supported by wooden brackets. One is immediately reminded of the
pagodas of China and Japan. The explanation for this resemblance probably lies in the
fact that the Nepalese towers and their Far Eastern equivalents have common proto-
types in now lost wooden architectural forms in India. We have already seen pyramidal
stone roofs of a similar type in Kashmir. The skyscrapers of ancient Nalandi, as de-
scribed by Hstian-tsang, or even the famous wooden pagoda at Peshawar, may well have
furnished the inspiration for this and similar Nepalese temples.
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The eighteenth-century temple at Patan in our illustration (Plate 96) is typical of
Nepalese ecclesiastical architecture, not only in its high podium and in the form of the
tiers of sloping roofs supported by elaborately carved wooden struts or brackets, but
also in the combination of an underlying brick fabric with an overlay of intricately
carved woodwork.

Another type of Nepalese building is the Krishna temple which may be seen at the
right in the illustration of the Durbar Square in Bhatgaon (Plate 978). Roughly it is a
copy with Nepalese modifications of the Indian $ikhara mounted over a single cell and
perpetuating many details of the Indian prototype, such as the attached turrets and
fluted finial. Nepalese temples were not meant to accommodate a congregation and, like
the typical Hindu shrine, were intended only for the housing of images. Also, like its
Indian prototype, the temple was itselfan object of worship. The present example has no
mandapa, but is surrounded on the ground-storey by an arcade with monolithic octa~
gonal columns branching into elaborately carved bracket capitals characteristic of the
Nepalese ‘order’.

The same illustration also shows another typical Nepalese monument, a memorial
column of the eightcenth-century ruler, Bhupatindra, which is a distant descendant from
the pillars of Adoka. The kneeling bronze image of the king overlooks the Durbar Hall -
like an Himalayan Farnese Palace — with its heavy cormice overhanging the severe fagade.
This building is characteristic of Nepalese sccular architecture in the brick masonry used
in combination with windows of elaborately carved wooden frames and screens with
tooled metal sills.

Among the earliest examples of Nepalese sculpture are a number of bronzestatucttes in
the collection of the Boston Museum of Fine Arts (Plate 98). These figures very clearly
reveal the derivation of Nepalese sculpture from late Gupta or Pala models. The Pad-
mapini in the Boston collection has the svelte elegance of the carved Bodhisattvas of the
Pila Period. The belt and armlets of this and other early Nepalese figurines were origin-
ally studded with turquoises. Another interesting characteristic is the persistent archaism
of the swallow-tail convention of the drapery scarves, a mannerism ultimatcly derived
from the Gandhira Bodhisattvas, which, as we have scen, also enjoyed a great longevity
in Central Asia and found its way at last into the earliest Buddhist sculpture of China at
Yiin Kang and Lung Mén.

Of definitely Indian inspiration, too, are the scanty fragments of early Nepalese paint-
ing. A manuscript, also in the collection of the Boston Muscum (Plate 994) dated 1136,
reveals an hieratic linear style which, in the character of the figure drawing and orna-
mental frame, is extremely close to the surviving examples of Pala painting. The manu-
script is in the form of a palm leaf prayer book enclosed in painted wooden covers and
contains invocations of the divinities in the Tantric pantheon with illustrations of the
principal beings in the hierarchy. The miniature illustrated is of Tard, offspring of the
tears Avalokitcévara shed for the miseries of the world. It is completely characteristic of
the style of later Buddhist painting. Although the figure preserves something of the
sensuous elegance of the Ajantd nianner, the entire conception has become flat and
decorative, with the figure of the divinity of no more importance than the ornamental
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accessorics. The conception is entirely linear with an employment of flat, jewel-like
colours — a close imitation of the surviving fragments of manuscripts from the Pala
school in Bengal 8

3. Tibet

The art of Tibet is in certain respects only another example of the prolongation of the
religious art of Bengal under the Pila and Sena Dynastics. The social and historical
factors that influenced Tibetan art may be summarized briefly. Before the introduction
of Buddhism the Tibetans were followers of Bonpo, an animistic rcligion including
many clements of sorcery and sexual mysticism. Perhaps the most important single his-
torical happening in Tibet was the marriage in A.D. 630 of the first king to a Nepalese
princess and the alliance that the same sovereign formed shortly afterwards with the
daughter of the Chinese Emperor T ai Tsung. These unions in a sense are a symbol of the
whole Tibetan civilization which forever afterwards has been composed of elements
drawn from India and China. The country had already been converted to Buddhism by the
Nepalese queen in the seventh century, but the real foundation of the religion dates from
the missionary activity of the priest, Padmasarhbhava, who came to Tibet from Kafiri-
stan in the eighth century. He is remembered for his introduction of Tantric Buddhism
that appealed particularly to the Tibetan tendencies to sorcery and mysticism, based on
terror and sexualism. The final form of Tibetan Buddhism was established by the holy
man, Atifa, as a mixture of Buddhist magic and animism. Beginning as carly as the ninth
century, when Tibetan conquests included Tun-huang in north-western China, the des-
tinies of Tibetan art had been largely determined by contacts with the Far East. In the
period following the invasion of the Mongols, Tibetan Buddhism was officially accepted
in China. A sculptor named A-ni-ko is reputed to have worked for Kublai Khan.
There is not much to be said on the subject of Tibetan architecture from the Indian
point of view, beyond the rather interesting fact that various types of Tibetan stupas
dedicated to great events from the Buddha'’s life, such as his Nativity and Nirvana, are
perhaps originally derived from famous prototypes in India. The most usual form of
Tibetan stupa or chorten has a bulbous dome set on one or more square bases and, like the
Nepalese type, is surmounted by a square harmik3, and a mast upholding a tier of ‘tele-
scoped” umbrellas surmounted by a flame finial (Plate 998). A large monument at Gyan-
tse (Figure 24) shows a rather unusual plan and elevation: it is erccted in five stepped
terraces on a polygonal plan with multiple recessions or step-backs;? on this pyramid or
prasida was built the actual stupa dome; circumambulation was possible at each succes-
sive level.'9 The interest in this monument from our point of view lies in its resemblance
to the great Mahayana sanctuary of Barabudur in Java. Both may derive from a com-
mon Pila prototype. A more original form of Tibetan architecture is represented by the
fortress-style of monasteries and palaces, perhaps ultimately derived from ancient Near-
Eastern prototypes. These skyscraper structures, like the Potala at Lhasa, are built of
stonc and sun-dried bricks with the white-washed walls thicker at the bottom so that
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their sloping lines echo the contours of the surrounding mountain peaks. Doors and
windows repeat this thythm: in becoming narrower at the top.

Our main interest in the art of Tibet lies in the perpetuation of the forms and icono-
graphy of the last phase of Buddhist art in India. The almost unbelievably conservative
nature of Tibetan art enables us to discern these survivals even in modern examples of
Tibetan art, made either at Lhasa or in the Lama temple at Peking. In Tibetan sculpture
we can find the perpetuation of the form and iconography of Indian images of the early
periods. Any number of gilt bronze images dating from the sixteenth to the twentieth
century faithfully reproduce the drapery formula of the late Buddhist statues of Gand-
hara, in which the folds are reduced to a network of strings affixed to the surface of the
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Figure 24. Chorten at Gyan-tse: Ground plan

body. The actual proportions, facial types, and ornaments of these and other Tibetan
images are invariably reminiscent of the sculpture of Bengal from the seventh to the
twelfth centuries.

The earliest known examples of Tibetan painting are a number of fragments dis-
covered at Tun-huang that presumably date from the period of Tibetan occupation of
this site in the tenth century. We may choose as a typical illustration the banner of Ava-
lokitesvara, surrounded by forms of the goddess Tira and scenes from the litany of the
Bodhisattva of Compassion (Plate 1ooa). The central figure of Avalokitedvara is
immediately reminiscent of the types of Bodhisattvas found in the fragments of Pala
manuscripts from Bengal and Nepal, as may be seen in the sensuous elegance of the
proportions and the dry, linear definition of form. The surrounding little scenes illus-
trating the perils from which this Bodhisattva delivers the devotee are entirely Chinese in
costumes, setting, and execution.
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A comparison of this painting with a banner of the goddess Tari in the author’s col-
lection (Plate 1ooB), dating presumably from the late eighteenth or early nineteenth
century, reveals how little change has taken place in nearly a thousand years. The re-
semblance is almost unbelievable between the two figures, in pose and attributes as
well as drawing. Both are of course ultimate derivations from the late Buddhist school
of Bengal, as scen also in the Nepalese manuscript in the Boston Museum (Plate 994).
In the illumination of Tira only the painting of such accessories as the clouds, lowers,
and the waves beneath Tard’s lotus throne reveal an assimilation of Chinese decorative
forms. It is this admixture of Chinese motifs that more than anything clse distinguishes
the late tankas from their age-old prototypes.

The principal subjects of the votive banners are sccnes from the life of Buddha, the
Dhyani Buddhas, Bodhisattvas, Taras, ctc., local saints and heroes, and Bonpo themes.11
As has often been said, there is no variety, even stylistic, in Tibetan painting beyond that
which comes from the multiplicity of subjects and the richness of the Buddhist pan-
theon. Indeed, Tibetan art furnishes us with the supreme example of how all creative
effort without any freedom or real vitality is reduced to a merely mechanical process by
the rigid control imposed by an unchanging traditional society; it reduces the ideal of
traditional art, as defined in the quotation from Marco Pallis in our Introduction, to a
meaningless and repetitious formula.12
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PART FIVE

THE HINDU RENAISSANCE

CHAPTER 17
THE PERIOD OF THE HINDU DYNASTIES

1. Introduction

THE term ‘Medieval’, which is universally employed in all books on Indian art to de-
signate the historical periods of art after the fall of the Gupta Empire, is an cxtremely un-
fortunate one: first, because it invites comparison with the Medieval Period in the West,
and secondly, because the word, in its European usages a synonym for the Middle
Ages, implies an interregnum - between two moments of supreme cultural achieve-
ment, the Classical and the Renaissance. The art described by ‘Medieval’ in India has
nothing to do with the European Middle Ages except perhaps in a parallel iconographic
sense, and it can in no way be regarded as an interlude or interruption. It is rather the final
and inevitable development out of the maturity of Gupta art. Actually, for those who
like to apply the names of European periods to the East, the word ‘Baroque’ both as a
description and a parallel is much more appropriate for the character of this final phase
of Indian culture from the point of view of its tremendous power and dynamic richness
of expression. What above all determines the character of Indian art for the last fifteen
hundred years is the revived power of the Hindu religion, which, as has been noted
above, entirely ousted Buddhism as a universal Indian faith. For our purposes, therefore,
it is proposed to use the title ‘Period of the Hindu Dynasties” to describe this final phase
of art in India.

The amount of material for study is so enormous that some arbitrary division in the
analysis is imperative. The greater portion of the chapter will deal with the most im-
portant works of Hindu architecture, sculpture, and painting. In so far as is possible, the
treatment will be chronological, with sub-divisions by styles, dynasties, and geographi-
cal location. Even more than in the Gupta Period no strict separation of architecture and
sculpture is possible, so that only the final developments in painting, culminating in the
Rajput style, will reccive a separate treatment. Only a relatively small portion of the ma-
terial from the late periods of Indian art can be treated in our chapter, and only the most
significant examples in every medium can be discussed. The selection of those to be ana-
lysed has been based on their intrinsic importance for Indian art and for later develop-
ments in Further India. In some cases the choice has had to be limited by the photographs
of monuments actually available to the author.
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2. Late Hindu Art and Architecture

As we have already seen in our consideration of the architecture of the Gupta Period, the
temple form was actively in process of evolution. This was only the beginning of the
final establishment of types of buildings that persist for all the later tradition of religious
architecture in India.

Besides the evidence of the monuments themselves, our chief sources for the under-
standing of later Hindu architecture are the various builders’ manuals or $astras. These
are late compilations of far earlier oral tradition, because the ilpins or initiated craftsmen
for many centuries handed down their lore entircly by word of mouth in the instruc-
tion of apprentices in the guild. In some cases the §astras contain only such dimensions
and rituals as were likely to be forgotten, since the essentials were the common heritage
and knowledge of the class of architects. Among the $astras existing in English transla-
tion is the Manasara, a compendium of architecture and sculpture for the $ilpins who are
designated as the descendants of Vi$vakarman, the god of craftsmen.! An Orissan docu-
ment is the Bhuvanipradipa, a text devoted entirely to the methods for constructing reli-
gious edifices.2 Many of the obscrvations in this book, which is ascribed to Vi$vakarman
himself, hold good not only for Orissan buildings but for Hindu architecture in general.
These works, and the many documents cited by Stella Kramrisch in her monumental
work on the Hindu temple,? deal with such matters as the types of structures suitable for
various deities or secular use, the selection of an auspicious site, the laying out of the plan
with proper magical rites, and the most specific instructions for every last detail of the
shrine’s clevation.

Throughout the entire consideration of this last phase of building activity, it must be
remembered that every work of Indian architecture, Hindu, Buddhist, or Jain, must first
and foremost be regarded from its metaphysical aspect, that is, as a kind of magic replica
of some unscen region or sacred being; and that it was precisely this metaphysical factor
that determined the plan and clevation, rather than any aesthetic or functional con-
sideration. The temple or vimana is at once the house and body of the deity, its fabric the
very substance of the divinity.

The plan is prescribed by the most elaborate geomantic rites designed to ensure the
security of the shrine on the earth upon which it is built and to make it in every way the
proper microcosm which its plan and shape are intended to reproduce. The plan is laid
out in a square, the perfect magic diagram repeating the imagined shape of the world.
This squarc or mandala is divided into a number of smaller squarcs dedicated to the
gods concentrated around the central Brahma, and with specific reference to the in-
fluence and positions of the earth and the heavenly bodies in the eight directions of space.

This whole aspect of Indian architecture, so vast and so complicated in origin and
history, can never be disregarded in a consideration of its essential nature, since it tran-
scends and determines what we call style. The only possible comparison in the West for
building entirely for metaphysical rather than physical needs is the Christian archi-
tecture of the Middle Ages, in which we know that a similar concern for reproducing
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the image of the world or of God in architecture prevailed, combined with a regard for
the magic of numbers and proportions, to ensure the harmony of the structure with the
cosmos that it reproduced. In such an architecture as that of India an emphasis on the
vertical is not determined by any acsthetic or structural necessities as in the skyscraper,
but because this vertical, the $ikhara or spire, is litcrally meant to point to God, to be the
very embodiment of that magic axis that pillars apart heaven and earth and is variously
symbolized by the mountain, the tree, or the Universal Man, Purusa.

Every slightest measurement in the temple is determined by the most specific laws of
proportion, in a manner comparable to the employment of the Golden Mean, since the
dimensions of the building were designed not only for sccurity and appropriateness, but
to put the structure in harmony with the mystical numerical basis of the universe and
time itself. The measurements of the temple plan, precisely drawn with a gnomon in the
form of a mandala appropriate to it after the auspiciousness of the site had been deter-
mined, were co-ordinated with the measurements of the elevation. Putting it as simply
as possible, we can say that the architectural modulus was generally the outer width of
the wall of the shrine enclosing the garbha griha; this shrine is always in the form of a
cube, so that the height is the same as the width; the $ikhara is made to measure twice the
height or width of the temple.# In the same way the curve of the $ikhara was not left to
chance but was determined by a system of gcometric progression taking into account the
intended height and width of the base of the tower. In parts of India the same effect is
achieved by making the width of the shoulder of the tower three-quarters the measure-
ment of the base and the total height twice the width.5 Ritual and dedication extended
to the selection and laying of every piece of material of which the temple was built, since
this fabric itself was the mystic equivalent of the body of Purusa. Various types of stone
or wood came to be regarded as especially appropriate for the shrines dedicated to the
multiple gods of the Hindu pantheon. The word $ikhara means ‘mountain-peak’. It is
implicit in temples designated by names like Meru and Kailasa that the building is speci-
fically intended as an architectural facsimile of the world mountain or the sacred peak
of Siva, so that the worshipper might, by thus having the mountain literally brought to
him, reccive the beatification and merit that would be his through an actual visit to these
abodes of the gods. The temple is in more ways than onc heaven on earth.

Unlike the Christian cathedral or the Buddhist chaitya, the Hindu temple was never
designed for congregational worship. Like the Greek temple, it was itself a concrete
object of devotion, the dwelling-place of the gods on carth. From what has been said
above, it is not surprising that all through Indian history magical properties were attri-
buted to the builder’s art. Many temples are traditionally ascribed to semi-divine beings
or to the design of the architect of the gods, Viévakarman.

In the history of Indian architecture the life of the craftsman has always been within a
guild, the maintenance of which was often upon an hereditary basis, with whole families
and generations of one family dedicated to the profession. As in the guild system of
medieval Europe, learning was entirely by practice and reiteration. The metaphysical
laws governing site and structure were, properly speaking, the first principles to be
learned by the builder’s apprentice. He had for his guidance those compendiums of
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canonical recipes, the §astras. They were intended as grammars of the craft and designed
to preserve the integrity of the art. These books of architectural techniques, correspond-
ing to the writings of Vitruvius, are known to go back at least as far as the Gupta Period,
although very probably they consist of a codified body of material based on immemorial
practice. That this scemingly rigid control of an architect’s imaginative faculty did not
lead to complete uniformity the temples themselves are cloquent illustrations. Like all
Indian art, they demonstrate what is so often forgotten in modern times, that true origin-
ality and creation can flourish under discipline of mind and hand.

The classification of types of temple architecture in the later Hindu Period is an enor-
mously intricate problem that can be only briefly outlined in a work of this kind. The
problem is complicated further by the fact that no very strict geographical or stylistic
division is possible, so that temples belonging to one traditional type borrow elements
from buildings in another category. In the most ancient surviving sources mentioning
temple architecture we find that the sanctuaries are classified as nagara, dravida, and
vesara. Geographically, these types are assigned respectively to northern India from the
Himalayas to the Vindhyas, to southern India from the Krishna River to Cape Comorin,
and to central India from the Vindhyas to the Krishna River. Although actually the dif-
ferences in these types extend to the orders and the smallest details of ornament, for pur-
poses of clarity we may differentiate them by their most salient feature; namely, the
treatment of the spire or superstructure.

The first type, or nagara, sometimes known as Indo-Aryan, is generally conceded to
be not only the earlicst but most important temple form. Its dominant feature is the
spire or $ikhara, which in many later examples forms the entire roof of the sanctuary
proper. It is conical and convex in form and is usually crowned by a vase-shaped mem-
ber or kalasa.

Whereas the profile of the nagara temple is always convex and curvilinear with an
emphasis on the continuous verticality of the spire, the effect of the dravida type of
temple is that of a tower ascending in a serics of horizontal terraces. In the architecture
of Dravidian India the term $ikhara is applicd only to the crowning member of the edi-
fice, a conical cap also designated as the stilpika or miniature stupa. This crowning mem-
ber is repeated on the corners of the successive levels of the structures. In Dravidian
architecture the emphasis is both symbolical and structural. It is on the successive terraces
or bhiimis, each one of which, in an hieratic scale, is assigned to a different divinity.

The third type of temple building, the vesara, is, as we have already scen, largely re-
stricted to western India and the Deccan. This type of building with its barrel roof is
obviously derived from the old Buddhist type of chaitya-hall, and, although it survived
in monumeunts of comparatively late date, never enjoyed the widespread popularity of
the nagara and dravida types.

Throughout the later period of Indian architecture it is not possible to make any divi-
sion of styles on any sectarian basis. Buddhists, Jains, and Hindus all used the same style
with slight modifications of structure to meet their ritualistic needs. In the same way
Dravidian types of buildings are known in northern India and the Indo-Aryan type is
found in the south, so that actually it is better to think of the three types in the same way
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that we designate the Greek orders by geographical names, without implying any geo-
graphical limitation to their usage. In describing later Indian temples there is a certain
number of terms that must be used for convenience. The sanctuary as a whole is known
as the vimana; the spire is known as the $ikhara; the actual cella for the cult image is the
garbha griha. The sanctum proper is preceded by one or more porches or mandapas
dedicated to the performance of music and dances in honour of the gods.

Stone continues to be the principal building material throughout the later periods of
Indian architecture. Usually the masonry is dry, and iron dowels were employed to hold
the blocks together, although there are occasional notices of the use of resinous lacquer
and other materials as a cement. Brick, both in combination with stonc and separately,
is universally employed as a building medium. The use of brick goes back to the making
of altars and tombs in Vedic times, so that a certain sanctity became attached to it as a
particularly appropriate fabric for the building of sacred edifices. Needless to say, the
most complicated rituals were employed in the setting of both stone and brick founda-
tions in conformity with the magic ground-plan or mandala of the shrine. In some cases
plaster was used for ornament in addition to carved stone and terra-cotta, and it should
be noted that many of the great shrines, like the Kaildsa at Elltra, were originally painted
white to stress their symbolic relationship to the sacred snow-capped peaks of the
Himalayas.?

We have dwelt at such length on the iconographical and ritualistic determination of
Indian forms in art so that the reader may be warned that, although, as one would ex-
pect in a traditional art, Hindu temples and images explicitly follow the recipes of the
$astras, such a conformity to sacred texts is not in itself the final criterion of the aesthetic
worth of the monuments, any more than a glassy-eyed and simpering saint by Carlo
Dolci is a work of art, however exactly it may have met the anti-aesthetic requirements
of Jesuit propaganda. For the same reason, works of Indian art — especially for the West-
ern student — must be subjected to an analysis from the point of view of their final aes-
thetic as well as iconographic effectiveness. As we have tried to stress, one of the great
values of the seemingly rigid prescriptions of the $istras was that, in addition to ensuring
the magical appropriateness of an icon or a temple, they were certainly intended to
maintain a norm of aesthetic and technical probity by the establishment of methods and
canons arrived at and found right through generations of experience in workshop
tradition.

From the historical point of view the great period of Hindu architecture is that of the
various dynasties that succeeded to the Gupta Empire in the seventh century. In western
India and the Deccan the Chalukya Dynasty was in power until 750, when it was over-
thrown by the Rashtrakitas. In eastern India, meanwhile, the Pallavas ruled in the an-
cient domains of the Andhras. These were Hindu kingdoms, and it was, as we have seen,
only in the Ganges Valley that Buddhist art survived under the Pala and Sena Dynasties.
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3. Pattadakal: The Genesis of Later Hindu Styles

We have already considered some of the buildings in the territories of the Chalukyas
in the Gupta Period, notably the late cave temples at Ajanta and the carlier shrines
at Ajhole. Another great centre of temple-building was at Pattadakal, near Bidami and
Aihole, where there is an immense outcrop of temples dating from the late seventh and
carly cighth century.

Pattadakal is an insignificant little village in the sandstone hills near Badami. Above
the roofs of the modern mud houses one sees the splendid temple towers of what must
once have been a great stronghold of Hindu worship. At this one site we can see stand-
ing side by side four or five examples of Indo-Aryan and Dravidian temples.

Of these the most pretentious is the Viripaksha temple, dedicated to Siva in 740
(Plate ror). It was built by the monarch Vikramaditya 11, who died in 746 or 747. It has
been surmised that this king was so much impressed with the architecture of Kafici-
puram, which he had conquered, that he persuaded architects and workers from that site
to return with him to Pattadakal. An inscription on the Virfipaksha scems to confirm
this, since it speaks of the shrine’s having been built by ‘ the most eminent sitradhari of
the southern country’.8 It is of the typically Dravidian type, with a series of terraced
roofs above the sanctuary, dominated by the characteristic stiipika of the Dravidian
order. The main shrine is preceded by an assembly hall and a small porch; in front is
separate shrine for Siva’s bull Nandi (Figure 25). The horizontality of these structures is
cmphasized by the employment of heavy overhanging cornices, which are evidently an
imitation in stone of some earlier thatched construction. The same type of entablature
crowns the individual panels with reliefs of Hindu deities that are let into the walls of the
temple proper and the Nandi porch. Light is admitted through pierced stone grilles in
the walls of the enclosed hall. Each one of the buildings is supported on a high basement
or podinm ornamented with relicfs of lions and fantastic monsters. The thatch-like en-
tablature decorated with blind chaitya arches is repeated in cach of the higher levels of
the superstructure of the main temple, so that one gets the impression, as so often in In-
dian architecture, that the whole is a component of many cell-like organisms infinitely
repeated in its structure. This effect is echoed also in the repetition of the shape of the
terminal stipika in smaller replicas at the corners on the successive levels of its terraced
spire.

The many Indo-Aryan temples which may still be scen in the nearly deserted temple-
city of Pattadakal are all perfect examples of the carly development of the northern
sikhara. A typical example is the Saivite Galaganitha temple that dates from this same
period of building activity in the late seventh century (Plate 1024). It is constructed of
massive, closely joined blocks of ashlar. The actual form of the spire proper, convex and
curvilinear in profile, with the angles of alternate storeys marked by the heavily rusti-
cated amalaka form, is essentially the same as the towers over the sanctuaries of the late
Gupta shrines at Aihole. Whereas in buildings like the Durga temple at Aihole the $ik-
hara was installed as a kind of cupola on the roof of the cclla, here, at Pattadakal, the
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tower has grown to form a complete roof over the sanctuary, so that its four sides rest
directly on the four walls of the garbha griha. The shape of the channelled amalaka
quoins was repeated in the bulbous shape of a crowning imalaka — now lost - so that
here again the unified effect of the whole building results from the repetition of the
shapes of its structure. False doorways containing images, as in the Gupta temple of
Deogarh, decorate three sides of the tower base; at the fourth is the entrance to the cella

40 FEET

10 METRES

Figure 25. Viriipaksha Temple, Pattadakal: Half-plan and Section

preceded by a shallow porch. The employment of the high podium, as well as the pro-
files of the encircling cornice, are hardly different from the disposition of these members
in so-called Dravidian temples, which may be taken as a clear indication that in origin,
at least, the Indo-Aryan and Dravidian types of temples were constructed in part from
the same repertory of architectural motifs.

The most simple type of Dravidian shrine is represented at Pattadakal by an old Jain
temple (Plate 1028) that stands about a nile to the west of the village.” The clevation of
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the surviving tower sanctuary shows the regular method of stepped diminishing storeys
characteristic of the Dravidian order. The whole is crowned by an elaborate stiipika.
The general shape and flaring profile of its silhouette are repeated in the profiles of the
cornices of the successive terraces.

4. Indo-Aryan Architecture: Orissa

As has already been stated in the introduction to Late Hindu architecture, the term Indo-
Aryan or nagara style of architecture is used to designate the temple-building character-
istic of northern India in the dynasties that succeeded to the power of the Gupta
Empire. This is a type already anticipated in some of the Gupta temples at Aihole and
Pattadakal. One of the chiefsites where Indo-Aryan temples were built as early as the
cighth century A.p. is the holy city of Bhuvanevar in Orissa.

In our study of Orissan temples we are fortunate in having preserved a considerable
body of $astras, furnishing the most precise directions for the laying out and erection of
the temples. In these Orissan texts the temples are classified under the designations rekha
and bhadra. Therekha is the conical, bechive-shaped spire; the bhadraa terraced pyramid.
The rekha is divided into clements entitled shin, trunk, neck, and skull, analogies that
suggest that the temple was regarded as a microcosm of Prajapati, the Cosmic Man. The
rekha is further divided into stages or bhiimis, each one of which is presided over by its
specific deity. Not infrequently, these same $ikharas are designated as mountains to certi-
fy that they were regarded as architectural replicas of Mount Meru or Kailasa.

The earliest example of Indo-Aryan architecture at Bhuvane$var is the Para$urames-
vara temple of 750 (Plate 1034). It consists of a tower sanctuary of the rekha type with
an attached enclosed porch. This tower is simply an enlargement of the types already
scen in the sanctuaries of the Gupta Period and the Galaganitha at Pattadakal. The suc-
cessive storeys or bhiimis are marked by heavy corner quoins in the lotiform amalaka
shape, and the tower is capped by a complete amalaka supporting a metal trident of
Siva. Although the tower clearly consists of identical repeated storeys diminishing in size
towards the summit, neither this emphasis on horizontal division nor the heavily rusti-
cated character of the exterior decoration in any way detracts from the soaring curvi-
linear profile of the spire. The porch, which is covered with corbelled slabs of heavy
masonry, is decorated with pierced latticed windows in stone and low reliefs of dancing
dwarfs. The raised courses of masonry framing the corners and dividing the faces of the
dikhara give the impression of the tower being tied in by ribs converging in the crown or
amalaka. The precise curvature of these members was carefully regulated by the §astras.
Just as the ascent and meeting of these members symbolically connoted for the worship-
per the aspiration and ultimate absorption of all in the godhead, their presence in an
architectural sense provided the strongest impression of verticality to offset the static
horizontal lines of the porch and spire itself.

The latest example of the Orissan style of architecture at Bhuvane$var may be seen in
the Lingaraj temple of A.p. 1000 (Plate 1038). The $ikhara is now a completely bechive-
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shaped structure in which the original or cubical form of the cella is entirely merged into
the curvilinear profile of the tower. Inserted one above another in alternate converging
ribs of the spire are turrets repeating the shape of the tower as a whole: these are the
Orissan version of the uruéringas that appear as more salient projections in the temples of
Khajuraho. It should be pointed out that even the most elaborate of the Orissan temple
towers are extremely primitive in construction. They are built entirely on the principle
of corbelled vaulting, so that in section we would see a hollow pyramid with overlapping
courses of masonry roofed by the tcrminal cap of the structure. The $ikhara shrine of the
Lingaraj temple was preceded by a number of porches of the bhadra type reserved for
the accommodation of worshippers and the performance of religious spectacles.

The final achievement of Orissan builders is the Siirya Deul or Temple of the Sun at
Koniraka (Plate 1044). This sanctuary was erected in the reign of Narasimhadeva (1238-
64). It stands to-day a desecrated and impressive ruin on a lonely stretch of sca-coast
north-east of Puri.1® The temple was never finished, perhaps because the problems of con-
struction proved too much for the builders, so that the rekha or tower already familiar
to us from examples at Bhuvane$var is only a stump of masonry behind the massive
assembly hall or jagamohan that precedes it. The plan of the temple is, as would be ex-
pected, a repetition of arrangements found in earlier Orissan shrines: the holy of holies
or garbha griha was to have been located in the sanctuary tower, and was entered
through the frontispiece already mentioned. This shrine was originally a dedication to
the sun-god Siirya. One of the most striking features of the design of the temple is that
the entire sanctuary was conceived as an architectural likeness of the god’s chariot or
vimana; around the circumference of the basement platform on which the temple pro-
per rests are affixed twelve great wheels intricately carved in stone (Plate 1048), and, to
complete the illusion of the solar car, colossal free-standing statues of horses were in-
stalled in front of the main entrance, as though actually dragging the god’s chariot
through the sky.

The principal fragment which survive at Konaraka consists of the lofty porch or
ceremonial hall. It is conceived as a great cube of masonry measuring a hundred feet
on a side and rising to a height of a hundred feet. The incomplete spire presumably
would have attained a height of nearly two hundred feet. The exterior decoration is in
entire harmony with the line and mass of the building as a whole. The basement storcy
is ornamented first with the stone wheels standing free of the fabric; in the lowest zone
of the base is a continuous frieze representing a great variety of genre scenes dealing
mainly with the hunting of elephants and other wild animals; above this, arranged in
two separate friezes, is a series of niches separated by widely projecting pilasters filled
with sculpture of a very interesting and highly erotic type; the fagades of the hall proper
are divided into a base and two distinct friezes by heavily accented and repeated string
courses (Plate 1048); above this rises the pyramidal roof that we have already found in
the bhadra types at Bhuvancévar. Three distinct terraces recede to the crowning member
in the shape of a gigantic stone lotus of the amalaka type. The terraces are emphasized
— in ascending order - by six and five separate string courses. These string courses follow
the various setbacks or recesses of the plan so that a distinct impression of a kind of
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wavy or curvilinear movement relicves any fecling of straightness or rigidity in the
mass.

Returning to the subject of the sculpture, we must be aware of the fact that the Black
Pagoda has achieved a great deal of notoricty through the frankly obscene nature of
most of the carving decorating the basement and also the exterior of the porch. This
carving might be described as a literal illustration of the erotic recipes of the Kama
Siitra: it represents numerous couples engaged in a great variety of amorous antics, some
of them of a definitely perverse nature. These figures are representations of mithunas or
auspicious pairs, which in less extreme forms were employed in Indian art from a very
carly period.!! Their embraces have been interpreted as typifying the idea of moksha or
union with the divine, the achievement of that primordial unity broken at the time
Purusa divided himself to create the world. Numerous quotations fromi the texts support
such an interpretation,'? but it seems that at Konaraka the function of these endlessly
repeated pairs in dalliance must have had something to do with actual orgiastic rites con-
ducted in association with a special cult of the sun as universal fruetifying force.13 It is un-
fortunate that, for obvious reasons, none of these mithunas can be reproduced in detail;
each is a separate masterpicce of relief composition in which the feeling of movement,
as well as the marvellous suggestion of the participants melting with love, transcends the
character of the action.

In some of the niches of the arcade are representations of fantastic hybrid monsters,
notably a combination of clephant and lion or gajasitiha, that are among the most
powerful and dynamic realizations of the fantastic that Indian art has given us. These
hybrids, possibly, are allegories of the sun’s (lion’s) triumph over the rain (clephant), or
possibly symbols of the soul’s wandering from one shape to another in the endless
process of saiisara.

On the terraces of the roof, as interruptions to the lines of corniees, are monumental
statues of female musicians (Platc 1054). They have a massive heroic beauty quite in
keeping with their function of serving as arehitectural ornaments meant to be seen from
a great distance. These figures arc the yakshis of Safichi translated into the artistic lan-
guage of late Hindu art.

In addition to this sculpture, the shrine at Koniraka originally included a number of
reliefs of the sun god Siirya, carved in green chlorite (Plate 1058). The figure of the sun-
god is represented standing in a static frontal position in the samabhanga posc used for
divinities in a state of spiritual equilibrium, inviting the prayers of the devotees. On the
chariot with Stirya are the twin figures of his charioteers and the kneeling dawn maidens.
These pendant figures are set off against miniature stipikas, and Sirya himselfis framed
in a trefoil chaitya arch capped by an apotropaic monster mask or kirtimukha. Below, on
the plinth, in very small scale, are the horses of the quadriga, deployed to right and left
of'a central charger in frontal view, in accordance with a conceptual method of presenta-
tion that we have seen used for this same theme at Bodh Gaya (Plate 19a). It is an
*archaism” that enhances the hicratic effectiveness of the idol. These carvings at Konaraka
arc among the last examples of Indian sculpture in which a perfect balance is maintained
between the realization of the form as a plastic mass and the extreme delicacy and
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precision in the carving of the ornamental accessories which, as so often, enhance the
fullness and sculptural character of the smooth surfaces of the semi-nude body on which
they are strung. The carving has, to be sure, a certain dry and hard quality about i,
bnt the general conception of the figure is still in a direct line of descent from the great
tradition of sculpture in the Gupta Period.

5. Central India: Khajuralo

It could well be said that the culmination of the Indo-Aryan genius in architecture was
attained in the extraordinary group of temples crected at Khajuriho in central India.
These magnificent shrines were dedications of the Chandella Rajput sovereigns, who are
remembered chiefly for their enterprise in the construction of reservoirs and other under-
takings of a utilitarian character. Only twenty of the original cighty-five temples are
now standing, and all of these are out of worship. They arise like mountains of buff
masonry above the dusty plain. Although the surviving shrines are dedicated to Siva,
Vishnu, and the Jain patriarchs, there is no essential difference in their architectural
character. This is simply another illustration of what we have seen so often in the
history of Indian art, that it is impossible to make any sectarian difference with regard
to style in the art of a given period.

We may take as a typical example of this magnificent architecture the temple of
Kandariya Mahadco (Plate 106), which was dedicated ¢. 1000. Like the most ancient
Indian stupas and earlier Mesopotamian citadels, the temple proper is elevated on a high
masonry terrace. Quite different from the Indo-Aryan temples of Orissa, the shrine is a
compact architectural unit, not a group of connected separate buildings; so that, for
example, in the Mahadeo temple the successive mandapas, leading to the garbha griha,
share a common high base or podium, and the contours of their domical roofs like suc-
cessive mountain peaks are hieratically designed to culminate in the highest $ikhara above
the cella.

In general, it could be said that the enormous cffectiveness of the shrines at Khajuraho
depends on their beauty of proportion and contour and the vibrant texture of their sar-
face ornamentation. The plan is generally that of a cross with the entrance at the east
and one or two transepts radiating from the cella. In this plan the garbha grila and
mandapas are only cells of a unified organism. The dominant impression of the Kha-
jurdho shrines is that of a number of separate superstructures, each with its amalaka finial
building up to a great mountain of masonry. The vertical is emphasized throughout,
from the high base through the successive walls and roofs to the ultimate range of lesser
peaks that constitute the main spire. These temples may also be regarded as a perfect
balance of vertical and horizontal volumes with the vertical ascent interrupted by friezes
of dynamic figure sculpture girdling the entire structure.

In comparison with the towers of Oriss, the spires at Khajuraho are domical rather
than pyramidal in contour. The curvature of these $ikharas is more accelerated and im-
pelling than those of eastern India, and a refinement peculiar to the architecture of Kha-
juraho is to be seen in the turrets or urisringas let into the masonry of the main tower at
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successive levels of its construction; so that in the duplication, and even triplication, of
these towered shapes there is almost the effect of the eyes travelling from lesser ranges to
the summit of a distant mountain. The whole mass of the éikhara is a kind of wonderful
rising crescendo of curves, the curves of the lesser turrets and the ribs of the main tower
having their separate points of intersection, and yet leading inevitably to the dmalaka
that at once crowns and girdles the whole.

The symbolism of these final buildings of the Indo-Aryan architects is only an en-
largement of the metaphysical meaning inherent in the simplest structures of Vedic
times. The temple is no more than an architectural replica of the imagined world moun-
tain Meru which as a pillar separates heaven and earth, or, anagogically, an equivalent of
the body of Purusa, the Universal Man, whose body comprehends this universe. Ac-
cordingly, the final amalaka, in shape like a lotus flower or a solar halo with rays, typi-
fies the passage to heaven, the sun-door at the summit of the world mountain, or the
dome of the skull of the Universal Man. As we have already seen, the stressed verticality
of every architectural member leads the worshipper upward to that centre of magic
union with the divine. And, in like manner, the sculptural decoration of the temple
points the way to that desired union. This is the meaning implicit in the multiple repre-
sentation in the friezes of mithunas or men and women in erotic embrace, which in their
ecstasy typify the ultimate union of the soul with the divine, the reconstitution of the
primordial wholeness that was destroyed when Purusa divided himself into a polarity
separating human and divine.

Seen from the exterior, the temples of Khajuriho impress the beholder with the same
grandeur of unified design that we recognize in a Gothic cathedral, whether or not we
are acquainted with its iconographic significance. The magnificent balance of horizon-
tals and verticals is maintained throughout. The eye travels upward from the successive
levels of the base divided by string courses and shallow friezes to the level of the principal
rooms of the shrine. There open porches with overhanging eaves provide a temporary
horizontal interruption to the successive levels of the main tower constituted of the re-
peated shapes of the smaller éikharas building up to the dominant profile of the main
tower.

Typical of the veritable flowering of temple sculpture during this final period of
Hindu architecture in Central India is the ornamentation of the Vamana Temple at
Khajuraho illustrated in Plate 107. We look upon a double tier of naked apsaras in a
celestial chorus, vaunting their voluptuous charms in an infinite variety of attitudes dis-
playing a ‘languid and calculated eroticism’, rendered the more provocative by the con-
trast between the slim bodies and the towering complication of the head-dresses. These
dancers in the heaven of Indra are, according to legend, creatures not made of gross flesh
but constituted rather of the air and the movements that compose their heavenly dances;
they arc here as appropriate ‘entertainers” in the reconstructed heaven that is the fabric
of the sanctuary.

Although ostensibly only so many spots or accents in the total decoration of the facade,
they have an irresistible individual attraction: * With every movement of the eye of the
beholder a new perspective shows the images from a different angle; to avoid being
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bewildered he has to concentrate on each of them ... and then give his attention to the
next.’14 Each figure carved almost in the complete round stands on its own platform and
is shaded by an individual canopy. In addition to their separate fascination for the eye,
the figures perform the function of contributing so many vertical accents in the ascent
of the éikhara. Individually these celestial maidens possess a great vitality expressed in
their tortuous movements and the provocative warmth and fullness of the modelling of
their flesh. As in some of the very carliest examples of Indian sculpture, the roundness
and softness of the breasts and belly are emphasized by the contrasting exaggerated
straightness of the arms and limbs.

6. Rajputana

In the days of the great Brahmanic revival during the cighth and ninth centuries the
plains of Rajputina must have flowered with temples. Most of these temples were dis-
tinguished by their pillared mandapas, and the fragments of scores of such porches were
appropriated by Moslem builders of the Qutb mosque at Delhi, which in its four hun-
dred and eighty separate columns includes the material of nearly thirty temples.

In spite of the ravages of time and the iconoclasm of the Islamic invaders, the number
of ancient temples still standing in Rajputina is so great that it would be impossible even
to mention them all. We may take as representative of the best of Indo-Aryan archi-
tecture in northern India the group of temples erected from the eighth to the tenth cen-
tury at Osig, near Jodhpur. All these shrines, in what once must have been a flourishing
religious community, now stand deserted and in ruins. The sanctuaries include both
Brahmanic and Jain dedications. Most of the temples belong to the pancha yatana class, a
designation meaning that four cxtra shrines (making five in all) were originally attached
by cloisters to the main sanctuary. Most of the temples at Osia, like the temples at Kha-
juraho, are raised on plinths or podiums. The $ikharas follow most closely the early
Orissan type, as exemplified by the Paradurime$vara temple at Bhuvane$var. The
mandapas, in almost every case, take the form of an open pillared hall. The jambs and
lintels of the doorways of the sanctuaries at Osia are ornamented with a richness equal-
ling the carving of the Sun temple at Konaraka.

A typical example of the Indo-Aryan style in Rajputana is the Sarya temple at Osia
(Plate 1084). The four lesser shrines surrounding the sanctuary have disappeared and
only the cella with its open porch survives. The building presumably dates from the
tenth century. The cella and the open mandapa are erected on a raised platform. The
colonnade of the mandapa is augmented by two pillars rising from the ground level.
The spaces between the pillars on the porch were originally filled with elaborately
carved stone screens like the pierced decoration to be found in some of the Chalukya
temples at Pattadakal. The rather squat $ikhara with its heavy rustication and massive
amalaka quoins is also reminiscent of Pattadakal. The columns of the Osia temples be-
long to the same order that is secn in the countless examples appropriated for the Mo-
liammedan shrines of Delhi (Plate 1088). The carving is concentrated on the base and
bands of tracery interrupting the shaft of the column.
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These pillars consist for the most part of a high square base, from which grows an
octagonal shaft that supports a richly carved capital. Both shaft and capital have a
repeated motif of a vase or kalasa wreathed in foliate detail. This order is simply an
claboration of the columns of the Gupta Period, with every face of the pillar richly
embellished with a veritable lace-work of figural and foliate motifs. Some have discerned
in this afterglow of the Gupta Period a reflexion of that sensuous love of nature, the
perfumed descriptions of the floral bowers in which is enacted the love-poem of
Sakuntala. The principal doorway of this temple is typical in its richness and icono-
graphy of the portals of the Brahianic temples at Osia.!s The lintel is decorated with re-
presentations of the planctary divinities or navagriha, together with representations of
garudas and nigas. The jambs are covered with different avatars of Vishnu and lesser
members of the Hindu pantheon. The river goddesses which flanked the lintel of Gupta
temples have been moved to the basc of the jambs. The other Brahmanic temples at
Osia, such as the shrines of Hari-Hara, present only slight variations of the same typically
Indo-Aryan style. The same could be said of the Jain sanctuary of Mahavira that differs
only in the character of the éikhara. This tower with lesser turrets echoing its shape cor-
responds more closely to the special type of architecture seen at Khajuraho.16

7. Gujarat and Western India

Of a special richness and delicacy are the ruined Indo-Aryan temples of Gujarit. Al-
though some of these shrines and also those of Kathiawid and Kach were begun in the
tenth century, the majority of the structures may be dated between 1025, the year of
Mahmud of Ghazni’s iconoclastic raid on Somnath, and the final conquest of this whole
region by the Delhi Sultans in 1298. The present rnin of most of these splendid structures
is due not only to the fury of the invaders but to a cataclysmic earthquake that devastated
western India in the nincteenth century. The magnificence of these shrines was made
possible by the commiercial wealth of Gujarat under the Solanki Dynasty, a period when
the ports of western India were a clearing-house for the trade between the Eastern and
Western worlds. These originally jewel-encrusted temples were not entirely the result of
royal patronage, but were communal dedications in the true sense of the word, in that
they were erected through voluntary subscriptions and contributions of skilled labour
of all kinds. A further parallel to the communal interest in the Church in the Gothic
period lies in the fact that they were the work of builders’ guilds under the direction of
master masons who transmitted their knowledge of the §astras to successive generations
of apprentices down to modern times.

Almost all the western Indian temples are so ruinous that it is difficult to select a single
example of the style to illustrate their character. The most famous of the Gujarat temples
was the Siva shrine at Somanatha-Patan that was the special object of Mahmud of
Ghazni’s fury and religions zeal against idolatry, when, in 1025, he smashed the jewelled
lingam and put the temple to the sack. The shrine, although restored after this desccra-
tion, was totally wrecked by the final Mohammedan invaders at the end of the
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thirteenth century. The plan, which is approximated in other examples in Kathiawad,
consisted of a closed pillared hall, octagonal in shape, preceding a square cella surmounted
originally by a éikhara.

Something of the same arrangement is found in the ruined temples of Navalakha at
Sejakpur and Ghumli. The polygonal hall with its multiple step-backs in plan precedes a
cella set in the core of an attached $ikhara. Thesc pillared porches in western India were
covered with low terraced roofs, some of them perhaps originally in several storeys.!?

On the exterior the temples of Gujarit and Kathiawad arc generally divided into three
zones of horizontal ornament and mouldings including the base, the main body of the
wall up to the cornice, and the roof or attic; over the cella, of course, the roof is replaced
by the $ikhara. Thesc divisions are in turn separated into numerous horizontal courses,
each specifically named and its exact measurement prescribed in the §astras. The $ikharas
differ from the usual Indo-Aryan type in being composed of clustered turrets or urus-
ringas, cach a replica of the main tower, and almost free-standing from the fabric of the
principal spire. The reconstruction of the temple of Nilakantha at Sunak (Figure 26)
gives us a very good idea of the original elevation of these sanctuaries.
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Figure 26. Nilakantha Temple, Sunak: Elevation
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Among the better-preserved examples is the Siirya shrine at Modhera in Gujarat
(Plate 109a). It is built of the soft golden-brown sandstone of the region, and its derelict
splendour is romantically reflected in the disused tank or pool for ablutions that lies be-
neath its castern approach. One of the most impressive features of the Modhera temple
and other Gujarit shrines is the entirely organic plan in the relation of all the parts of the
shrine to the whole and its functional arrangement of all the architectural accessories of
religious worship. The Strya temple consists of an open pillared porch connected by a
narrow passage to a building containing an assembly hall and the garbha griha itself
(Figure 27). The scemingly separate portions of the structure are related by the horizontal
lines of the mouldings that follow the usual tripartite division of the wall. A similar
division in the proportion and decoration of the pillars of the interior brings them into
unity with the whole scheme.
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Figure 27. Temple at Modhera: Ground plan

The carving typical of the Solanki Period is at once extremely luxuriant and ex-
quisitely refined in the rendering of detail. Special attention should be called to such
beautiful ornamental motifs as the toranas or cusped arches introduced as tympana to the
entrances and also linking the summits of the columns in the interior of the porch. Al-
ways there is such a depth to the relief that the effect is almost that of pierced and applied
metal-work rather than stone. In the technique of this extremely delicate carving, which
certainly must have been done by laborious abrasion rather than direct cutting, the
sculpture at Modhera is not far removed from the famous carved domes at Mount Abd.

The renowned Jain sanctuaries of Mount Abi in Rajputana, for generations among the
favourite tourist attractions in all India, are in a sense the final baroque culmination of
the Gujarat style. These buildings - the Dilwara shrine of the tenth century and the thir-
tcenth-century Tejpal temple (Plate 110) — are constructed entirely of white marble
brought up from the valley below their lofty setting. In their own ornate way they can
be counted among the architectural wonders or curiosities of the world. Although the
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exterior of the temple is in no way distinguished, the interior of the pillared hall reveals
a dome rising in many concentric circles supported on a circular arcade of dwarf pillars
joined by cusped arches. The dome culminates in a richly carved pendant, like a stalac-
tite hung in the centre of the vault. Placed athwart the lower rings of the dome are
brackets with representations of Jain goddesses of wisdom. In their semi-detached
projection they appear like struts actually upholding the cupola. It is difficult to give an
adequate account of the effect of this extraordinary decoration. Any real sense of archi-
tectural construction is lost beneath the intricacy of the carving and the profuseness of
detail. The very texture of the stone is destroyed by the claborate fretting. There is, to
be sure, true beauty in the pearly radiance reflected from what seems like a huge and
weightless marble flower. Looking up at this ceiling is to behold a dream-like vision
looming, in the half-light, like some marvellous underwater formation in coral and
mother-of-pearl. The deeply pierced working of the figures and the unbelievably delicate
foliate motifs have the fragility of snowflakes. Writing of the Mount Abi temples, Percy
Brown observes, ‘ There remains a sense of perfection ... but it is mechanical perfection,
with an over-refinement and concentration on detail implying the beginning of a de-
cline’.1® At the same time this monument of Jainist religious zeal possesses a complete
consistence in that every portion of each dome, arch, and pillar is covered with the same
exuberance of surface ornament. ‘It is one of those cases where exuberance is beauty.’1?

A centre of Indo-Aryan building in western India is the city of Gwalior, on the main
railway between Delhi and Bombay. A little group of disused and largely ruined temples
and fragments of shrines crowns the plateau of Gwalior Fort. The carliest of these is the
Teli-ka-Mandir of the eleventh century (Plate 1114). The structure as it stands to-day is
better described as a shrine than as a complete temple. The building rises to a height of
eighty feet and is in the shape of an oblong, a plan repeated in the cella and the porch.
Not only is this design unique in later Hindu architecture, but so, too, is the roof that it
necessitated : the crowning member is in the shape of a barrel-vaulted chaitya with the
sun-windows of the old Buddhist type plainly indicated at each end; the resemblance to
the Buddhist basilica type extends to the representation of arcades in memory of the
nave columns of the chaitya on the lateral fagades. This is one of the last appearances of
the rare vesara type of temple which we shall note again among the rock-cut sanctuaries
at Mamallapuram. The deeply sculptured panels on cither side of the main entrance, al-
though badly damaged by iconoclasts, are magnificent examples of later relief carving
(Plate r118). In both we see a female personage, possibly a river goddess, with three
attendants, one of whom holds an umbrella over her; in the subtly swaying movement
of the elegantly attenuated figures and the contrast between the broadly realized forms
and exquisitely defined details of ornament, the style is a prolongation of the magnificent
Gupta workmanship in western India which we have already examined in a relief from
the Gwalior region (Plate 87).

Also at Gwalior are the remains of two buildings known as the Great and the Small
Sas Bahu temples. Only the former of these, dedicated to Vishnu in 1093, need detain us
(Plate 1ogs). It is not a complete sanctuary, but only the porch or hall in front of one
now vanished. Viewed from the exterior, the temple is divided into three storeys of
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open loggias separated by massive architraves. The penctration of the mass of the build-
ing by these deep balconies provides a feeling of lightness and elegance; the design is also
helped by the alternation of accents of light and shade provided by the columns set off
against the enshadowed porches. On the exterior the building terminates in a rather flat-
tened terraced pyramid which continues to the very summit of the structure the eccen-
tric and picturesque plan with its multiple set-backs and recesses. Inside, the impression
is that of a single large hall rising to the full height of the building, rather like the crossing
of a cathedral. The effectiveness of this motif has been partially spoiled and an effect of
crowding introduced through the necessity for four gigantic stone piers to support the
great mass of masonry of the superstructure. The carving of the under-surfaces of the
massive stonc beams in an all-over foliate design does much to relieve the heaviness of
these members, an effect of lightness and delicacy continued in the dome, which in the
intricacy of its fretted carving is suggestive of fan vaulting.

8. Dravidian Architecture. Eastern India: The Pallava Style

Of the greatest significance for the later development of Dravidian architecture are the
shrines dedicated by the rulers of the Pallava Dynasty who were the successors of the
Andbras in castern India from the fifth century through the ninth. For our purposes the
most important contributions in the genesis of the style were made under the Mamalla
Dynasty (625-7.4) aud the Dynasty of Rijasimha (674-800). Whereas the earlier dedica-
tions consisted of rock-cut shrines, the later activity was devoted entirely to structural
buildings.

From the Miamalla Period there date the remarkable rock-cut temples of Mamalla-
puram or ‘Seven Pagodas’ on the sea-coast below Madras. The work here was under
the patronage of the king, Narasimha. The principal architectural monuments consisted
of five temples or raths20 that are really free-standing sculptural replicas of contemporary
structural buildings carved from the granulitic outcrops on the shore (Plate 112). These
monuments are of the greatest importance for the later development of Dravidian archi-
tecture because they reveal the dependence of the later Hindu style on pre-existing types
of Buddhist architecture. Especially revealing for this latter aspect of the style is the
Dharmarija rath (Plate 1134). It has a square ground storey with open verandahs, which
forms the basc of the terraced pyramidal §ikhara above. It has been rightly suggested that
this typical Dravidian form is an adaptation of a Buddhist vihara, in which successive
storeys were added for the accommodation of the monks.2! The terminal member of the
structure is a bulbous stiipika, which is repeated in smaller scale on each of the lower levels
of the terraced superstructure. Perhaps the most distinctive feature of this and the other
raths at Mimallapuram lies in the open verandahs on the ground-storey. The pillars are
of a distinctive Pallava type with the shafts of the columns supported by the bodics of
scated lions.

Quite a different type of structure is represented by Bhima’s rath, which mwust be
classified as a vesara temple (Plate 1138). It is a longitudinal building with a barrel roof
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of the so-called elephant-back type, faithfully reproduced in the carving. This vault, ter-
minating in the semi-dome of an apse and with the chaitya motif at its opposite end, is
very obv1ously a survival of the Buddhist chaitya-hall that, as we have scen, had persisted
in such structural temples as the Gupta example at Chezorla.

A later structural development of the form of Bhima’s rath may be seen in the Vaital
Deul at Bhuvane$var in Orissa. It has been suggested that we are to see here the proto-
type for the gopuras or porch-towers of the later architecture of southern India. Another
distinctive element of the Pallava style may be scen in the gavaksha motif of chaitya
arches framing busts of deities that crown the entablature. These framed protomes, al-
ready seen at Bhitargon, become a regular feature of Dravidian architecture and may
also be found in the earliest Hindu and Buddhist shrines in Cambodia.

A third typc of building represented among the raths at Mamallapuram may be seen
in Draupadi’s rath (Plate 112). It consists of a one-storey square cell surmounted by an
overhanging, curvilinear roof, suggestive in its shape of the modern Bengali huts. There
is every reason to believe that this, like so many forms of structural Indian architecture,
is an imitation of a prototype constructed of bamboo and thatch. The resemblance to the
stiipika suggests that this most characteristically Dravidian element may also have had its
origin in the form of a bamboo hut or temple car.

In the consideration of the art of the Hindu Renaissance it is impossible to treat of
sculpture apart from architecture, since to an even greater degree than in the carlier
periods the carving literally melts into thearchitectural enframement thatsupportsit. The
plastic adornment of the raths consists of images of Hindu deities set in niches on the ex-
terior of the shrine, and also of panels illustrating legends of Hindu mythology orna-
menting the interior of the sanctuarics. The figures appear to be a development from the
style of the Later Andhra Period, rather than from the Gupta school. They retain the
extremely graceful attenuation of the forms at Amaravati, and are animated by the same
feeling for movement and emotionally expressive poscs and gestures. A new canon of
proportion isnotable in the heart-shaped faces?? with their high cheekbones and the almost
tubular exaggeration of the thinness of the arms and legs. In the reliefs decorating the
raths the forms are not so completely disengaged from: the background as in the Andhra
Period, but scem to be emerging from the matrix of the stone.

The greatest achievement of the Pallava sculptors was the carving of an enormous
granite boulder on the seashore with a representation of the Descent of the Ganges from
the Himalayas (Plate 114). To give the reader an idea of the scale of this gigantic under-
taking, it may be pointed out that the scores of figures of men and animals, including
those of the family of clephants, are represented in life size. The subject of the relief is
that of all creatures great and small, the devas in the skies, the holy men on the banks of
the kife-giving flood, the nagas in its waves, and the members of the animal kingdom,
one and all giving thanks to Siva for his miraculous gift to the Indian world. The cleft in
the centre of the giant boulder was at one time an actual channel for water, simulating
the Descent of the Ganges from a basin at the top of a rock. We have here a perfect illus-
tration of that dualism persistent in Indian art between au intensive naturalism and the
conception of divine forms according to the principles of an appropriately abstract canon
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of proportions. We have, in other words, the same distinction between the divine and
the carthly as is noticcable in El Greco’s * Burial of the Count of Orgaz’, in which the
figures in the celestial zone are drawn according to the Byzantine canon of attenuated
forms for supernatural beings, whereas the personages in the lower, earthly section of the
pancl are painted in a realistic manner. In the relief at Mamallapuram the shapes of the
devas, moving like clouds across the top of the composition, have the svelte, disembodied
elegance of the art of Amaravati. By contrast, no more perfect realizations of living ani-
mal types are to be found anywhere in the sculpture of the Eastern world. This vast,
densely populated composition, like the Chalukya paintings of the Ajanticaves,isnolonger
confined by any frame or artificial boundary, but flows unrestrained over the entire
available surface of the boulder from which it is carved (Plate 1154). Just as the space of
the relief as a whole is untramelled and, indeed, scems to flow into the space occupied by
the spectator, so the individual forms in it are only partially disengaged from the stone
which imprisons them. One has the impression, indeed, that they are in continual pro-
cess of emerging from the substance of the rock itself. There is the same suggestion of the
birth of all form from Maya that was so apparent in the Sunga reliefs at Bhaji. As the
late Dr Zimmer expressed it:

Here is an art inspired by the monistic view of life that appears everywhere in Hindu philo-
sophy and myth. Everything is alive. The entirc universe is alive; only the degrees of life vary.
Everything proceeds from the divine life-substance-and-cnergy as a temporary transmutation.
Allis a parc of the universal display of God’s Maya.23

The very epitome of the art of the Pallava sculptor is to be discerned in the frec-stand-
ing group of a monkey family in front of the tank below the great relief (Plate 1158).
Although separate from the great composition, it was certainly intended to be considered
a part of it. The understanding of the essential nature of the animals and the plastic
realization of their essential form could scarcely be improved upon. This piece of sculp-
ture is the very embodiment of the quality of cctana, the vitalizing principle mentioned
in relation to the Indian canons of painting. The shapes, although only partially adum-
brated, connote the finished form and proclaim the nature of the glyptic material from
which they are hewn.2

A separate relief of Durgi 2 in the Muscum of Fine Arts, Boston, is a splendid example
of the Pallava style in a single figure (Plate 116). The goddess is represented standing on
the severed bull head of the demon Mahisha, an episode from the Puranic legend. She is
eight-armed, and holds the weapons such as the bow, discus, and trident lent her by
Siva and Vishnu for the epic struggle. Her ornaments include a towering head-dress
(karana mukuta), necklaces, and jeweclled belt; and her arms arc covered with bracelets
like those of the Dancing-Girl from Mohenjo-Daro (Plate 44). This figure, like all Pal-
lava sculpture, belongs to the carliest and at the same time classic phase of Dravidian art.
Ultimately it is an outgrowth of the Later Andhra figure style in the elongation of the
form with long tubular limbs, but the whole conception is invested with a peculiarly
dynamic quality that is always characteristic of Dravidian Hindu art. We can see once
more in this single figure the suggestion of the emergence of the form from the stone -
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achieved here by the gradually more salicnt disengaging of the successive planes of re-
lief with the details of the ultimate planc being entirely merged with the background.
Certain aspects of the figural canon differ from carlier practice, as may be discerned in
the heart-shaped face already noted at Mimallapuram. The figure of the triumphant
goddess has a militant cnergy conveyed by the moving pose and the deployment of the
arms in a kind of aureole. This is combined with a suggestion of complete serenity and
feminine softness, as is entirely appropriate to the conception of the divinity.

The death of the Pallava monarch Narasithha in a.D. 674 brought to an end all work
on the five raths and other sculptural undertakings at Mimallapuram. The dedications
of his successor, Rajasithha, were all structural buildings. One of these was the so-called
Shore Temple (Plate 1174), erected on the beach not far from the great relief of the
Descent of the Ganges. The temple was planned in such a way that the door of the
sanctuary opened to the east, in order to catch the first rays of the rising sun. This in it-
self resulted in a rather peculiar arrangement, since it necessitated the placing of the
mandapa and the temple court at the rear or west end of the main sanctuary. The ter-
raced spires crowning both shrine and porch very clearly reveal a development from the
form of the Dharmardja rath. In the Shore Temple, however, the dependence on the
vihara type is lessmarked, owing to the new emphasis on the height and slenderness of the
tower, like an attenuated version of the Dharmardja rath. Actually, the characteristic
Dravidian form of a terraced structure with the shape of the terminal stiipika echoed in
lesser replicas on the successive terraces still prevails, but these recessions are so ordered
as to stress the verticality of the structure as a whole. Such hallmarks of the Pallava style
as the pilasters with the rampant lions persist in the decoration of the fagade of this
structural monument.

Another building of the Pallava Period is the Kailisanath temple at Kificipuram
(Conjeeveram), which must date from ¢. 700 (Plate 1178).26 In plan it consists of a sanc-
tuary, a connecting pillared hall or mandapa, and a rectangular courtyard surrounding
the entire complex. The pyramidal tower of the main shrinc is again very obviously a
development out of the Dharmaraja rath. The storeys are marked by heavy cornices and
stlipikas echoing the shape of the cupola. Around the base of this central spire are clus-
tered a group of supplementary shrines that again rhythmically repeat the form of the
terminal stiipika. This shape is repeated once more in the row of cupolas crowning the
parapet of the courtyard. The gateways of the enclosure, surmounted by hull-shaped
members of the vesara type repeating the form of Bhima’s rath at Mamallapuram, sug-
gest the form of the temple-towers or gopuras of the last phase of Hindu architecture at
Madura. As in the Shore Temple, pillars rising from rampant leonine forms are em-
ployed throughout.

9. The Deccan

Closely related to these Pallava shrines is one of the greatest monuments of Dravidian
art: the Kailasanith temple at Elldird in the Deccan (Plate 118). This monument to Siva
was a dedication of Krishna I (757-83) of the Rashtrakita Dynasty. The Rashtrakiitas
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were the successors of the Chalukyas in central India and were at the height of their
power in the eighth century. This great sanctuary, occupying an area roughly the same
as that of the Parthenon and one and a half times as high, is not a structural temple, but
an enormous monolithic rock-carving in architectural form.2? The entire precinct, in-
cluding the temple, its mandapas, a pillared shrine for Siva’s bull Nandi, as well as the
monumental portico, are all hewn directly out of the great quarry of rock. Although
we may marvel at the amount of labour that went into such a gigantic carving, it should
be pointed out that there was probably less expenditure of work in literally quarrying
the entire complex from the mountain-side than would have been required for trans-
porting the cut stones necessary to build it. Described as briefly as possible, the technical
method followed by the carvers of the temple of Elliira was to cut three great trenches
down into the quarry of rock and carve the free-standing buildings from the isolated
block of stone remaining. Masses of rock had to be left intact, not only for the main
sanctuary and its basement storey, but also for the two free-standing stambhas or
columns and the lifesize carving of an elephant on the floor of the surrounding court-
yard. Bridges connect the main temple with the halls and subsidiary shrines cut in the
surrounding ‘walls” of the quarry. The disadvantage of this technique is that the temple
is left enshadowed at the bottom of a deep pit. At Elliira the carvers sought to compen-
sate for this defect by placing their shrine on an enormously high base.

The Kailasa temple is dedicated to Siva, who is enshrined as a giant lingam in the
innermost sanctuary. As its name implics, the monument is intended as an architectural
replica of the sacred Mount Kailisa, on the summit of which is Siva’s eternal home. In-
deed, the profile of the building, with its central spires somewhat above the summits of
the roofs of the mandapa, and Nandi porch, seems to follow the actual contour of the
real Mount Kaildsa in the Himalayas. The dependence of the architectural form on Pal-
lava prototypes is especially cvident in the terraced spire that has for its ultimate model
the Dharmarja rath at Mamallapuram. Characteristic of this Dravidian style are the
replicas or refrains of the finial on the lower levels of the terraced pyramid. Actually, the
arrangement of sanctuary, porches, and Nandi pavilion is distinctly reminiscent of the
Virtipaksha temple at Pattadakal, so that, by the same token, the Kailasa temple is a
lineal descendant of the shrine at Kaiicipuram.

As has already been noted, the main clements of the Kailasa temple are all placed on a
podium twenty-five feet high, so that they appear to stand on an upper storey raised
above the level of the courtyard. The essential plan of the Kailisa temple proper is that
of a cella preceded by a spacious hall with pillared mandapas extending as transepts to
cast and west (Figure 28). In front of the porch on the main axis is a shrine for Siva’s bull
Nandi. Two lesser portions radiating from the main narthex give the temple a roughly
cruciform plan. Around the sanctum are carved five lesser shrines, like chapels in an
ambulatory. The exterior decoration of all these structures and of the Nandi porch pre-
ceding the main complex consists of niches enclosing statues of deities and engaged
columns of the Dravidian order (Plate 118). These niches consist of slender colon-
nettes supporting an overhanging cornice of the Bengali roof type, surmounted in turn
by a finial in the shape of a chaitya arch. The same type of heavy convex cornice is
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repeated in the entablature of the main buildings. All these elements, like the formation
of the central spire, are completely Dravidian in character and clearly derived from
Mimallapuram. Although at Elltrd we find occasional examples of the ‘jar-and-
foliage’ capital typical of Indo-Aryan buildings, the vast majority of the columns reveal
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Figure 28. Kailasanath Temple, Ellara: Plan of Upper Storey

the Dravidian order almost entirely evolved. The pillars have a square or polygonal base,
succeeded by an octagonal shaft; at the summit of the shaft the reeded neck of the pillar
is constricted beneath a bulbous cushion type of capital which continues the lines of
channelling on the neck. A modification of this type can be seen in the free-standing
pillars in the court, and, in its usual form, in the columns of the mandapa.

A spectacular feature of the Kaildsa temple is the deeply carved frieze of the podium,
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consisting of very freely disposed lions and elephants that appear to be effortlessly sup-
porting the massive superstructure on their backs. The architectural carving of the Kai-
lasa temple is not limited to the almost incredible achievement of the main shrine, but
includes lesser sanctuaries dedicated to the river goddesses and other members of the
Hindu pantheon, forming an almost continuons cloister around the circumference of the
great pit in which the principal temple is isolated.

Iconographically and structurally part of the Kailasa temple is the sculpture of Saivite
themes and episodes from the Ramayana that almost entirely clothes it. The most drama-
tic of a number of reliefs, all monumental in scale, is one illustrating a famous legend of
Mount Kaildsa (Plate 119). On a deeply shadowed stage we sce a block-like representa-
tion of the mountain peak itself and, scated on the summit, the divine lovers, Siva and
Parvati. We have here an illustration of the moment in the Ramayana when the Sin-
ghalese giant, Rivana, attempts to uproot the sacred mountain in order to use it as a
kind of dynamo of magic spiritual energy in his war against Rima and his allics. In the
upper part of the composition the figurc of Siva, in an clegant pose of effortless com-
mand, is set off by the plain back wall of the stage. His outstretched foot, barely touching
the ground, imprisons the demon giant in the bowels of the mountain. The shrinking
Pirvati clutches her lord’s arm as she feels the mountain quake. She reclines before the
darkness of the background, into which rushes the terrified figure of a maidservant.
Below, in a cavern of almost Stygian gloom, appropriate to his nature and purpose, is
the trapped giant. In writing of this relief Stella Kramrisch states: ‘Depth and darkness
are parcelled out according to the demands of the psychological suggestiveness with
which the artist invests each single figure.’2

Space and light and shade have been employed to heighten the emotional effect in the
same way that these elements were used in a Baroque tableau, like Bernini’s Saint
Teresa. We have here a new type of relicf composition, in which some of the figures
are carved completely in the round, and the whole action takes place in a deep box. In-
deed, the whole effect is not unlike that of some of the elaborate dramatic effects
achieved in the performance and setting of the Indian theatre. In this new conception of
relief sculpture there seems to be no longer any limitation in space. We have the fecling
that we are not looking at a relief in the usual sense, but as seen taking place in the same
general space or atmosphere which we occupy and with which the space of the carving
is co-extensive. This is a quality vaguely suggested by the Amaravati relicfs and partially
realized by the great carving of the Descent of the Ganges at Mamallapuram. But the
extraordinarily dynamic conception of the Kailasa relief as a whole and the dramatic
emotionalism of the individual forms are creations of the Dravidian imagination in its
finest hour of artistic cxpression.

From the stylistic point of view, the figures of Siva and Parvati, with their long,
pointed faces and attenuated grace of proportions, are closely related to the shapes of
the gods at Mamallapuram. The communication of emotional tension through posc
and gesture, rather than through facial expression, was, it will be remembered, already
highly developed in some of the Later Andhra reliefs, which were, of course, the artistic
prototypes of the Pallava style. Not the least important element in this gigantic theatrical
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tableau is the figure of the giant Ravana. His multiple arms, indicative of his manifold
powers, are spread out like the spokes of a wheel, their arrangement effectively com-
municating the idea of the superhuman pressure that he is exerting against Siva’s moun-
tain throne.

The last great achievement of architectural sculpture in western India is the cave
temple on the island of Elephanta in the harbour of Bombay. This sanctuary was ruth-~
lessly desecrated by the Portuguese in the sixtecnth century. A stone panel with a lengthy
inscription, presumably including the date of dedication, disappeared at the same time,
so that the age of the temple remains a matter of conjecture, but its date is no carlier
than the eighth or ninth century.
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Figure 29. Siva Temple, Elephanta: Ground plan

The temple proper is a pillared hall roughly ninety feet on a side with six rows of six
columns ‘supporting” the roof of the cave. The arrangement of the sanctuary is an out-
growth of such earlier plans as the temple at Bhumara in which space was provided for
an interior circumambulation of the shrine (Figure 29). Actually, since at Elephanta the
main object of worship is attached to the back of the hall, the arrangement more nearly
resembles the interior of the Lidh Khin temple, where the shrine occupies a similar
position and pradaksina is impossible (Figurc 18).

As in many cave temples, the pillars show the greatest irregularity not only in align-
ment but in individual details of carving: in many the corners of the bases are not even
true right angles. These imperfections, due to the enormous difficulties in disengaging
these members in the process of hollowing out the interior, might be regarded as
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architectural accidents which add aliveness to the conception. The individual columns
are essentially of a Dravidian type, with a high, square base growing into a round, chan-
nelled neck surmounted by a flat, ribbed, cushion-shaped capital, the final development
of the form already seen at Elliira. Between the capital and the roof-beam are an abacus
block and a bracket-like member, which, in structural examples, supported the weight
of the rafters.

The interior contains no less than ten enormous and spectacular carvings of the legend
of Siva (Plate 1204). Most awe-inspiring of all, at the end of the nave, opposite the
northern entrance to the temple, is a gigantic carving of a Saivite Trinity. This triune
conception presents the supreme form of Siva Mahadeva as the central of the three faces;
at the left, in profile, is the skull-crowned head of Aghora-Bhairava, Siva the Destroyer;
and, balancing it at the right, the face of Uma, the beautiful wife or sakti of the third
member of the Brahmanic Trinity. As in some of the reliefs at Ellara, the figures are set
in an enormously deep, box-like niche, so that they seem to emerge from an unlimited
and nebulous darkness. The three gigantic heads are perfect embodiments of the icono-
graphic concept they signify: the impassiveness and august serenity of the supreme Siva
made manifest; the moving, satanic countenance of the wrathful Aghora-Bhairava; and
the youthful peace and beauty of the face of Uma.

The subsidiary tableaux at Elephanta are arranged like so many Stations of the Cross,
each dedicated to a significant aspect of Siva Mahideva. They are, like the great Trinity,
a perpetuation of the Elliira style. The treatment of the subjects, ranging from the Tri-
murti and such dynamic conceptions as the Natardja (Siva as Lord of the Dance) to a
panel like the Betrothal of Siva and Parvati (Plate 1208), reveal the extraordinary ability
and scope of the Dravidian sculptor in presenting themes both terrible and lyrical. The
representation of Siva’s Wedding is a timeless scenc of bliss, its setting a deep grotto, the
cavern of the heart, * wherein the fire of life, the energy of the creator, is quick with the
ardour of its cternal source and at the same instant throbbing with the pulse of time’.2
This is a scene of complete tranquillity and peace. The columnar figures of Siva and his
spouse are set off against a recess of darkness, in which hover the forms of countless air-
borne devas come to praise the climax of the god’s union with his Himalayan bride, a
wedding that typifies the world and all its myriads proceeding from the reunion of the
One who was never divided. The mood of untrammelled, ideal love is enhanced by every
aspect of pose and gesture — the tenderness with which Siva turns to his consort, and the
gentle swaying of Parvati’s youthful body. Like the reliefs at Elliira, the colossal panels
at Elephanta suggest spectacular presentations on a stage, their dramatic effectiveness en-
hanced by the bold conception in terms of light and shade. Probably such a resemblance
to the unreal world of the theatre is not entirely accidental; for in Indian art, as in Indian
philosophy, all life, even the life of the gods, is a lila, an illusion or play set against the
background of eternity.
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10. Southern India

The great period of Dravidian structural architecture in southern India culminated under
the Chola Dynasty, which became paramount in power over all India as far north as the
Ganges and extended its sway at one time as far as Ceylon and Burma. The history of
the Chola monarchy reached its climax under Rijarija the Great (98s-1018). This ruler,
like all the Chola kings, was a devotee of Siva. He recorded his conquests in an inscrip-
tion girdling the base of the great temple that he raised to Siva at Tanjore, the Rajra-
jesvara temple, erected ¢. A.D. 1000 (Plate 1214).

This building is one hundred and eighty feet long and has a tower rising one hundred
and ninety feet in the air. The elevation comprises a pyramidal structure rising from a
square base about fifty feet high and surmounted by a domical finial. The top of this
spire is covered by a single stone weighing eighty tons. A ramp four miles in length was
required for its installation. Far more important than these dimensions testifying to the
colossal nature of the achievement and the labour that went into its making is the actual
aesthetic effectiveness of the monument. The steep tower is not only enormously im-
pressive, risingabove the empty sea of courtyards aroundit, but extremely beautiful in its
proportion. The width of the apex is one-third that of the base. The form of the tower
is that of the Dravidian $ikhara, but the horizontal dividing lines of its thirteen storeys
have been suppressed so as not to interfere with the eftect of soaring verticality achieved
by the converging lines of the truncated pyramid in profile. The massiveness of this
pyramid and its composition in straight lines is offsct by the curvature and lightness of
the dome. This member is of course an enlargement of the usual Dravidian stapika.
Attached to it at the points corresponding to the sloping faces of the tower are chaitya
arch-shaped ‘horns’, composed of an ornament formed of nigas and a terminal kirti-
mukha or demon-mask, a shape that is rhythmically repeated many times in the orna-
mentation of both the tower and the base that supports it.

Like so many temples of the Hindu Renaissance, this structure proves upon close in-
spection to consist of the repetition of many identical elements, comparable to the cells
in a biological organism. We notice here, for example, the reiteration of the shape of the
terminal cupola in lesser replicas at the corners of all the thirteen storeys. Between these
on every level of the terrace are aedicules with hull-shaped roofs, clearly reminiscent of
this form at Mamallapuram. Indeed, not only in such details but in the employment of
the roll cornice, on the basement storey and on every successive level of the super-
structure, it is not difficult to discern the survival of elements of Pallava origin.

The decoration of the basement, divided into two levels, consists of deep-set niches
filled with free-standing figures of deities, an arrangement that again has its origin in the
raths at Mamallapuram; and, under the lowest row of niches, is a frieze of unfinished
busts of lions, and beneath this a wide band of masonry given over to an inscription of
Rijarija’s campaigns.

It should be noted that the plan of the Rajrije$vara temple, consisting of the garbha
griha under the central spire preceded by a pillared mandapa, is only an enormous
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enlargement of the very simplest form of Indian sanctuary. The wonderful balance
between architectural mass and verticality, together with the subordination of enormous
detail to the complete form, makes this temple at Tanjore perhaps the finest single
creation of the Dravidian Hindu craftsman in architecture. As we shall sce in later chap-
ters, the importance of the Chola style in architecture, from its plans to its smallest de-
tails, is not limited to the actual domains of the Chola emperors, but was to exert a
powerful influence on all the architecture of south-castern Asia.

The stone sculpture of these Chola temples is typical of the creative vitality of this last
great period of South Indian civilization. Although parts of a vast iconographic scheme,
the images on the temple fagades are still worthy of analysis as individual works of art.
The main themes are, of course, the various manifestations of the great gods of the
Hindu pantheon. As on the gateway of the Great Temple at Tanjore, we find the gods
setin niches, framed in engaged columns that repeat the order of the Rijraje§vara temple.
The individual figures, like the Dancing Siva in our Plate 1224, are characteristically
Dravidian in the suggestion of dynamic movement and the massive conception of the
form. The iconography of this most dramatic aspect of Siva is one that we shall find
againin the magnificent bronze images of the Natarija of the Chola Period.® The bronze
medium by its very naturc afforded the craftsman greater freedom to express the move-
ment and passion of Siva’s Dance; but even in this stone figure, which is actually a high
relief, there is a suggestion of the boundless, whirling energy of the cosmic measure.
The sense of violent and yet effortless movement is conveyed by the contrapposto of the
figure and by the co-ordinated rhythm of the left leg and arm.

11. Vijayanagar

It could be said that if the temple at Tanjore may be described as typical of the Renais-
sance of Hindu architecture, then the fantastic architecture of the city at Vijayanagar
suggests the most florid phase of European Baroque. The romantic history of this princi-
pality is linked up with the final stand of Hindu India against the Mohammedan in-
vaders. According to tradition, Vijayanagar, the City of Victory, was founded by re-
fugees from the Mobhammedan invaders in the rocky wilderness on the banks of the
Kistna River. The accounts of Arabic, Portuguese, and Italian visitors present a picture
of the fabulous wealth and luxury of this bulwark against Islam. The capital of this
chivalric Dravidian dynasty was located in a landscape of a wild and desolate character,
dominated by huge fantastic boulders, so that probably even in the days of the glory of
Vijayanagar the effect was that of a city rising on a dead planet. The picturesque irre-
gularity of the terrain not only aided the builders in erecting fortifications that repelled
the Mohammedan for more than two centuries, but perforce made for a close associa-
tion between the buildings and their solid rock foundations, so that it is sometimes diffi-
cult to tell where nature leaves off and the work of man begins. When the Moham-
medans finally conquered Vijayanagar in 1565, the victors devoted an entire year metho-
dically to destroying the city with fire, gunpowder, and crowbar, so that to-day only
the broken skeleton of the mighty fabric remains.
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In contrast to what we have scen at Tanjore and elsewhere, the architecture at Vija-
yanagar consisted of groups of small structures rather than single large temples. Perhaps
the most famous single temple was the Vitthala sanctuary, begun by Krishna Deva in
A.D. 1513. The structure consisted of two mandapas and a garbha griha, two hundred and
thirty feet long and twenty-five feet high. The most striking feature of this edifice is the
immense pillared hall of fifty-six columns, cach twelve feet in height. Each one of these
piers is really a complete sculptured group rather than an architectural order, composed
of such motifs as rearing chargers, trampling barbarians, and fantastic monsters. These
gigantic pillars flowering into immense brackets and entablatures were described by the
Portuguese visitor, Domingo Paes, as ‘Romanesque’ and ‘so well executed that they
appear as if made in Italy’ 31

The Vijayanagar style of sculpture persisted in South India long after the fall of the
City of Victory. A notable example is the mandapa of the enormous seventeenth-cen-
tury temple at Srirangam, where we see an entire colonnade of rearing horsemen, each
steed nearly nine feet in height (Plate 1228). These charging cavaliers are in a sense the
final fantastic evolution from the column supported by a rampant animal, which begins
in Pallava architecture. It here attains an extravagance that has an inevitable suggestion
of the grotesque and fanciful quality of some European medieval art. This motif, sug-
gestive of St George and the Dragon, was, according to Percy Brown, inevitable for a
civilization like that of Vijayanagar, which in so many respects parallels the chivalric
period in the West.32 The precision and sharpness with which the highly polished chlorite
stone is carved into the most fantastic and baroque entanglements of figures almost make
it appear as though they were wrought in cast steel, rather than stone. This extraordinary
dexterity in the working, or, perhaps better, torturing, of the stone medium is as much
a sign of decadence in sixteenth~century India as it is in Italy of the Baroque Period.

12. Madura

The final chapter of Dravidian architecture is the building activity of the Nayak Dynasty
of kings who were established with their capital at Madura in the seventeenth century.
The temples of this last Dravidian dynasty, exemplified by the shrine at Tituvannamalai
(Plate 123A) and the Great Temple at Madura (Plate 1238), are distinguished first of all
by a great expansion of the temple precinct. It is veritably a city in itself (Figure 30).
This expansion is due to the corresponding enlargement of the Hindu ritual with specific
reference to the spiritual and temporal aspects of the deity. The immense courtyard sur-
rounding the central shrine was designed to accommodate the crowds who would
gather to sce the processions, when the gods, like temporal rulers, would be taken from
their shrines and displayed to the multitude. The temple grounds are now surrounded
by a high boundary wall with immensc portals surmounted by towers or gopuras
located at the cardinal points. These structures can best be described as rectangular
towers, concave in profile and surmounted by hull-shaped roofs of the vesara type. The
gopuras in their immense scale completely dwarf the central shrine within the temple
enclosure.
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These immense structures are covered from top to bottom with a vast number of
heavily stuccoed images of the Hindu pantheon. It is hard to believe that each of these
hundreds of drily carved and vulgarly finished images was the work of a §ilpin and held
in the same regard by their makers as we consider the few surviving masterpieces of the
Gupta Period. This sculpture, important only in its iconographic aspect, is an illustration
of the stultifying effect of adherence to technical recipes and systems of canonical pro-
portion in a period of mass production.

Figure 30. Great Temple, Madura: Ground plan

Within the outer walls of the temple compound we finally come to the central shrine
through a maze of covered courts and colonnades. The whole purpose of this huge com-
plex is to stir the emotions of the devotec. It has been pointed out that the plan is not
unlike that of the temples of ancient Egypt, in that the worshipper enters by an awe-
inspiring pylon or gopuram, and through a series of immense hypostyle halls is ulti-
mately led to the innermost ghostly gloom of the holy of holies. At Madura the manda-
pas of the early Dravidian style have been expanded to vast pillared halls. Indeed, the
number of individual columns at this famous shrine is more than two thousand. A new
clement is a tank or basin for ritual ablution surrounded by a columned cloister. For all
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the novelty of its huge but unsystematic plan, the architecture of Madura represented
only an exaggeration of already established forms in every detail ofits structure, rather
than a new development.

Thus it might be appropriate to close our consideration of Dravidian architecture with
a more charming example of the style. This is the Subrahmaniya temple which was
erected in the enclosure of the Rijraje$vara temple at Tanjore as late as the eighteenth
century (Plate 1218). Its plan is very simple, consisting of a garbha griha preceded by a
completely enclosed mandapa. Its effect is considerably more ornate than that of the
Great Temple which adjoins it. In comparison with earlier works of Dravidian archi-
tecture the style can best be described as Rococo, since the architectural impressiveness
of the temple is dependent not so much on the proportions of the structure as a whole as
on the animation of the entire surface through very delicately carved sculptural and
architectural detail. A very pleasing lightness is achieved through the character of the
sculptural decoration of the tower and cornice and the attenuated engaged columns that
are affixed to the wall more as decoration than as part of an organic architectural scheme.
The immense quantity of delicate carving is part of that insatiable desire for richness of
effect which seems to have overwhelmed Indian architects of this last period, the period
that has been well described as one of brilliant decadence.

13. Mysore

What is sometimes regarded as an intermediate type of temple building related both to
the Indo-Aryan and Dravidian traditions is represented by a large group of shrines erect-
ed under the Hoys$ala Dynasty in Mysore between the years 1050 and 1300. These sanc-
tuaries, of which the Kesava temple at Somnathpur may be taken as a typical example,
have certain features that separate them from the rest of India and yet partake of the
main stylistic developments of the North and South. Among such peculiarities are a
star-shaped plan with three shrines grouped around a central pillared hall. The $ikhara
towers over each cella carry upward the indentations of the ground plan. Also char-
acteristic are the high podium, intricate grille windows, polished and apparently lathe-
turned pillars, and, above all, an almost incredible richness of sculptural decoration. The
temple at Somnathpur (Plate 124), erected in 1268, is a small but perfect illustration
of the type with the radiating stellate plan of three shrines attached to a central hall
plainly visible in the illustration. It will be noted that the $ikharas do not have the con-
tinuous parabolic silhouette of the northern type, but are constructed in well-defined
horizontal ticrs, so that even in the spires the general effect of horizontality is carried
through. These towers could be described as a compromise between the Aryan and
Dravidian types.

The most extraordinary feature of the Hoysala temples, and one that makes them so
extraordinarily photogenic, is the incrustation of sculpture that covers them literally
from top to bottom. The material of most of these shrines is chloritic schist, a very fine-
grained stone much more tractable to the chisel than sandstone or granite. It has the

183



THE HINDU RENAISSANCE

added virtue of being soft to work when first quarried and turning to adamantine hard-
ness on exposure to the air. In the hands of the Mysore craftsmen the exterior of the
temples is a Churrigueresque riot of carving that defeats description. Underlying this
plastic exuberance there is, of course, a strict iconographical framework governing the
installation of divinities and epic narratives. A detail of the Hoyfale$vara temple at Hale-
bid, built in 1141-82 and surpassing all others in the prodigality of its sculptural em-
bellishment, shows the fixed order of decoration for the base (Plate 125): in the lowest
ticr is an endless defile of elephants, symbols of stability; next, a row of lions, emblems
of valour; above, a tier of horsemen for speed, and, in still higher horizontal registers,
makaras, and hamsa, the geese, or birds of Brahma. Above this, as may be scen also at
Somnathpur, is a frieze of divinities conceived like so many separate panels or bibelots
set side by side, and cach, in the amazing virtuosity of the carving, suggesting an enor-
mous enlargement of a small sculpture in sandalwood or ivory. It is difficult not to ad-
mire the skill of these craftsmen, but at the same time we must recognize here, as in the
late architecture at Tanjore, a kind of Rococo over-ripeness and decadence, a style that,
asPercy Brown has observed, might better be described as applied art than asarchitecture.
It should be remarked, however, that, even though the architecture seems smothered in
carving, what we would call this ‘wedding-cake” embellishment actually carries out,
and does not interfere with, the main structural lines of the building it ornaments.
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CHAPTER 18
SOUTH INDIAN BRONZES

THE final, and in many ways the finest, chapter of Dravidian art is the history of metal-
work in southern India. The art of southernmost India, the home of the Tamil race, has
in historical times been dedicated entirely to the Hindu religion and, especially, to the
worship of Siva. The popularity of the great Yogin, at once creator and destroyer, began
in the cighth century, when bands of Saivite holy men, real troubadours of Hinduism,
journeyed through the country singing hymns with reference to every shrine they
visited. Their success in conversion was so great that by the year 1000 all traces of
Buddhism and Jainism had practically disappeared.!

The South Indian metal images were made of bronze with a large copper content,
and the method of casting them was essentially the cire perdue or ‘lost wax’ process.?
The South Indian icons were made according to just such canons of proportion as
determined the forms of Buddha statues of earlier days. The total height of the statuc in
proportion to the number of thalams or palms that comprised itdepended on the hieratic
status of the deity represented. Likewise, three distinct poses were employed to express
the spiritual qualities of special deities. These varied from a directly frontal, static posi-
tion reserved for gods in a state of complete spiritual equilibrium, to poses in which the
image was broken more or less violentlyat two or three points of its axis, a posc reserved
for the great gods personifying cosmic movement or function. In addition to these poses
there was also, as in Buddhist art, a great repertory of mudt3s, the ecnormously formal-
ized and cultivated language of gesture, in which the worshipper might read not only
the special powers and attributes of the god, but also the particular ecstatic mood or
fecling that the deity personified. Also rigidly prescribed were the types of head-dresses
and jewellery appropriate to the deities of the Hindu pantheon.

Typical productions of the South Indian school of the eleventh century and later are
the images of Siva saints. One of the most popular of these is Sundaramdrtiswami, whom
Siva claimed as his disciple on the youth’s wedding day. The example iilustrated (Plate
126) is typical of the personifications of this Hindu psalmist, showing him as though
arrested in sudden ecstasy at the vision of Siva and his court. It will be noted that the
figure is cast in tribhanga pose, which we have seen so many times in images from the
Sunga Period onward. It is the moving line of the silhouctte provided by this déhanche-
ment, together with the exquisite gestures of the hands, that imparts such a fecling of
tremulous movement to the form. The actual exaggerations of features and proportions,
such as the lotiform cyes and leonine torso, are the same that had been employed for
more than a millennium of Indian art. The peculiar combination of all these traditional
elements, subordinated to a kind of elegant attenuation and litheness, is a moving char-
acteristic of all the great South Indian bronze images.’

Like some of the masterpieces of the Gupta Period, the icons of this type appear as
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marvellous realizations of a moment between movement and tranquillity, together with
a suggestion of a quality of breathless rapture denoted by the gestures and the tension of
the form. These statues of Siva saints might be regarded as personifications of the quality
of devotion. They reveal the ecstatic readiness of the devotee for his divinity, the whole
figure seemingly vibrating in response to the divine communication. Although differ-
entiated as types and by attributes, they are really not so much “portraits” of individual
Hindu seers as they are concrete presentations of the idea of bhakti in plastic form, just
as a Byzantine mosaic of a saint is not a likeness but a symbol of dedication to God.

An extraordinary South Indian bronze is the image of Parvati in the Freer Gallery in
Washington (Plate 1278), where it is dated in the eleventh or twelfth century a.p. Like
many of the South Indian metal statues, this was a processional image, as may be seen
by the lugs for the insertion of poles at the base. The figure has an extreme attenuation
of nine thalams to the total height; this svelteness, together with the elongated limbs,
give the goddess an air of aristocracy and grace, suggestive of the refinement of figures
in the Mannerist style in Europe, for the reason that this quality is achieved by a similar
exaggeration of bodily proportions. As may be seen by an examination of the torso, the
body is animated by the same inner torsion that imparts such a feeling of dynamic alive-
ness to the classic figures of the Safichi trec-goddesses. The roundness of the breasts, cor-
responding to the traditional description as ‘golden urns’, is emphasized by the cord that
passes through the narrow channel between them. In spite of the hicratic proportions and
the archaic rendering of the features, this statue has the[same feeling of lightness and
animation that characterizes all the great masterpicces of South Indian metal-work.s

A quite different type of bronze is the statuette of Kali from Tanjore, in the Nelson
Gallery at Kansas City (Plate 1274). Kali the ‘Black One’ is the terrible aspect of Siva’s
spouse Parvati. She is the goddess of destruction and death, worshipped at the noisome
Kali temple at Calcutta, who claims the blood of millions in pestilence and war. She is
shown as a dreadful, emaciated hag, squatting in the burning-ground and holding the
cymbals which clash the measure of her ghoulish dance. The same suggestion of tension
and imminent movement observed in other South Indian bronzes is present in this
statue. Protruding tusks specifically proclaim her demoniacal aspect, and the modelling
of her enormous eyes, scored with lines repeating their outline under brows in the fami-
liar shape of the bow, emphasizes their strange and burning intensity. There is in this
figurine an appropriately horrid suggestion of the famine victim and, in the spider-like
limbs, a reminder of those artificially made cripples that flail their broken legs in every
Indian bazaar. The rendering of the emaciated figure has nothing to do with the realistic
definition of wasted anatomy as we know it in such Hellenistic works as the Alexandrian
statuette of a sick man:3 the very abstraction of the tubular limbs and the exaggerated
attenuation of the torso, especially in the great distance between pelvis and thorax, not
only emphasize the nature of the famine-racked body, but impart a certain grandeur to
the seated figure by thus increasing its height and bestowing a regal bearing on this most
frightful of Indian goddesses.

The most famous and dramatic of the images of the South Indian school are those
of Natarija, or Siva as Lord of the Dance (Plate 1284). To the Dravidian imagination,
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Siva’s dance, the Nadanta, is the personification of all the forces and powers of the cosmic
system in operation, the movement of energy within the universe. In him they have their
dayspring and in him their death.* *This plastic type, more than any other, expresses the
unity of the human consciousness, for it represents equally religion, science, and art.
This unity has illumined the imagination of the philosophers of many races; but the
Indian Natar3ja may well be claimed as the clearest, most logical, and impassioned state-
ment of the conception of life as an eternal Becoming .5 Siva’s dance personifies his uni-
verse in action and destruction. This is his dance in the last night of the world when the
stars fall from their courses and all is reduced to ashes, to be ever rekindled, ever renewed
by the boundless power of the Lord. Siva is personified as the universal flux of energy in
all matter and the promise of ever-rencwed creative activity.® The dionysian frenzy of
his whirling dance presents a symbolic affirmation of the eternal, unseen spectacle of the
dynamic disintegration and rencwal, birth and death, of all cosmic matter in cvery
second as in every kalpa of time — the same illusion of endlessly appearing and vanishing
forms that is implied in great monuments of Indian art from Bhdja to Mamallapuram.

One of the greatest Natardja images is prescrved in the muscum at Colombo (Plate
1288). It was found in the ruins of one of the Hindu temples at Polonnaruwa, and may
havg been imported from the workshops of Tanjore in the eleventh century. The figure,
a perfect fusion of serenity and balance, moves in slow and gracious rhythm, lacking the
usual violence of the cosmic dance; this is a cadenced movement communicated largely
by the centrifugal space-embracing position of the arms and the suggestion of the figure’s
revolving in space. The turning effect that comes from the arrangement of the multiple
arms, one behind another, and the torsion of the figure, emphasized by the directions of
the limbs, give something of the effect of the figura serpentinata in Mannerist sculpture
that scems to cocrce the beholder into a consecutive inspection of the image from every
angle.

In their canon of absolute, rather than human, beauty, and the almost mathematical
purity and clarity of form, these images are the perfect symbols of the Indian ideal. Al-
though cast in human shape, the abstraction of modelling and iconographic explicitness
give them the power of a diagram. Like all Indian images, they were emblematic evoca-
tions, not descriptions, of a deity that the worshipper had always in his heart and mind.
Indeed, the art of these South Indian icons is not the language of any one time or any
one place, but a language that can be understood everywhere and eternally in the hearts
of spiritual men.
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CHAPTER 19

PAINTING OF THE PERIOD OF THE
HINDU DYNASTIES: WALL-PAINTINGS AND
MINIATURES

ALTHOUGH probably at one time the great temples of the Hindu Renaissance were
many of them decorated with wall-paintings both on the interior and exterior of sanc-
tuaries and mandapas, the actual remains of late painting in India are fragmentary in-
deed. Among the few remnants of post-Gupta wall-painting are the decorations of a
Jain temple at Sittanavasal, near Madras. These pictures do not lend themselves to photo-
graphic reproduction, so a drawing of the main ceiling is reproduced in Figure 31. The
composition represents a celestial region in the form of a pond in which apsaras, geese,
clephants, ctc., are sporting in a thicket of enormous lotus-blossoms and fronds. The
style perpetuates the Ajantd wall-paintings of the late Gupta and early Chalukya types,
both in drawing and colouring. As even the line-drawing shows, the fanciful and intri-
cate setting is portrayed with the greatest clarity and a feeling for the decorative possi-
bilities of the multiple lotus-flowers and buds sct off against the enormous leaves. The
direction of the lines in the composition inevitably suggests a movement across the
panel, as though a wind were bending the heavenly blossoms.

Thesc Jain paintings are not far removed in date or style from the earliest paintings in
the Kailasa temple at Elliira. Two layers of painting exist on the ceiling of the western
mandapa of the Kailasa temple. The earlier paintings are almost certainly datable to the
period of the temple’s dedication. These fragments, especially the decorations in the
spandrels around the carved lotus boss in the centre of the ceiling (Plate 1294), are very
close in style to the decorative panels on the roof of Cave I at Ajanta. Both the technique
and the subject of celestial beings and elephants playing in a gigantic lotus pond are
almost a duplication of the Jain fresco at Sittanavasal. The upper layer of paintings in the
Kailasa temple (Plate 1298), datable no carlier than the late eighth or early ninth century,
contains a representation of Vishnu and Lakshmi surrounded by Garudas. Although we
may recognize some trace of the Ajanta paintings in the general composition and colour
scheme, certain changes have taken place, particularly in the figure drawing, that pro-
claim these paintings as a definitely individual style. This is to be discerned in the way
that the faces are drawn with extremely sharp features, typified by beak-like noses and
bulging eyes, mannerisms which definitely suggest the style of the later Jain miniatures
of Gujerat.!

Certain later fragments of painting at Elliir3 are, on the contrary, a direct continuation
of the Gupta tradition, as represented by the Ajanti wall-paintings. These are the ninth-
century Jain paintings in the Indra Sabhi cave.2 The figures of apsaras are reminiscent of
the earlier style, but are distinguished from it by an almost Manneristic exaggeration of
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the canon of the feminine form, as seen at Ajanta, and by an even more marked employ-
ment of entirely abstract plastic shading.

Among the few examples of ancient wall-painting in South India are the decorations
of the Bride$vara temple at Tanjore.? The figures in this cycle are devoted to the life of

Figure 31. Wall-painting, Sittanavasal

Sundaramiirtiswami in a completely Chola style, in which the poses, gestures, and facial
types are the pictorial equivalents of the great South Indian bronze images.

Although no example of wall-painting has survived from the Bengal Valley, a very
few surviving specimens of illuminated manuscripts give us some idea of the type of
painting that flourished under the Pala Dynasty.# The illustrations consist of scenes from
the life of Buddha and portrayals of Buddhist divinities. The latter, like the subject-
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matter of Pila sculpture, is completely Tantric. Although the technique and composi-
tions frequently reveal a perpetuation of classical prototypes, the difference between these
paintings and their Gupta models is the same as that between Pila sculpture and the great
masterpicces of the fourth and fifth centuries. The drawing has become more delicate
and nervous in outline. There is the same combination of elegance and sensuality, to-
gether with a loss of really plastic modelling, that distinguishes the late Buddhist statuary
of the Ganges Valley. These Pila manuscripts are perhaps chiefly important as the ulti-
mate prototypes of all later painting in Nepal and Tibet.

If the Pala paintings are the final development of what Taranatha described as the an-
cient Eastern school of painting, the final evolution of his * Western school” is to be
found in the Jain painting at Gujarat. These illuminations, which date from the thirteenth
century and later, are all of them illustrations of Jain texts, such as the life of Mahavira,
or the Kalpa siitra. Invariably, these pictures are as stercotyped as the texts they illustrate
(Plate 130). They consist of square panels set into pages of text, and the compositions are
borrowed from traditional arrangements in earlier Jain or Buddhist art. The Jain manu-
scripts generally are characterized by their brilliant, even jewel-like colour, and by the
type of accomplished linear decoration of every element in the drawing. The individual
figures invariably are drawn in three-quarters view, with long pointed noses and pro-
truding cyes. The curious mannerism whereby the cheek farther removed from the
spectator is made to project almost beyond the nosc is only an exaggeration of a formula
already seen at Ellara. Although many individual Jain manuscripts have a certain charm
in their wiry drawing and brilliant colouring, there is a monotony of exccution that is
paralleled in the elegant but entircly mechanical Jain figure sculpture of Mount Abii.

The final chapter of Indian painting is in the work of the Rajput schools. Rajput paint-
ing is the work of artists attached to the courts of the Rajput princes reigning in
Rajputana and the Himalayan foothills in the Punjab from about the sixteenth to the nine-
teenth centuries. It is a style of painting that is apart in subject-matter and conception
from the exactly contemporary work of the artists attached to the courts of the Moguls.®
Whereas Mogul painting is modern in its recording of subjects peculiar to the courts of
Akbar and Jehangir, R3jput painting always remains entirely traditional in its illustration
of the Indian epics, romantic Vaishnava literature, and musical modes. The development
of the Rajput school of painting is the pictorial counterpart of the vernacular literature of
Hindustan. The Rijput miniatures are derived from earlicr classic styles in exactly the
same way that Hindi vernacular writing stems from classical Sanskrit. In this regard
Rijput art might be presented as a merging of folk art with hieratic and classic traditions.
The Rajput paintings are in a sensc the product of the development of popular Vaishna-
vism centred particularly on the devotion to Rima and Krishna who typified the wor-
ship of Vishnu and Siva in their more accessible and loving aspects rather than in the
hieratic form in which they were venerated according to Vedic ritual. The rise of popu-
lar Vaishnavism coincides with the renaissance of Hindu litcrature and the beginnings of
Rijput painting in the late sixteenth century. Rijput paintings arc usually on a small
scale, although many of them are very obviously reductions of themes originally em-
ployed in mural compositions.
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Actually, the technique is not much different from that of classic wall-paintings, al-
though the pictures are done on paper. The elements of the composition were first out-
lined with the brush in light red, possibly over a preliminary hard pencil outline. After
the entire surface had been covered with a white priming of starch paste, the main lines
were re-drawn in black. The background was coloured and the underpaiting of the
figures then covered with appropriate local pigments and a final definition of the out-
lines. The technique, in other words, is exactly the same as that of the Ajanta frescoes.
Over and above this perpetuation of classical technique the Rijput school continues
many motifs and the rhetoric of the ancient schools. There is in no sense any
drawing from life, but rather a presentation of elements according to formulas imparted
by workshop tradition which, as in carlier Indian art, are designed in heroic idealizations
beyond the accidentals of ordinary existence. Rajput painting has probably never been
better defined than in the words of the late Dr Coomaraswamy :

Sensitive, reticent, and tender, it perfectly reflects the self-control and sweet serenity of In-
dian life, and the definitely theocratic and aristocratic organization of Indian society. It lends
itself to the utterance of serene passion and the expression of unmixed emotions.6

The history of Rijput painting may be divided into an early period (sixteenth and
early seventeenth centuries) and a late period from c. 1630 to 1825. According to a
geographical division, the miniatures may be assigned to the schools of Rajputina and
central India, generally designated as Rajasthani, and the work done in the Punjab
Himalayas and Garhwil, referred to as Pahari. The Pahari group, although comprising
the work of many local schools, may be generally subdivided between the work of
artists at Jammu and Kangra.?

All Rajput painting, both early and late, may be considered according to the themes
represented. The first of these is the illustration of Ragas and Raginis. In this category
we find the illustration of the thirty-six musical modes that arc associated with seasons,
months, days, and hours and are actually regarded as personifications of different phases
of love, or various emotional situations in human experience that find their perfect ex-
pression in one of these modes. The second category comprises the illustrations of the
Indian epics and romances, such as the Mahabharata and the Ramayana, as well as the
epics of Rajput chivalry. A third group of subject-matter is based on Puranic and Tantric
texts, and includes such subjects as the Birth of Brahma, the Churning of the Sea of Milk,
as well as pictures of $aktis of the great gods. One might include as a subdivision of this
class of illustration the innumerable paintings dedicated to the legend of Krishna. A final
class of Rajput paintings is concerned with the theme of Srifgara, * the flavour of love’,
with pictures representing in rhetorical fashion the various phases of love and types of
heroines and lovers.

In our consideration of Rajput painting it will be possible to discuss only a few notable
examples to illustrate the main historical and stylistic development of the whole school.
One of the very carliest miniatures is the Asavari Ragini illustrated in Plate 1314, Prob-
ably it is to be dated in the early sixteenth century and assigned to southern Rajasthan.
It represents the Ragini asa kind of Indian Orpheus charming the cobras and beasts of the
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wild with music. The picture is characterized by its patternized flatness, in which figures
and setting are treated with conceptual directness, a quality that inevitably suggests a
relation to folk art. The colours have the opacity of gouache, a factor which, together
with such details as the drawing of the eyes en face and the attention paid to minute
patterns of textiles and foliage, suggest the derivation from Jain miniatures of Gujerat.

From a somewhat later period, ¢. 1600, is the illustration of the Vibhisa Ragini, in which
we scc Kima Deva loosing an arrow at the cock whose crowing announces the end of
love’s dalliance (Plate 1318). This represents the purest style of Rajput painting. The
aim of the illustrator is the most direct and legible presentation of the theme, with little
thought for any graces of draughtsmanship or composition. The treatment, again, could
be described as conceptual or popular. The figures and the architecture of the bower
are presented as completely flat silhouettes. The cock in the plantain tree is enormously
cnlarged, so that he may be easily recognized. The background is a dark bluish-black,
except for a wavering band of white that symbolizes the coming of the dawn. The draw-
ing, again, is entirely frechand and even crude in the abbreviated definition of forms.
The lyricism of pages like this derives from the moving directness of presentation and
the abstract pattern of the enamel-like colours.

As an example of the northern style of early Rajput painting we may select one of
many miniatures painted at Jammu, in illustration of the Ramayana, such as a page from
the Siege of Lanka (Plate 132). This large page, like so many Rijput paintings, gives the
impression of a reduced mural composition. The style, from the point of view of figure-
drawing and compositional arrangement, is enormously more complicated than that of
Rajasthani painting. There is an almost Persian quality in the delicacy of drawing and
freshness of colouring which may be a reflexion of contemporary Mogul styles. Al-
though still essentially conceptual in their presentation, the seventeenth-century artists
of Jammu reveal a remarkable facility for animating single figures of men, monkeys, and
bears, and in integrating whole armies of these creatures with the entirely decorative
conception of the landscape they inhabit.

No consideration of Rijput painting could omit the cartoons for mural paintings made
at Jaipur in the eighteenth century. A typical example is the Krishna Dancing, a large
coloured drawing in the Metropolitan Museum at New York (Plate 1344). This is a per-
fect illustration of the timeless quality of Hindu art. In its traditional aspect it might have
been made for one of the Ajanta wall-paintings. The metaphorical treatment of such
details as the fish-shaped eye and the bow of the eyebrows belong to all periods of Indian
art. Itis in the peculiar refinement of linear definition and in the simple and yet strangely
transfigured face of the hero that this picture is especially expressive of Rajput civiliza-
tion. The faint blue-grey shading in the face, which serves to give a suggestion of relief
as well as to impart a kind of translucency to the complexion, is only the last refinement
of the entirely abstract chiaroscuro employed in the ancient classic schools of Indian
painting.

The final florescence of Rajput art is to be seen in the paintings done in the Pahari
capital of Kangra. This magnificent development took place largely under the patronage
of Rdjah Samsar Cand, who ruled in Kangra from 1774 to 1823. Frequently, the setting
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of events from the Krishna legend and the epics is in the fantastic palaces and gardens at
Nadaun. We may take as a typical example the beautiful page of the Hour of Cowdust,
representing Krishna returning with the cows to Brindaban, welcomed by the adoring
gopis (Plate 1348). We notice in the first place that in this school of Rajput painting the
intention of the artist is realistic. The entirely intuitive attempts at rendering compli-
cated effects of perspective and foreshortening are based on observation. This point of
view, together with a suggestion of a kind of atmospheric perspective in the hazy out-
lines of trecs in the background, may very possibly reflect the influence of Mogul, or
even European, painting on the Kangra style. The question of possible foreign influences,
beyond making for a more effective expression, is unimportant beside the real, and in
many ways new, beauty of the Kangra style. The Kangra miniatures can best be defined
as coloured drawings, since their peculiarly lyric quality depends almost entirely on the
exquisite, meaningful definition of forms in lincal terms. The femalc figures are imbued
with an attenuated, moving grace. Although conccived as types, they have an entirely
individual quality of voluptuousness and attraction, imparted perhaps most of all by the
rhythmic elegance of their pose and gestures. The drawing of the herd of cows is master-
ful in its suggestion of the animals pressing towards the village gate and in the artist’s
realization of the essential articulation and movement of individual beasts. The colours
are only incidental to the perfection of the brittle, linear skeleton. There is a soft, pow-
dery harmony in the pattern of the chrome-yellow and vermilion notes of the women’s
garments, set off by the chalky whiteness of the architecture which is peculiar to the
Kangri school. So animated and natural in terms of everyday life is this presentation of
an event from the legend of Krishna that it may be described as a kind of loving idealiza-
tion of the village life of Hindustan, a transfiguration of day-to-day experience in much
the same way that Duccio’s  Entry into Jerusalem’ commemorated a sacred event in
terms of the life of fourteenth-century Siena. This illustration is completely typical of
Indian art in the way in which the realm of sacred legendis, as in the Ajantd frescoes, pre-
sented as contemporary experience. It is but one more example of the endless variety
which could be achieved within the set themes of Hindu art, themes within which the
artist was expected to express his originality. Hindu art, both hieratic and vernacular, has
always been more or less a national art, determined by the wish to have certain groups of
idcas constantly represented.

That Kangra painters were no less successful in the presentation of epic themes of a
more dynamic nature may be illustrated by the magnificent page representing Krishna
overcoming the Naga Kaliya in the whirlpool of the Jumna River (Plate 13 3). The cen-
tral group, with the Herculean Krishna standing on the hoods of the naga, surrounded by
the supplicating forms of the naga-maidens, is like a magnificent tableau from the Indian
ballet. No less expressive in the variety of their postures and gestures, indicative of their
concern for Krishna’s fate, are the figures of cowherds and gopis on the banks of the
stream. The whole composition is arranged as a harmony in moving, curvilinear
rhythms. The curve of the prostrate naginis is echoed in the bending of the flowering
bushes on the banks, and taken up again as a melody in the endlessly moving volutes
that connote the disturbance of the whirlpool.
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Many of the Kangri paintings have come down to us partly, or entirely, devoid of
colour, so that they can more properly be described as drawings. Many examples of this
type, such as the beautiful detail of a Ras Lili (Plate 1354), reveal the extremely simple,
and yet intensely lyrical, character of the draughtsmanship, The painter is fond of long,
sweeping lines that not only impart a feeling of gentle movement and grace to the
figures, but have an entircly abstract aesthetic appeal in the beauty of their rhythmic
organization. The draughtsman is always entirely sure of his capacity, and employs lines
of varying thickness to emphasize or suppress the position of forms or objects in space.
As in all masterpicces of Rajput painting, this is a completely sophisticated mcthod of
linear definition of form, without the least necessity for any indication of plasticity
through chiaroscuro.

It is difficult to think of portraits as entirely typical of Rajput art, concerned as it is so
largely with variations on themes of epic and romantic character. A large number of
Rijput portraits do exist, however, and do not, to any marked extent, reveal the
influence of this type of painting in Mogul art. Early examples, like the ‘Rijah of
Jodhpur’8 have a certain monumentality and hieratic quality that strongly suggest the
derivation from some earlier, and now lost, tradition of portraiture. Although, as in all
Rajput painting, the profile rendering is retained, the treatment cannot be described as
conceptual, and there is every indication that actual likencsses are presented within the
limits of lincar definition. One of the most exquisite drawings of this type is the Kangra
portrait of a young warrior kneeling with his shoulder resting on a shield. It has all the
purity of execution of a Greek vase-painting (Plate 1358). The definition of the form is
restricted entirely to line. Cross-hatchings of various types are cmployed only to indi-
cate the textures of the garments, and no more than a faint reinforeement of the contour
is employed to give an added sense of rclief to the face.

We have followed the course of Indian art for a period of more than three thousand
years. In that span of centuries we have seen hardly any deviation from a way of pre-
senting the divine in artistic terms which was already fixed in that immemorial time of
the Indus civilization. If there has been deviation from the tradition, it has been not so
much change as variety, imposed by new iconographical demands and the gradual
acquisition of a greater and greater technical skill in all the crafts serving the Indian reli-
gions. Just as the essentials of the Indian temples of the Gupta Period and the Hindu Re-
naissance are iconographically and technically present in the ashlar dolmens of prehistoric
times and the Vedic altars of brick, so that final triumph of the Dravidian genius, the
Nataraja, is only slightly removed from the mysteriousdancingfigure from Mohenjo-daro.
In architecture either the simplest or the most baroque fabric can symbolize the world
and the body of God, just as the elementary ideograph of a dancer in sandstone and the
dynamic image of the Chola metal-worker’s art can symbolize the endless change within
the cosmic scheme. These similarities, this continuity in a tradition spanning more than
thirty centuries, do not constitute monotony or repetition. Indian art in the great variety
of its expression has only the limitations of what was to be expressed, and, as an art
both hiceratic and popular, has perforce repeated themes from the epics, the romances, as
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well as the incarnations of the great gods that are a part of the race, its heritage and its
desire.

We are apt to forget that anything like art can be a necessary part of a racial or national
heritage. It is this, together with the gradual growth of methods of making icons and
temples appropriate to Indian needs, that makes for a sense of unity and continuity in
the art of India unmatched in any other racial tradition. Many instances could be cited
of the survival of the tradition of technical skill and iconographic observance in building
and image-making cven in modern times. Something of this continuity may be seen in
the constitution of the Indian flag, dominated by the dharmacakra and composed of three
bands of colour typifying the various mystic meanings of the number three in Indian
metaphysics. Similar, but less happy, is India’s adoption of a ‘restored version” of the
Afoka lion capital at Sarnith as a national emblem.

The concern of Hindu, Buddhist, and Jain art has always been the directing of men
to union with the Great Beings that it reveals in tangible form. To that end no skill, nor
time, nor patience could ever be too much. The works of art were guide posts to lead
men by slow apprehension or sudden intuition to find the treasure hid in the shrine of
their own hearts, the scat of the Buddha, of Vishnu, of Siva. In our own quest, religious
or acsthetic, they may discover for us a similar treasure.
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PART SIX

INDIAN ART IN CEYLON AND
SOUTH-EAST ASIA

CHAPTER 20
CEYLON

THE beginnings of civilization in the island of Ceylon are known only by the legend
that in the fifth century B.c. a Prince Vijaya from the Ganges country espoused a native
princess and established a Singhalese dynasty. It is only with the accession of Devanam-
Piyatissa (247-207 B.c.) that we may speak with any certainty of the history of the island
and its art. The reign of this king witnessed what was perhaps the single most important
event in Singhalese culture: the visit of the son of the Emperor Asoka, Mahinda, and the
introduction of Buddhism by this missionary prince. Anuradhapura was then made the
capital of the island, and there a slip of the original bodhi tree at Gayi and the religion
it typified, introduced by Mahinda, took root. One other early Singhalese king is
worthy of mention, Duttha Gamani (101-77 B.C.), who is known as the Ajoka of Cey-
lon for his zeal in the propagation of Buddhism.

In the period of more than twelve hundred years, from the times of Duttha Gamani
until the final renaissance of the thirteenth century, the inspiration for both sculpture and
architecture came from India; especially, as we shall see, from the Later Andhra civil-
ization of the eastern coast. In the second century Singhalese monks were in residence at
Nigarjunakonda.! Also throughout this period the Singhalese were almost continuously
engaged in repelling the incursions of the Tamils of South Indiaj; as carly as the eighth
century Anuradhapura had finally to be abandoned to these invaders from the mainland;
Polonnaruwa, which succeeded as the centre of government and religion, was taken by
the Tamils in the fifteenth century. There ensued a melancholy period, in which the
older capitals and, indced, the whole fertile portion of the North gradually reverted to
jungle. There, the ancient temples and palaces have slept amid the forest greenness until
their ruins were gradually recovered in the course of excavations in the last hundred
years.

Ceylon provides a setting particularly congenial to the study of Buddhist art, not only
because of its great beauty and the amiability of its people, but also because there, in the
great veneration accorded the ancient monuments by the people - sometimes carried to
unfortunate extremes of renovation — the student feels that the subject is much more part
of a living tradition than in the deserted Buddhist foundations of India, only a very few
of which, such as the fimous temple at Bodh Gaya, are maintained in worship to-day.
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We arc in a remarkably fortunate position in the study of art in Ceylon in having for
our reference the Mahavamsa, the Great Chronicle of Ceylon, which, based on earlier
recensions, gives a precise account of the reigns and building activities of the Buddhist
kings through the fourth century. A later chronicle, the Culavasiisa, carries the history
into the eighteenth century. Often these descriptions are invaluable in enabling us to re-
construct the original appearance of temples almost totally destroyed or remodelled;
no less important are the accounts of the methods of building and the ceremonies attend-
ing the dedication of the shrines.

In the green darkness of the forest at Anuradhapura there rise the ruins of nearly a
thousand years of Singhalese history. Palaces, monasterics, and stupas, once completely
engulfed by the jungle waves, have been reclaimed in halfa century of conservation, so
that some idea of the extent and grandeur of this Buddhist capital is afforded the visitor.
If he finds these ruins rather austere - in some cascs little more than stone skeletons - he
has only to remember that at one time, like the ancient monuments of Taxila and
Nilanda in India as described by Hsiian-tsang, they shone with a splendour only faintly
echoed in the tawdry décor of the modern temples of Colombo and Kandy. Dominat-
ing the landscape at Anuradhapura are the great stupas or dagobas,? some still so covered
with vegetation that they appear literally like small mountains rising above the forest.
In Ceylon the dagobas are classified by the shape of the dome, designated by such poetic
terms as ‘bell-shaped’, ‘bubble-shaped’, ‘lotus-shaped’, etc.

The typical Singhalese digoba is divided into the threefold base (trimala), the dome
(anda), and the superstructure comprising the harmika and yasti or mast. As in Indian
religious architecture, the strictest ritual governed the laying of the magical foundation
stones, and no less rigid proportions fixed the dimensions of these monuments. As far as
we can rely on a rather corrupt text dealing with such instructions to the builders, the
height of the cupola, which is three-fifths of the diameter of the ground plan, represents
one-third of the total height of the digoba, and is equal to the height of the spire (includ-
ing its base) and to the height of the threefold base.> The essential division into three
parts is probably no accident, but a purposeful incorporation of the number three, with
its symbolical allusion to the Buddhist Trinity and concepts such as the three planes of
existence and other similar magical properties of this number in Buddhist philosophy.*

According to the Mahavarisa, some of the ruined tumuli were founded in the reign
of Devanam-Piyitissa in the third century B.c., although probably all were enlarged or
remodelled at later periods. An example is the Thiiparama, said to have been dedicated
in 244 B.C. (Plate 1364). In its present form it is a characteristic Singhalese dagoba: the
monument is dominated by a ‘bubble’ dome of brick, which rests on three circular bases
or ‘bracelets’ set upon a round paved foundation (Figure 32); the cupola is surmounted
by a balcony-like member corresponding to the harmika of the Indian stupa, and, over
all, is the traditional ringed spire with a series of seven umbrellas telescoped together,
so that in profile this member resembles an inverted child’s top. Leading to the round
platform supporting the dome were staircases, and the monument was surrounded by
three concentric rings of stone pillars which were probably intended as supports for a
wood-and-metal domical roof] sustained by wooden rafters and entirely enclosing the
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whole stupa.® Structures of this type, known as thiipa gharas, are referred to in Singhalese
texts, and presumably have a relationship to ancient circular shrines in India proper, the
appearance of which may be divined from occasional rock-cut replicas.® Here, as in all
Singhalese stupas, the main approach was from the south, the direction associated with
the sun at its highest point in the heavens and with the supreme moment of the Buddha’s
career, his Enlightenment. Although, obviously, no trace of them has been found, it has
been assumed that the dagobas were originally surrounded by wooden railings and
toranas patterned after Indian originals in stone.

One of the largest of all the stupas in Ceylon is the Ruwanweli digoba at Anuridha-
pura, which, in origin at least, goes back to the time of Duttha Gamani. This monument
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Figure 32. Thipirama, Anuridhapura: Ground plan and Elevation

has undergone such a complete renovation in the course of the last seventy-five years
that a better idea of its original elevation may be had from a miniature stupa found on
the platform of the great digoba (Plate 1368).

The monument is roughly one and a half times the size of the Great Stupa at Amari-
vati: the diameter of the dome is two hundred and fifty-four feet, and the height of the
finial more than a hundred and eighty feet above the ground. The dimensions of this
and other dagobas at Anuradhapura are as great as all but the largest of the Egyptian
pyramids.” As in many of the Singhalese dagobas, the relics in the Ruwanweli were con-
tained in a chamber built in the interior of the solid brick dome. This chamber, according
to the Mahavashsa, contained a jewelled bodhi tree of precious metals and was origin-
ally painted with ‘rows of fourfooted beasts and geese’,® probably the same directional
beasts as we shall encounter in Singhalese sculpture. This stupa is built on two square
terraced basement platforms. A typical clement of Singhalese dagoba architecture is pre-
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sent in the four altar-frontispieces or wahalkadas situated at the cardinal points of the
monument. These sculptured platforms bear the strongest resemblance to the similar
offsets on the Later Andhra stupas of Amarivati and Nagarjunakonda,® although the
five ayaka pillars of the Indian stupas are never found in Ceylon.! It is likely that these
altars, together with most of the sculpture found at Anuradhapura, date from the second
or third centuries A.p. All the ancient dagobas were originally covered with chunam
plaster painted white, and this technique has been recreated in the restoration of many
of them, such as the Thaparama.
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Figure 33. Vihira near Thiparima, Anuridhapura: Ground plan

Singhalese Buddhist temples, known as vihdres,!! such as those attached to all the great
digobas at Anuridhapura, have a characteristic rectangular plan, generally with a single
entrance on the long side of the building (Figure 33). The walls were originally of brick,
and, together with the rows of pillars inside, supported a roof of wood and metal. The
pillars, seen on the platform of the Thiiparima and the ‘vihires” of Anuridhapura, belong
to an order that is peculiar to Ceylon. The columns have square or octagonal shafts; at
the top, below a constricted neck, isa carving of garlands held by lion heads, and, above, a
lotus capital, squarc or cight-sided, crowned by a band of beast-forms or yaksha caryatids.

Among the most ancient and famous monuments at Anuradhapura is the Lohapasida
or ‘Brazen Palace’, built by King Duttha Gamani. Unfortunately all that survives is the
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foundation, consisting of a forest of some sixteen hundred granite pillars standing in an
area two hundred and fifty feet square. The account of this building in the Mahavariisa??
enables us to reconstruct this royal monastery as a nine-storeyed structure in which the
monks were accommodated hieratically on the different floors according to their level
of enlightenment. The entire superstructure was built of wood and precious fittings of
jewels and ivory and roofed with sheets of copper. Destroyed by fire in the fourth cen-
tury, the building was reconstructed in five storeys. As has been suggested above (p.
180), it seems possible to sce a reflexion of this type of terraced building or prasida in the
Dharmaraja rath at Mamallapuram.

Although the Buddhism of Ceylon can in general be designated as Hinayana in char-
acter, there were certain periods of Mahayana penetration. The buildings erected during
these times differ from the usual types of Hinayana structures. A monument that can
positively be identified as Mahayanist is the Indikatusaya dagoba in the jungle-clad hills
at Mihintale above Anuradhapura. Excavated copper plates, inscribed with invocations
of Prajfidparamita, the Supreme Wisdom, by the nature of the epigraphy confirm this
affiliation and the date in the eighth century.!® The stupa proper at Mihintale rests on a
raised quadrangular basement faced with stone. During the course of excavations it be-
came apparent that the brick dome of the monument was originally of the elongated
type, possibly with a high drum, found, for example, in the Dhamekh stupa at Sarnath.

Something has already been said of the connexions between the earliest Singhalese
architecture and the Later Andhra foundations at Amaravati. This relationship is even
more apparent in the fragments of sculpture dating from the second and third centuries
A.D. Chief among these examples of Singhalese carving are a number of Buddha statues
originally arranged around the base of the Ruwanweli dagoba.!* Two of these dolomite
images are standing Buddhas, and a third, traditionally identified as a likeness of Duttha
Gamani, is perhaps more likely the Bodhisattva Siddhartha. The Buddha figures have
an awe-inspiring hieratic quality induced by their massive scale of proportions and the
rather archaic rigidity of pose (Plate 1374). It needs but a glance to sce in them a Sing-
halese adaptation of the type of Buddha image fashioned at Amaravati under the Later
Andhra Dynasty. To an even greater degree than the Andhra prototypes these statues
have a heaviness and grandeur immediately suggestive of the very earliest Indian Buddha
effigies made under the Kushans at Mathura. The treatment of the drapery of the san-
ghati, with the folds represented in a combination of incised lines and raised ridges, fol-
lows the style of the Amarivati workshops, and another characteristic trade mark of this
south-castern Indian style is the voluminous billowing fold at the bottom of the robe.

‘We may further mention a bronze Buddha, probably made at Anuradhapura, which
was found in the ruins of Dong Duong in Champa. This is by far the most perfect ex-
ample of the style known (Plate 1378).15 A certain attenuation and a nervous elegance in
the hands differentiate the image from the true Amaravati type and anticipate later
Hindu metal images in Ceylon.

In connexion with these earliest Singhalese Buddha images it is well to mention the
relations between Ceylon and China in the first centuries of the Christian cra: an em-
bassy bearing a jade image arrived in China between 405 and 418; later, in 428, the king
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of Ceylon dispatched a Buddha statue from the temple of the Tooth Relic.16 Presumably
these statues were of the Anuradhapura type, and it is possible that they may have exert-
ed some influence on southern Chinese sculpture during the Six Dynasties Period.1?

Although no exact precedents exist for it at Amaravati, the so-called Duttha Gimani
statue (Plate 1384) is a combination of the fullness of Mathuri sculpture with a certain
stiffness that may be the result of inexperience in the carving of portrait-statues in
Ceylon.18

The seated Buddha images from this early period of Singhalese sculpture are, if any-
thing, more interesting and aesthetically moving than the examples of the standing type.
As in the statues at the Ruwanweli dagoba already discussed, the style of the figures of
the Buddha in yoga pose has been to a large extent conditioned by the nature of the
granulitic stone, which does not permit any special refinements of carving. The resultant
abstraction of form and surface and the largeness of conception bestows upon these
figures a particularly moving dignity and serenity.

The massive statuc of a Buddha in dhyani mudra in the Colombo Museum ~ formerly,
as our illustration shows, more picturesquely and appropriately located in a grove at
Anuradhapura - is a perfect example of the type (Plate 1394). Although some seated
Buddhas from Anuradhapura are related to Later Andhra models, the Indian prototype
for this statue is to be sought in such Kushan images as the Buddha from Katra (Plate
46). We note the same herculean physical proportions and the complete revelation of
the form by the sheath-like mantle. In this later aspect and the employment of the snail-
shell curls the Anuridhapura image approaches some of the masterpieces of the Gupta
Period at Sarnith, although, probably, it is to be dated no later than the third century
A.D. In few other representations of the Buddha in yoga trance do we get such a sense of
the complete self-absorption and serenity of the Enlightened One. This impression of
the perfect embodiment of the idea of samadhi is conveyed through the very simplicity
of the conception; the perfect material equilibrium of the figure connotes the perfect
mental state of Sakyamuni through the massive stability of the triangular base formed
by the locked legs, surmounted by the erect columnar body which supports the perfectly
impassive mask-like face.

It is important for us to examine in connexion with these Buddha images the method
of manufacturing statues in modern Ceylon, a technique which is very probably of great
antiquity. According to Coomaraswamy,!® the icon is made as one would expect, accord-
ing to the traditional proportions of five thalams to the total height of the seated figure.
For the actual carving of the image from the block of stone, the sculptor employs a kind
of pointing machine or lamba tatuwa, a wooden frame from which plumb lines are sus-
pended to indicate the exact amount of cutting necessary at various points to disengage
such features as the tip of the nose, the ears, shoulders, etc. The diagrams of the frame
itsclf and the suspension of the cords in front of an actual image are self-explanatory
(Figure 34). Although the use of such a mechanical device might appear to result in
complete deadness, it must be remembered that machines like this and the system of
proportions were merely aids which the artist’s particular inspiration and skill was
expected to utilize to the full measure of his technical and aesthetic capacity.
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Level of frame (lamba tatuwa) from
which plumb lines arc suspended
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Figure 34. Diagram of Buddha Image and ‘Pointing Frame’
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Common subjects in the early sculpture at Anuradhapura are the reliefs of gate guard-
ians or dvarapalas, usually in the shape of nagas with nine-headed cobra hoods; their
svelte and clegant proportions again recall the work at Amaravati (Plate 1388). The
claborate jewelled accessories and conical head-dresses are close to Gupta representations
of Bodhisattvas.

The visitor to this ancient capital will find a characteristic type of threshold-stone
placed at the entrances to many of the shrines (Plate 1404). Usually called moon stones
from their semi-circular form, these reliefs are extremely interesting from both the
stylistic and iconographic points of view. The decoration consists of concentric zones
of ornament, comprising the four beasts of the cardinal points — horse, lion, ox, and
clephant - exactly as figured on the Afokan column at Sarnith, together with a row of
hamsa enclosing a central lotus boss. Although these carvings are presumably no earlier
than the third or fourth century a.p., the style is strangely reminiscent of the Mauryan
originals. Iconographically there can be little doubt that the same cosmic symbolism im-
plicit in the pillar at Sarnath is intended here, with the beasts standing at once for the
points of the compass, the great rivers of India, and possibly the seasons as well; the
haihsa, represented on the Maurya pillar at Safichi, were the symbols of the fifth direc-
tion or zenith, so that the whole forms a complete cosmic diagram.20

The unbroken cultural relationship between Ceylon and south-eastern India is re-
vealed by a number of sculptures at the Isurumuniya Vihira, near Anuridhapura. There,
carved on the face of a low cliff of granulitic boulders overhanging a partly artificial
tank, we may see carvings in a pure Pallava style. Isolated in a kind of niche is a relief
of the sage Kapila, seated on the plains of hell watching the horse destined for the asva-
medha sacrifice (Plate 1398). Not only are the proportions of the figure of the holy man
remarkably close to the work at Mamallapuram, but the suggestion of the form’s emer-
gence from the matrix of the rock is in the same technique that we have analysed in the
account of the styles of the Hindu Renaissance. Presumably these works date from the
period immediately before the final retreat from Anuradhapura in the eighth century.

Although no actual examples earlier than the sixth century survive, it may be assumed
that the tradition of painting in Ceylon is just as ancient as that of sculpture and
architecture; fragments of decorative painting were discovered on some of the early
structures at Anuradhapura, and the Mahavariisa describes lost cycles of wall-painting
ornamenting the stupas and viharas.

The only considerable cycle of early painting in Ceylon is the decoration in the hill
of Sigiriya. These paintings are located in a pocket of the great rock at Sigiriya (' Lion
Rock’) that was the fortress of the parricide, King Kassapa, from $11 to $529; at that
time this now isolated cave must have formed part of a system of apartments and gal-
leries which completely clothed the face of the cliff. The subject of the fricze of wall-
painting is a parade of opulent celestial females, apsaras or devatas, advancing singly
and in pairs (Plate 1408). The divinity of these almost oppressively sensuous queens is
indicated only by the clouds that veil them below the waist and by a sort of Grna on the
forchead, a device regularly used to designate divine beings in India.

In studying these works we are struck at once by the robust strength of both the
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drawing and colouring. That the draughtsmanship was entircly frechand becomes
apparent when we note the many corrections, changes not only in the contours but com-
plete alterations of the positions of the hands of certain figures. The swelling, nubile
breasts, the tiny waist — hardly greater than the girth of the neck - the shapely tapered
arms and exquisitely poised flower-like hands — these are all elements of the same canon
that determined the types of physical beauty in the wall-paintings of India proper. Here
these charms are rendered even more provocative through their exaggeration. The re-
semblance of these figures to the maidens of the Amarivati reliefs suggests their derivation
from a lost school of Andhra painting. If the boldness of the drawing and the brilliance
of the colours are recognizable as typically Singhalese, the actual physical types repre-
sented, with heavy-lidded eyes, sharp aquiline noses, and full lips, may be taken as direct
reflexions of actual Singhalese types.

A rather distinctive technical feature of the Sigiriya paintings is the method of draw-
ing the noses. Of these there are two distinct types: in one of these conceptual presenta-
tions the nose is represented in profile, although the face may be in three-quarters view;
the second method shows the nose in three-quarters view, with the farther nostril clearly
defined.2t Another interesting technical aspect is the manner in which the individual
brush-strokes, as in the painting of the breasts, make a surface pattern and at the same
time reinforce the form.

As has already been noted, the continued raids by the Tamils of South India finally
forced the abandonment of Anuridhapura in the eighth century. From 781 to 1290 the
capital was located at Polonnaruwa. The ruins are situated on the beautiful Lake Topa-
wewa in the deep jungles of north-eastern Ceylon; there, at certain seasons, one can still
sce growing at the water’s edge the enormous red lotuses, originally planted a millen-
nium ago. The great period of artistic activity at this site coincides with the reign of
Parakrama Bahu I (1164-97), the last notable monarch of the Singhalese dynasty.

One of the principal sculptural dedications of this period is the group of images at the
Gal Vihira (Plate 1414). The most impressive is a colossal rock-cut Parinirvana image
nearly fifty feet in length; the style, as seen particularly in the rendering of drapery folds
in a series of parallel ridges with the characteristic billow at the lower hem, is simply an
enormous enlargement of the standing Buddha images of Anuradhapura, here, for the
purposes of a Nirvana image, placed in a recumbent position. More unusnal and of great
impressiveness is the standing figure of Ananda, nearly twenty-five feet high, which is
carved from the rock next to the head of the Nirvana Buddha. The figure has very much
the same feeling of grandeur, through the massive plastic realization of the form that
characterizes the Buddha statues of the earlier period; the representation of the disciple,
his arms folded, one leg slightly bent at the knee, has an extraordinary feeling of serenity
and strength, qualities which, as we have already seen, are always notably present in the
Singhalese sculptor’s realization of the peace of Enlightenment. There is a certain archa-
istic quality in all the later work at Polonniruwa, probably the result of a conscious
cffort to revive what was then considered the great period of Buddhism and its art.

Of similar nobility and magnitude is the colossal figure of a Buddhist sage, sometimes
identified as a portrait of Pardkrama Bahu himself, that is carved from a large boulder
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overlooking the waters of Lake Topawewa (Plate 1424). This representation of a beard-
ed holy man looking up from the reading of his palm-leaf book is one of the finest pieces
of sculpture in Ceylon. It combines a feeling for volume and weightiness comparable to
the great yakshas of the Maurya Period; and with them it shares a fecling for pent-up
inner energy realized in the swelling convex planes of the construction of the body. At
the same time the image is animated by the seemingly momentary lifting of the head
and by the slight contrapposto; in this respect, and in spite of its great scale and weight, it
has something of the feeling of the bronzes of the Chola Period — the suggestion of a
moment of suspended animation, and the communication of the idea that the figure
may at any monient stir into action.

Perhaps the most notable group of later architectural monuments is associated with
the reign of Nissanka Malla (r198-1207); this is the collection of temples and vihiras
located in the so-called Great Quadrangle, in what at one time must have been the centre
of the capital (Figure 35). Only a few can be sclected for analysis, but they are among
the most beautiful and satisfyingly proportioned buildings in the entire Indian world. In
the extreme north-cast corner of this precinct is the pyramidal shrine, perhaps originally
a stupa, known as the Sat Mahal Pasada (Plate 1428). Its shape conforms to what in the
§astras would be designated as a Meru temple, with the seven successive storeys of the
terraced structure representing the imagined hieratic configuration of the world moun-
tain, Actually, the building is much closer in style to many of the pre-Angkorean shrines
of Cambodia and the San Mahapon at Lamphun in Siam?? than any structure known in
India proper. It may well be that this temple was put up expressly for the benefit of the
Cambodian mercenaries of the Singhalese kings, so that its unique elevation could be
explained as an intentional imitation of one of the more familiar Khmer types.

Nearby is the Hita-da-ge, or ‘House of the Eight Relics” (Plate 1418). This structure
is built entirely of finely cut and fitted blocks of ashlar masonry. It rests on an encircling
podium ornamented with panels of scated lions. The walls proper are left bare, except
for two rectangular areas on the fagade enclosed in a sunken relief pattern of hamsa and
containing inscriptions incised into the face of the wall.23 The effect produced by these
large areas of wall surface, relicved only by the most delicate surface ornament, is not
unlike that produced by the similar contrast of plain ashlar surface and sharply shadowed
frieze in the lonic Treasury of the Syphnians. The doorway is unornamented, save by
the mouldings of almost Attic simplicity. At the top of the wall is a continuous entabla-
ture with a delicately carved band of harnsa, which provides another accent for the un-
decorated wall surfaces.2# The entrance is flanked by two makara balustrades which are
preceded by reliefs of niga guardians. These can hardly be distinguished from the
dvarapilas of Anuradhapura.

Immediately adjoining this sanctuary is one of the loveliest examples of Singhalese
architecture, which may perhaps be identified as the Wata-da-ge - ‘round temple of
the tooth relic’ - built by Parakrama Bihu I, mentioned in the Culavarsa (Plate 1434).25
The entire structure was at one time covered by a roof of wood and tiles, supported in
part by the row of pillars. The resemblance of the plan (Figure 36) is so close to that of
the Thiiparima at Anuradhapura that the connexion between these two thiipa-gharas is
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probably more than coincidence. Indeed, in thirteenth-century texts, the Thaparima is
also referred to asa ‘ Wata-da-ge’.

The circular sanctuary rests on an undecorated base; on the inner circumference of
the wide platform rises the wall of a second terrace, its podium carved with superimposed
friezes of lions and dwarfs scparated by short pilasters. Above this rises the railing of the
upper processional path, divided into panels with a delicate lotiform ornament; this

150 FEET

45 METRES

Figure 35. Great Quadrangle, Polonnaruwa: Plan
1. Hita-da-ge 2. Wata-da-ge 3. Thipirima 4. Nissanka Malla Mandapa 5. Sat Mahal Pasada

wall originally supported a succession of stone pillars, intended, like the columns sur-
rounding the carly stupas at Anuradhapura, for the support of the domical roof. This
level of the shrine is reached by stairways at the four cardinal points; girdled by the
pradaksina is the inner round brick shrine enclosing a low stupa with images of Buddhas
facing the four directions.? As in the adjoining Shrine of the Eight Relics, the beauty of
the Wata-da-ge depends on the subtlety of its proportions and delicate contrasts of plain
and ornamented surfaces. Special attention must be called to the loveliness of the
rhythmically repeated curvature of the mouldings and railings and central shrine, as seen
particularly well in Figure 36 and Plate 1434,

P 207



CEYLON AND SOUTH-EAST ASIA

Another unique type of Singhalese architectural monument is also to be found in this
same quadrangle (Plate 1438). This is the Nissarika Latd Mandapaya; it consists of a rect-
angular stone enclosure patterned after the ancient stupa railing or vedika; within, on a
raised platform, rises a granite clump of columns in the shape of curling lotus stems with
capitals in the form of opening buds. The visitor has an immediate and curious impres-
sion of beholding Bernini’s baldacchino suddenly transported to the jungles of Ceylon.

15 FEET

5 METRES

Figure 36. Wata-da-ge, Polonnaruwa: Ground plan

Although these columns may have upheld a wooden superstructure, their primary func-
tion was purely and simply a figuration in stonc of the great symbolic flower of Budd-
hism, appropriate to a shrine intended for offerings to the deity of the same flowers sold
outside every temple to-day. The effect is one of extreme chastity and Baroque fancy
that has no rival in any Indian shrine.

Another contemporary structure is the so-called Northern Temple from its
location in that quarter of the city of Polonniruwa (Plate 1444). The exterior of this large
rectangular brick edifice was originally completely ornamented in stucco, with a series
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of niches housing statues of deities and separated by attenuated pilasters reminiscent of
the style of Chola architecture.2” Of even greater interest were the paintings of Jitaka
scenes, which at one time completely covered the interior walls of the sanctuary; un-
fortunately these have deteriorated to such an extent that no photograph can give any
adequate idca of their style. Like the earlier Sigiriya paintings, they have a provincial
flavour that may be the Singhalese equivalent of a South Indian style.

Examples of Singhalese metal-work arc known from the very earliest period of
Buddhist art. Somewhat later in date is a splendid female statue of pale, gold-coloured
brass in the British Museum (Plate 1454). This is one of the finest specimens of Sing-
halese Hindu metal-work. The figure is traditionally identified as Pattini Devi, and is
said to have come from the north-eastern part of the island. The great beauty of the
modelling of the nude torso and the clinging drapery of the dhoti is reminiscent of Gupta
workmanship. Coomaraswamy has noted certain parallels to the so-called Parakrama
Bihu statue at Polonnaruwa,? but actually the closest stylistic comparison for this figure
is in the apsaras of the Sigiriya frescoes: we note the same exaggerated fulluess of the
breasts and narrow waist combined with an claborate towering head-dress as in the
Sigiriya nymphs. On the basis of this comparison it seems justifiable to assign the image
to the sixth to cighth centuries.

Mention should be made of the various Hindu temples or Siva Devales, uncovered in
the jungles of Polonnaruwa. These sanctuaries were probably erected during the period
of Chola occupation in the eleventh century and were desecrated by Parakrama Bahu IT
in the thirteenth century. As might be expected, shrines like the Siva Devale No. 1 are
no more nor less than miniature constructions in the style of Chola architecture in south-
emn India (Plate 1448). The building illustrated is constructed of massive ashlar blocks
and the exterior ornamented with a series of niches and pilasters that are unmistakably
from the same workshop as the Great Temple at Tanjore.?

In the ruins of this and other Hindu shrines were recovered some of the finest bronzes
of the Hindu Renaissance, earlier than any specimens known in India proper. It is likely
that these were cast by Tamil $ilpins in accordance with the techniques and canons em-
ployed in eleventh-century Tanjore. The date of the temple’s desccration furnishes a
terminus ante quem for their manufacture. Among the finest of these statues is the beautiful
Natargja in the Colombo Museum, already discussed in our chapter on the metal images
of the Chola Period.

The statue of Sundaramiirtiswami from Polonnaruwa is a fitting object with which to
close our account of Singhalese art (Platc 1458). Probably made by artisans imported
from the Tamil country, it reveals the same wonderful ecstatic radiance and is animated
by the same suggestion of complete balance and imminent movement that characterizes
the great examples of Hindu metal images in South India.

With the final conquest of Polonnaruwa by the Tamils in the fiftcenth century Sing-
halese art fell on evil days; scarcely a monument worthy of serious consideration sur-
vives from the various later capitals, including the final stronghold at Kandy. Some of
the old architectural forms and a debased sculptural technique do survive, and so, in a
state of considerable degeneration, does the tradition of painting; but beyond a certain
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CHAPTER 21

CAMBODIA: THE ART AND ARCHITECTURE
OF THE KHMERS

I~ 1860 Henri Mouhot, a French botanist in Siam, stirred by natives’ reports of empty
cities lost in the jungle, pushed onward into the great forests of the Mckong River, until,
one burning tropic dawn, he looked upon the incredible spectacle of the towers of Ang-
kor rising like some fantastic mirage of mountain peaks above the sea of jungle. There
had, to be sure, been discredited tales of vanished cities by Spanish missionaries as early
as the seventeenth century,? but Mouhot’s discovery was the first the modern Western
world knew of one of the great civilizations of Asia.

Even until quite recently, after more than cighty years of research had largely re-
solved the problems of the history of the builders of Cambodian civilization, it used to
be fondly believed — and the legend probably survives in ‘science-fiction” — that the
colossal ruins in Indo-China were the work of a race whose origins are as mysterious as
its disappearance. In this chapter we shall be concerned with tracing the history of art in
Cambodia, culminating in the great monuments of Angkor.

1. The Pre-Khiner Period

According to Chinese legend, Funan, the most ancient kingdom in present day Indo-
China, was founded in the first century A.D., when a Brahmin adventurer, Kaundinya,
espoused a native princess; according to native variants of the story, this princess was a
nagini, one of those half-human, half-serpentine beings, who in India are the spirits of
the waters.2 This earliest kingdom comprised the territory of Cambodia, Cochin China,
and southern Siam. Presumably it marked a development from the earliest settlements
by peoples of Sino-Tibetan origin, who even carlier had occupicd the land around the
mouths of the Mekong and Menam rivers. From this carliest period of Cambodian his-
tory there is abundant evidence, both in the form of finds, and of reports of Chinese
visitors, to confirm the close relations between the kingdom of Funan, India, and China.?
There are indications, too, that during these same centurics Indian colonists established
themselves in many parts of Cambodia and the Malay Peninsula; indeed, the finds of
sculpture in the style of the Later Andhras in Java and even the Celebes indicate the ex-
tent of the spread of Indian Buddhism and its art over all south-castern Asia. The kings
of the carliest dynasty had alrcady adopted the Pallava patronymic -varman (protector),
a very surc indication of the origins of their culturc. All the monuments of this pre-
Khmer civilization of the fifth, sixth, and seventh centuries point to the Indian origin of
this carliest style. Pre-Khmer or Indo-Khmer is the name given to this period from
the first to the seventh century.
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The earliest architecture of Cambodia, like the population of the region, is a mixture
of indigenous elements and forms imported by Indian cultural invasions. The temples
consist invariably of an isolated sanctuary, a form determined by the necessity for in-
dividual shrines to house the cult images of the deified ancestors of the royal house.*

The largest centres of what is properly called Pre-Khmer civilization are located at
Sambor and Prei Kuk, the ancient capitals of Funan, in the almost impenetrable jungles
near Kompong Thom on the road from Saigon to Angkor. There one may see literally
dozens of towered shrinesin brick and stone, most of them covered with vines or crushed
in the octopus grasp of giant banyans rooted in the spires. Forecasting a technique of

Figure 37. Shrine at Sambor: Elevation

later Khmer temple planners, numbers of the individual cells set within a walled en-
closure are grouped around a more impressive central edifice. These towers, each origin-
ally containing a cult image or lingam, are either square or rectangular in plan. The
superstructure rises in gradually diminishing stages so that the buildings are conical in
profile. The only ornament is massive stone lintels with a frame of makaras and carved
brick panels set in the main wall faces. These panels generally represent a miniature
prasada, perhaps a replica of the shrine itself. The sanctuaries at Sambor, overgrown with
vegetation and scarcely visible in the green half-light of the jungle, cannot be adequately
photographed: the drawing in Figure 37 will give the reader an idea of the general
appearance of most of them.

Both the use of brick as a material and its employment for carved exterior decoration
suggest Indian precedents, such as the temples at Sirpur and Bhitirgion. A similar em-
ployment of brick ornament may be scen in the early temple at Bayang (Figure 38).
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The main temple of Siva, dramatically crowning a hilltop, was built in the first years of
the seventh century. It is a rectangular shrine - a plan occasionally found at Sambor, too
— surmounted by a keel roof of the vesara type that calls to mind the form of Bhima’s
rath at Mimallapuram (Plate 1138). The building rises in three diminishing storeys
demarcated by cornices with blind chaitya windows. These storeys, unlike the similar
terraces of Indian temples, are not functional but entirely decorative - evidently borrow-
ings from a Gupta type. The employment of the vesara roof as a finial is anticipated in
such Indian monuments as the porch of the Kailasa Temple at Kaficipuram (Plate 1178).

Figure 38. Phnom Bayang: Elevation

The ground plan of the Bayang temple is again an adaptation of an Indian model, such
as the shrine at Bhumara (Figure 21); it shows an interior cella separated from the outside
wall by a passage intended for ritual circumambulation. These earliest Khmer shrines at
Sambor and Bayang are a parallel, though not directly related, to many Javanese
temples. Both are derived from the same Indian prototypes.

Although the majority of pre-Khmer temples are of brick, a few constructed entirely
of sandstone have been found at Sambor and clsewhere.’ One of these is a small cella
at Prei Kuk (Plate 146a): rectangular in form, it has plain walls subdivided by
pilasters and a monolithic flat roof which is girdled by a roll cornice ornamented by the
device of chaitya arches. These arches enclose heads of deities, as we have already seen
them in Gupta and Pallava architecture. It is possible that this stone cell was at one time
preceded by a wooden mandapa.
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The sculpture of the pre-Khmer Period reveals an indebtedness to Indian models even
more obvious than in the buildings surviving from these centuries; indeed, many of the
Buddha images found at the centre of the earliest Indian scttlements in Siam and Cam-
bodia are so closely related to types of Gupta sculpture that one might well mistake them
for works of actual Indian origin (Plate 153). The possibility of their having been carved
by imported craftsmen can of course not be disregarded. The Buddha images that have
been found at Takeo and Prei Krabas have the same gentle déhanchement and transparent
sheath-like robes as those which characterize the Gupta Buddhas of Samith and some
of the late Gupta rock-cut images in Cave XIX at Ajanta.

One of the most beautiful examples of the type is a specimen from northern Siam,
now in the Seattle Art Musenm (Plate 154). The head alone, in the beautiful ordering of
its parts, is one of the loveliest in Buddhist art. The arching swallow-wing eyebrows are
made in conformity with the injunction of the $astras, suggesting the leaves of the
neem trec as a metaphor for the arched brows. The lotus-petal shape of the eyes is
echoed in the curve of the full lips. Body and head alike have the simplicity and plastic
solidity of Gupta Buddhas, but the whole is imbued with a new feeling of inner tension
that makes it a veritable emblem of serenity and ccstasy.

Throughout the history of Cambodia we find a continuous alternation, sometimes
from reign to reign, between Buddhism and Hinduism. This is true of the very earliest
period, and some of the most remarkable pieces of sculpture in Further Indian art date
from onc of these periods of Hindu supremacy, presumably the seventh century, when
the kingdom of Funan was divided, with one capital at Sambor.

The most often reproduced of these images is a frec-standing statue of Harihara from
Prasat Andet near Sambor (Plate 1564).6 Although certain details, notably the cylindri-
cal head-dress and piercing of the ears for earrings, are reminiscent of Indian sculpture
from the Later Andhra and Pallava Periods, the statue, perhaps more than any other
single work of Cambodian sculpture, gives the impression of an original autonomous
creation. As Coomaraswamy puts it, ‘ The Cambodian figure exhibits a miraculous con-
centration of energy combined with the subtlest and most voluptuous modelling.
Works of this kind are individual creations ~ not, that is to say, creations of personal
genius unrelated to the racial imagination, but creations of a unique moment. 7 Partly
this suggestion of ‘energy’ is imparted by the way in which the weight is distributed, so
that the god seems about to move into the steps of a dance;; it is in a sense very much the
same type of balance and alternation of thrust that characterizes the Diadoumenos of
Polyclitus. Not only the shape of the head-dress, but even more the minimal working
of the sculptural surface, the suggestion of plastic volume in alinost abstract terms, remind
us of the perfection of the carvers of ancient Egyptian art. Early Brahmanic figures, like
the Harihara and the torso of either Krishna or Loke$vara in the Stoclet Collection in
Brussels (Plate 155), have a wonderful athletic litheness about them, a feeling of resilient
inner vitality. In contrast to the general simplification of the surface is the precise de-
finition of details of drapery and textile patterns.® Characteristic of this first period of
Cambodian sculpture are the eyes, represented entirely open, and the full lips with only
a slight suggestion of the smile so typical of Khmer sculpture of later periods.
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2. The Classic Period: Early Phase (800-1000)

In so far as it is possible to conclude on the basis of contemporary Chinese accounts, the
first kingdom of Funan disintegrated in a period of warfare during the seventh and
eighth centuries. It split into two principalities designated now as Chen-la of the Land
and Chen-la of the Sea.? There are mentions for the first time now of the Khmers, who
presumably were the Cambodian people from northern Indo-China who asserted their
autonomy during this period of upheaval. Hereafter it is proper to speak of Khmer
art as something replacing the carlier styles with their heavy dependence on Indian
models.

The Khmer building tradition is composed of elements derived from an earlier in-
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