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FOREWORD

The Natlonal Councll of Educational Research and Training
(NCEKT) has conslantly been working for the past fily
years to bring in an impact on the country's school
educalional system. In the recent years. specially with the
Nattonal Curriculum Frameweork [NCF) - 2005, there has been
a significant shift in the development of textbooks, Lthelr
preseniation and inter-disciplinary approach, the (ypology
ol exercises, etc. All these efforts have made the textbooks
child frtendly. At the senlor secondary stage. which 1s also
Lhe school leaving stage. students should have more oplions
to move further in different flelds of higher education or
professional education. With this view, the NCERT lor the
first Ume took the Initiatives ol developing the curriculum
and syllabl in different art related areas for this stage.

AL this stage ol education, the emphasis has been given
Lo a professional approach lowards the subject of Fine Aris
making il a discipline rather than on crealing awareness
and knowledge, which was generic in nature tll secondary
classes. The (eaching objecltives also shift lowards
sharpening of skills in fine arls and develop a perspective
ol design and Inslead of [ree expression and doing aris
emphasis 15 on students’' expressing themselves in their
own sityle and medium. Also, there has been a need o
develop a hislorical perspeclive of art in contexl of Lhe
world as well as Indla. Art History Is a parl of studles of
arts and in itself il 1s a major area of education from which
students learn aboul their cultural heritage.

It was observed that many of the education boards offer
Fine Arls as an opllonal subject al the senlor secondary
slage which includes painting. sculpture, applled arls or
commercial arts. These were reviewed and a new syllabus
was [ormed. Since this course aparl [rom the practical
component include theory which introduces students to
the art historical heritage ol country's diverse arl and
architecture, the lextbook ‘An Infroduction Lo Indian Art
has been developed for Classes XI and XII.

The textbook for Class Xl extensively covers the (radition
of cave paintings in the pre-historic era and their
continuation in mural paintings of Buddhist era and later
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on in various paris of the country, Buddhist, Jain and
Hindu sculptural and archilectural developments. During
the Indo-Islamic perliod and belore the Mughal rule,
another era dawned upon India, which saw massive
constructions in the form of forts and palaces. Different
aspects ol all Lhese styles have been discussed Lo Introduce
students with the fabric of India’s culture.

The NCERT appreciates the hard work done by the
Textbook Development Commitiee responsible for making
this book. We wish to thank the Chiefl Advisor for this
textbook, Professor Ralan Parimoo, Relired Head.
Department of Ari Hislory and Dean, Faculty of Fine Arts,
M. 5. Universily of Baroda. for gulding the work of this
committee. It was a challenge for other art historians
involved in making of this textbook for students at the
school level and Lhelr eflorts are praiseworthy. We are
indebled lo the Instltutfons and organisalions which have
generously permitled us to draw upon their resource
materials and personnel. We are especially grateful to the
members of the National Monitoring Committitee. appointed
by the Department of Secondary and Higher Eduecalion.
Ministry of Human Resource Developmenl under the
Chalrpersonship of Professor Mrinal Mirl and Professor
G.P. Deshpande. for their valuable ime and coniribution.
As an organisation committed to the systemic reform and
continuous improvement in the guality ol Its products,
NCERT welcomes comments and suggestions which will
enable us to undertake further revision and refinement.

Director
New Delhi National Council of Educational
September 2012 Research and Training
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PREFACE

During the nineteenth century (Lthe period of BEritish rule),
a few British colonial officers Look active interesl to study
India’s pasl in collaboration with some Indian scholars and
it 1s out of such endeavours thal a systematic siudy of
architectural monuments. sculptures and paintings began
in the Indian sub-continent. The first attempt in this regard
was (o document the monuments as they represented a
very visible evidence of the bygone era. Over a period of
time with the archaeological explorations and excavations,
many art-historical sites were discovered. Decipherment
ol Inscriptions and study ol coins playved a significant
role in our understanding of Lhe past art tradittons. With
the study of religlous texis, history of relligion was siudied
and identification of tcons/sculptures and paintings was
initiated. which became a dominanl area of early
scholarship. Study ol arl history has developed In
association with the archaeological studies, however, Il Is
now recognised as a specialised discipline. In the West,
mainly in Europe, the art-historical discipline has grown
considerably with numerous methodological inputs.
whereas In India Il 1s still in the process of developing iis
investigating mechanisms.

As the study of art history has grown oul of exiensive
documentations and excavations, one finds description of
art objects as a prominent method of study. There are a
few significant studies of the early twentleth century, where
the concerns are addressed beyond mere description.
Subsequently, several generatlons of outstanding Western
and Indian scholars of Indian art history have studied the
subject al greal depth making us realise the glorious past
ol the Indian civilisation through Ils creations reflecied In
the architectural monuments, sculptures and paintings.
We can clalm a distinct Indian appreach to the aris of the
butlding edifices, the sculpture making and (he language
of painting in comparison with the European art on one
hand and the [ar Eastern art on the other. Therelore, Lhe
Indian arl historical siudles have emerged as a prestiglous
academic discipline al a universiily level education.
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The stylistic [eatures of varlous monuments and
sculptures have been attributed to the dynastic affillations,
ltke the Mauryan art, Satavahana art, Gupta art, etc.
Alternatlvely, the perlodisallens ol arl [ollows religlous
denominattons, such as the Buddhist, Hindu and Islamic
periods. However, such delerministic nomenclatures are
only partially useful [or understanding the art traditions.

Often the study of art objects 1s based on two Important
approaches, (1) formallstie or styllstlc analysis and
(11) contenl and contextual studles. The [irst calegory
involves the study of formalistic characteristics of
architecture/sculpture/paintings, whereas, the second
category concenirales al varlous levels of content analysis,
which has several components, such as lconographie study,
lconology, narrative and semilotics.

lconography involves Ildentification of images through
certain symbols/signs and relevant myths or narrative
episodes, whereas, lconology involves the study of the
evohution of such signs and symbeols in Its historical, social
and philosophlcal conlext. Today, the methodological
framework (rles lo explore various concerns and issues In
the process of art productions and attempls to go beyond
the traditional meanings. It may be observed that the
political Intentions of varleus religlous ideologles are yel Lo
become a part of the larger Investigative process. Rellglous
ideologles were also Instrumental In shaping the social
and economic formulations in anclent India. Therefore, it
becomes important to study such factors that have
Influenced arl forms. Large body ol malerial has come [rom
Lhe religtous stles bul il does nol mean thal (here was no
art In non-religlous domains. Terracotta fAgurines are the
best examples In this calegory, however, due Lo space
constraint they have been only mentioned but not extenstvely
discussed. In Lhe presenl text. the authors have Lried Lo
move away from the normative tradilonal descriptive writings
lo broader developmenl of arl and architectural monuments
in terms of their stylistic developments, as well as, thelr
social and political affiations.

Cultural manilestatlions have diverse ldeologles In Lhe
form ol archilecture, sculpture and paintings. They need
to be studied with their religlous and social viewpoints,
hence, unilinear projection of the cultural tradition needs
to be reconsidered as 1t 18 away [rom realilies of the anclent
past. Dilferent categories ol artisans exisled in the actual
working situation. A gulld of artisans may have been
employed by the religious and political authoritles [or
making monumenis and accordingly the arilsans had (o
work and devise thelr execution techniques along with
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necessary innovations, ete. In this lextbook only an
introductory oulline has been atlempted from pre- and
proto-historic times till the times of the Islamic monuments
during Lhe lale medieval pertod.

Consldering Lhe level ol the young generation readers
belonging to the higher secondary stage, the presenl book
oullines a few examples Lo creale an undersianding of the
nature ol developments in Indian art. It 1s not intended to
discard such examples which we know are important but
all the contributors have made a consclous allempt Lo
present convincing holistic pictures. The chapters In the
book provide an outline of different forms of arts [rom most
of the regions of the country.

Human civilisallon begins with the emergence ol the
human beings on (he earth. In this book, a simpler but at
the same time a distincl vocabulary has been Introduced.
The ldea 1s nol only to present the vast amount ol data
avallable but also to generate Interest in understanding
Lthe visual traditions of Indian arl. For any student ol fine
arts, il 1s necessary Lo be aware of the visual tradition In
the past so as to understand the preseni art production.
Understanding ol visual tradition enriches visual
understanding. Hope the young minds find the beok
enriching as 1s Intended.
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Gandhiji’s Talisman

I will give you a telisman. Whenever
you are in doubt or when the .Ff.!:i"
becomes too much with you, apply the
Jollowing test: )
ﬁ_ﬂﬂ_ﬁff the face of the poorest and
the weakest man whom you may have

£7 ;a‘ ;mc.f_ yourself if the step you
contemplate f.tgmﬂg to'be of any use
to kim. Will he gain-anything by it?

Will it restore fiim to a control over
o kis own life and destiny? In other
o words, will it {ead to Swaraj for the
hungry aud spirituatly starving
milliows?
Then you will find your doubts and
your self melting away.
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HE distant past when there was no paper or language

or the written word. and hence no books or written
documents, is called prehistory or as we ollen say,
prehistoric Uimes. How people lved In (hose llmes was
difficult to surmise until scholars began Lo discover the
places where prehistoric people llved. Excavation at these
places brought to light old lools, poltery, habiltats, bones
of ancienl human beings and animals, and drawings on
cave walls. By plecing together the information deduced
from these objects and Lhe cave drawings. scholars have
constructed [airly accurale knowledge aboul whal
happened and how people ltved in prehistoric times. When
the basic needs of [ood, waler, clothing and sheller were
fulfilled people fell the need to express themselves. Painting
and drawing were the oldest art forms praciised by human

beings to express themselves, using the cave walls as their

Canvas.

Why did prehistoric people draw these piclures? They
may have drawn and painted to make their shellers more
colourful and beautiful or to keep a visual record ol (heir
day-lLo-day life, like some of us who mainfain a diary.

The prelistoric perdod In the early development of
human beings is commonly known as Lhe Old Stone
Age or the Palaeolithic Age.

Prehistoric paintings have been found In many parls of
the world. We do nol really know if Lower Palaeolithic people
ever produced any art objects. Bul by the Upper Palaeolithic
times we see a proliferation ol artistic activitles. Around
the world the walls of many caves of this time are full of
finely carved and painted pictures of animals which the
cave-dwellers hunted. The subjects of thelr drawings were
human figures, human activitles, geomelric designs and
animal symbols. In India the earliest paintings have been
reported [rom the Upper Palaeolithic Umes.
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2 Ax InrropucTion 1o INDiaN ART

Il 1s Interesting Lo know Lhal the firsl discovery ol rock
paintings was made In Indla In 1867-68 by an
archaeologist, Archibold Carlleyle, twelve years before the
discovery of Altamira in Spain. Cockburn. Anderson, Mitra
and Ghosh were the early archaeologisis who discovered a
large number ol sites in the Indlan sub-continent.

Hemnants of rock paintings have been found on the walls
of the caves situated in several disiricls of Madhya Pradesh.
Uttar Pradesh, Andhra Pradesh, Karnataka and Bihar. Some
paintings have been reported [rom the Kumaon hills in
Uttarakhand also. The rock sheltlers on banks of the River
Suyal at Lakhudtyar, about twenty kilomeires on the Almora-
Barechina road, bear these prehistoric palntings.
Lakhudtyar ltterally means one lakh caves.The palnlings
here can be divided into three calegorles: man. animal and
geomeiric pallerns in white, black and red ochre. Humans
are represented in stick-like forms. A long-snouted animal.
a fox and a multiple legged lizard are the main animal motifs.
Wavy lines, rectangle-filled geomelric designs, and groups
of dots can also be seen here. One of the Interesting scenes
depicted here 1s of hand-linked dancing human figures.
There 1s some superimposition of paintings. The earllest are
in black: over these are red ochre palntings and the last
group comprises while paintings. From Kashmir two slabs
with engravings have been reported. The granile rocks of
Karnataka and Andhra Pradesh provided sultable canvases
to the Neolithic man for his paintings. There are several such
sites but more famous among them are Kupgallu, Piklthal
and Tekkalkola. Three types of paintings have been reported
from here—paintings in while, paintings in red ochre over
a while background and pailniings in red ochre. These

Hm:d—!tnke& daneing _.I‘ignre;.;_
Uttarakhoand

-
- - A

Wy lines. Lakhudiyar. Mtarakhond
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Premstoric Rock PaNTINGS 3

paintings belong Lo late historical, early
historical and Neolithic periods. The subjects
depicted are bulls, elephants, sambhars,
gazelles, sheep. goals, horses, slylised
humans, tridents, bul rarely, vegetal motils.
Bul the richesl painlings are reported [rom
the Vindhya ranges of Madhya Pradesh and
their Kaimurean extenstons into Uttar
Pradesh. These hill ranges are [ull of
Palaeolithic and Mesolithic remains, and they
are also [ull of forests. wild plants, fruits,
streams and creeks, thus a perfect place for
Stone Age people to live. Among these the
largesi and mosl speclacular rock-sheller Is
located in the Vindhya hills at Bhimbetka in
Madhya Pradesh. Bhimbetka is located [oriy-
[lve kilomelres south of Bhopal, In an area of
len square kilomelres, having aboul eight
hundred rock shellers, five hundred of which
bear paintings.
The caves of Bhimbetka were discovered
in 1957-58 by eminent archaeologist V.S.
Wakankar and later on many more were
discovered. Wakankar spent several years in aid :
surveying these inaccessible hills and jungles Cave entrunce, Bhimbetku,
lo study these paintings. Mescthya Pendesh
The themes of paintings [ound here are ol greal variety,
ranging [rom mundane events ol datly life In those Uimes lo
sacred and royal images. These include hunting, dancing,
music, horse and elephant riders, animal fghting, honey
collection, decoration of bodies. and other household scenes.
The rock art of Bhimbetka has been classifled inlo
various groups on Lhe bases of style, lechnique and
superimposition. The drawings and paintings can be Can you figure out what the
calagorised inlo seven historical periods. Period 1. Upper ' mﬁ‘-‘rﬂ i'sl‘?mm to depict in
Palaeolithic; Perlod [I, Mesolithic; and Pertod III, " this painting?
Chalcolithic. After Pertod lII there are four
successive perlods. Bul we will confine
ourselves here only to the first three phases.

Upper Palaeolithic Period

The paintings of the Upper Palaeolithic phase
are linear representalions, In green and dark
red, of huge animal Agures, such as bisons,
elephants, tigers, rhinos and boars bestdes
stick-11ke human [gures. A [ew are wash
palntings bul mostly they are filled with
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One of the few images showing
ornlyone animal. Bhimbetho

An Ivrropucnion To INpian ART

geomeltric patterns. The green paintings are ol dancers
and the red ones of hunters.

Mesolithic Period

The largest number of paintings belong to Pertod Il that
covers Lhe Mesolithle paintings. During this pertod Lhe
themes are multiple bul the painlings are smaller in size.
Hunting scenes predominate. The hunting scenes depict
people hunting in groups, armed with barbed spears.
pointed sticks, arrows and bows. In some paintings lhese
primitive men are shown with (raps and snares probably
to catch animals. The hunters are shown wearing simple
clothes and ornaments. Sometimes, men have been
adorned with elaboratle head-dresses. and sometimes
painted with masks also. Elephant, bison, tger, boar, deer,
antelope. leopard, panther, rhinoceros, fish, frog, Hzard.
squirrel and al times birds are also deplicted. The
Mesolithic artists loved Lo paint animals. In some pictures,
animals are chasing men. In others they are being chased
and hunted by men. Some of the animal paintings.
especially in the hunting scenes, show a fear ol animals,
bul many others show a feeling of tenderness and love
for them. There are also a lew engravings representing
mainly animals.

Though animals were painted in a naturallstie style.
humans were depicted only In a slylistic manner. Women
are painted both in the nude and clothed. The young and
the old equally find place In these palntings. Children are
painted running, jumping and playing. Communily dances
provide a common theme. There are paintings ol people
gathering fruit or honey from trees, and of women grinding
and preparing lood. Some of Lhe plctures ol men., women
and chlldlen seem (o deplct a sorl of family life. In many

T of the rock-shelters we find hand prints,
fist prints. and dots made by the
fingertips.

The artists of Bhimbetka used many
colours, including various shades of
white, vellow, orange, red ochre, purple,
brown. green and black. Bul white and
red were thelr favourite colours. The
painls were made by grinding varlous
rocks and minerals. They gol red from
haematite (known as geru in India). The
green came [rom a green varlety ol a stone
called chalcedony. White might have been
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Premstoric Rock PaNTINGS

made oul of Ilmestone. The rock of mineral
was [rst ground into a powder. This may
then have been mixed with waler and also
with some thick or sticky substance such |
as animal [al or gum or resin [rom (rees.
Brushes were made of plant fibre. What Is
amazing |s that these colours have survived
Lthousands of years ol adverse weather S
conditions. It is believed thal the colours |
have remalned Inlacl because of Lhe
chemical reaction of the oxide presenti on the
surface of the rocks.

The artists here made thelr paintings on the walls and
cetlings of the rock shelters. Some of the painlings are
reported [rom the sheliers where people lived. Bul some
others were made In places which do not seem o have been
living spaces at all. Perhaps these places had some religious
imporiance. Some ol (he most beautiful paintings are very
high up on rock shellers or close to the ceillngs of rock-
shelters. One may wonder why early human beings chose
to paint on a rock In such an uncomfortable position. The
paintings made al these places were perhaps lor people Lo
be able to notice them from a distance.

The paintings. though [rom Lhe remote pasl. do not lack
pletorial quality. Despite various limitations such as acute
working condlitions, Inadequalte tools, materials, etc., there
i1s a charm of simple rendering ol scenes ol Lhe
environment in which the artists lived. The men shown in
them appear adventurous and rejolcing in their lives. The
animals are shown more youthful and majestic than
perhaps they actually were. The primitive artists seem Lo
possess an Intrinsic passion for storylelling. These pictures
depict, In a dramatic way, both men and animals engaged
in the struggle [or survival. In one of the scenes. a group
ol people have been shown hunting a bison. In the process,
some Injured men are deplicled lylng scatlered on the
ground. In another scene, an animal is shown In the agony
of death and the men are depicted dancing. These kinds
ol paintings might have glven man a sense ol power over
the animals he would meet in the open.

This practice Is common among prindiive people of
today also. They engrave or paint on rocks as part of
the rituals they perform at birth, at death, al coming
ol age and al the time of marriage. They dance,
masked, during huniing rites to heip them kill
animals difficnll to And or kill.
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An InTRODUCTION TO INDIAN ART

HunTING SCENE

Hunting scenes predominate in Mesolithie paintings. This 1s one such scene
where a group of people are shown hunting a blson. Some mjured men are
depicted lying scatiered on the groimd. These paintings show mastery in the
skill of drawing these [orms.

DANCING SCENE

Inn this picture hand-linked [igures in dancing mode are shown. In fact, thisisa
recurreni theme:. Ii also recalls the dancing scene from the Lakhudtyar rock
painting found tn Uttarakhand.
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Premstoric Rock PaNTINGS

The paintings of iIndividual animals show the mastery
of skill of the primilive artist in drawing these [orms. Both,
proportion and tonal effecl, have been realistically
maintained in them.

IL 1s interesting Lo nole Lhal al many rock-arl siles
often a new painting is painted on top of an older painting.
At Bhimbetka, In some places, there are as many as 20
layers of painlings, one on top of another. Why did the
artists paint in the same place again and again? Maybe,
this was because Lhe ariist did not like his creation and
painted another painting on the previous one. or some of
the paintings and places were consldered sacred or speclal
or this was because the area may have been used by
different generations of people at different times.

These prehistoric paintings help us lo understand aboul
early human beings, their Hfestyle, their food habits, thelr
dally activilles and, above all, they help us undersiand
thetr mind—the way they thought. Prehistoric pertod
remains are a great wilness Lo the evolution of human
civillsation, through Lhe numerous rock weapons, Lools,
ceramics and bones. More than anvthing else, the rock
paintings are the greatest weallth the primitive human
beings of this pertod lelt behind.

EXERCISE

1. According lo your observalion how did the people of
prehistoric Umes select themes for Lthelr patotings?

2. Whal could have been the reasons lor depicting more animal
figures than human figures in cave paintings?

3. Many visuals of prehisloric cave palnlings have been given
in this chapter. Among these which one do you like the
mosl and why? Give a crilical apprectation of the visual.

4. Other than Bhimbetka, which are the other major sites
where these prehistorie paintings have been found? Prepare
a report on different asperis of these palnUngs with piciures
or line drawings.

b. In modern times, how have walls been used as a surface Lo
make paintings, graphics, elc?
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ARTS OF
THE INDUs VALLEY

HE arts of the Indus Valley Civillsation emerged during
the second hall of the third millennium BCE. The forms
of art found from vartous sites of the civillsation include
sculptures, seals, poltery, jewellery, terracolta figures, efc.
The artists of that time surely had fine artistic sensibilities
and a vivid Imagination. Their delineation of human and
animal fgures was highly realistic In nature. since the
analomical detalls included in them were unique, and, in
the case of terracotta art, the modelling of antmal fligures
was done In an exiremely careful manner.
The two major sites of the Indus Valley Civilisation, along
Lthe Indus river—the cities of Harappa in the north and
Mohenjodaro in the south—showease one of earliest examples
ol ctvic planning. Other markers were houses, markets,
storage [acilities, offices, public baths, elc., arranged In a
grid-like pattern. There was also a highly developed drainage
system. While Harappa and Mohenjodaro are siiuated In
Pakistan. the important sites excavaled in India are Lothal
and Dholavira in Gujarat, Rakhigarhl in Haryana, Busi of a bearded pricst
Hopar in Punjab, Kallbangan in Rajasthan, etc.

Stone Statues

Statues whether in stone, bronze or terracotia found
in Harappan sites are not abundant, but refined. The
stone statuarles [ound al Harappa and Mohenjodaro
are excellent examples of handling three-dimenslonal
volumes. In stone are two male figures—one 1s a lorso
in red sandstone and the other 1s a bust of a bearded
man In soapstone—which are extensively discussed.

The Agure of the bearded man. Interpreled as a
priest, is draped in a shawl coming under the right
arm and covering the lefll shoulder. This shawl is
decorated with trefoll patterns. The eyes are a little
elongated, and hall-closed as In medilalive
concenlration. The nose 1s well formed and of medium
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size; the mouth 1s of average size with close-cut moustache
and a short beard and whiskers: the ears resemble double
shells with a hole in the middle. The hair is parted in the
middle, and a plain woven fillet {s passed round the head.
An armlel is worn on the right hand and holes around the
neck suggest a necklace.

Bronze Casting

The art of bronze-casting was practised on a wide scale by
the Harappans. Thelir bronze stalues were made using the
lost wax' Lechnique in which the wax fgures were [rst
covered with a coating of clay and allowed to dry. Then the
wax was healed and the mollen wax was drained out
through a tiny hole made In the clay cover. The hollow
mould thus crealed was [lled with molten metal which
took the original shape of the object. Once the metal cooled.
the clay cover was completely removed. In bronze we find
human as well as animal figures, Lhe besl example ol the
former being the statue of a girl popularly tiiled ‘Dancing
Girl’. Amongst animal figures in bronze the bulfalo with
its uplifted head. back and sweeping horns and the goat
are of artistiec meril. Bronze casling was popular al all the
major centres of the Indus Valley Civilisation. The copper
dog and bird of Lothal and the bronze figure of a bull from
Kallbangan are In no way Inferior to the human fisures of
copper and bronze from Harappa and Mohenjodaro. Melal-
casting appears le be a continuous (raditlon. The late
Harappan and Chaleolithic sites like Datmabad in
Maharashira ylelded excellenl examples of melal-cast

A termracoita figurine

Mother goddess. termacofio
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sculplures. They mainly consist of human and animal
figures. Il shows how the tradition of figure sculpture
continued down the ages.

Terracotta

The Indus Valley people made terracolla images also bul
compared (o the stone and bronze stalues the lerracolla
represeniations of human lorm are crude In the Indus
Valley. They are more realistic in Gujaral siles and
Kalibangan. The most important among the Indus figures
are those representing the mother goddess. In terracotta,
we also find a [ew Mgurines ol bearded males with colled
hatr, their posture rigidly upright, legs slightly apart, and
the arms parallel Lo the sides of the body. The repetition of
this figure in exactly the same position would suggest that
he was a deity. A terracotta mask of a horned deily has
also been found. Toy carts wilth wheels, whislles, raltles,
birds and animals. gamesmen and discs were also rendered
in terracolla.

Seals

Archaeologisis have discovered thousands of seals, mostly
made of steatile, and oecastonally ol agale, chert, copper.
falence and lerracotta, with beautiful figures of animals,
such as unicorn bull, rhinoceros, tiger, elephant, bison,
goal. buffalo, etc. The realistic rendering of these animals
in various moods Is remarkable. The purpose ol producing
seals was mainly commercial. Il appears thal the seals
were also used as amulets, carried on the persons of their
owners, perhaps as modern-day identity cards. The
standard Harappan seal was a square plaque 2x2 square
inches, made [rom sleallle. Every seal 1s engraved in a
plctographic scripl which 1s yel Lo be deciphered. Some
seals have also been found in fvory. They all bear a great
varlety of motifs, most often of animals inchuding those of
the bull. with or without the hump. the elephant, liger.

202425
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goal and also monsters. Sometimes (rees or
human figures were also depicted. The most
remarkable seal 1s Lhe one depicled wilth a
figure in the centre and animals around. This
seal is generally identified as the Pashupali
Seal by some scholars whereas some identify
it as the female delly. This seal depicls a
human figure seated cross-legged. An elephant
and a tiger are depicted to the right side of the
seated fgure, while on the lefl a rhinoceros
and a buffalo are seen. In addiiion to these
amimals two anlelopes are shown below the
seal. Seals such as lhese dale [rom belween
2500 and 1900 BCE and were found in
constderable numbers In sites such as the
ancient city of Mohenjodaro in the Indus Valley.
Figures and animals are carved In intaglio on
their surfaces.

Square or reclangular copper tablets, with
an animal or a human flgure on one slde and
an Inscription on the other, or an inscription
on both sides have also been found. The Ogures
and signs are earefully cut with a burin. These
copper lablels appear Lo have been amulets.
Unitke tnseriptions on seals which vary in each
case, Inscriptions on the copper tablets seem
Lo be assoctaled wilh Lhe animals porirayed
on Lhem.
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Pottery

A large quantity of poltery excavated from Lhe siles. enable
us to understand the gradual evolution of various design
motifs as employed In different shapes, and siyles. The
Indus Valley pottery consists chiefly of very fine wheel-
made wares, very few being hand-made. Plain pottery 1s
more common than painted ware. Plain poltery Is generally
ol red clay, with or without a fine red or grey slip. It includes
knobbed ware, ornamented with rows of knobs. The black
painted ware has a [ine coating of red slip on which
geomelric and animal designs are execuled In glossy black
paint.

Polychrome poltery s rare and mainly comprises small
vases decorated with geomeiric patlerns In red, black, and
green, rarely while and yellow. Inclsed ware 1s also rare
and the incised decoration was confined to the bases of
Lhe pans, always Inside and Lo the dishes ol offering slands.
Perforaled pollery includes a large hole al the boitom and
small holes all over the wall, and was probably used for
siraining beverages. Poltery for household purposes 1s
found in as many shapes and sizes as could be concetved
ol for dally practical use. Stralghl and angular shapes are
an exception, while graceful curves are the rule. Mintature
vessels, mostly less than half an inch in height are,
particularly, so marvellously cralled as Lo evoke admiration.

Beads and Ornaments

The Harappan men and women decorated themselves wilh
a large varlety of ornaments produced [rom every
conceivable material ranging from precious metals and
gemstones Lo bone and baked clay. While necklaces, [lllets,
armlets and finger-rings were commonly worn by both

Perfornied pot
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sexes, women wore girdles. earrings and anklets. Hoards
of jewellery found al Mohenjodaro and Lothal include
necklaces ol gold and semi-precious slones. copper
bracelets and beads, gold earrings and head ornaments,
[alence pendanls and bultons, and beads of sleatile and
gemstiones. All ornaments are well craflted. It may be noted
that a cemetery has been found al Farmana in Haryana
where dead bodies were burlied wilth ormaments.

The bead industry seems (o have been well developed
as evident from the factories discovered al Chanhudaro
and Lolthal. Beads were made of carnellan, amethyslL.

jasper, crystal, quartz, steatite, turquoise, lapis lazull, etc.

Metals like copper. bronze and gold. and shell, [alence and
terracotta or burnt clay were also used for manufacturing
beads. The beads are In varyilng shapes—dlsc-shaped.
cylindrical, spherical, barrel-shaped, and segmented. Some
beads were made of two or more siones cemented together,
some of stone wilth gold covers. Some were decorated by
incising or painting and some had deslgns etched onto
them. Greal technical skill has been displayed In the
mamifacture of these beads.

The Harappan people also made brilllantly naturalistic
models of animals, especlally monkeys and squirrels, used
as pin-heads and beads.

It 15 evidenl from the discovery ol a large number of
spindles and spindle whorls In the houses of the Indus

Beadurork and jewvelleny ilems
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Valley that spimning of coiton and wool was very common.
Spinning is indicated by finds of whorls made of the
expensive falence as also ol Lhe cheap pottery and shell.
Men and women wore two separale pleces ol altire similar
Lo the dhott and shawl. The shawl covered the lefl shoulder
passing below Lthe right shoulder.

From archaeological finds il appears that the people of
the Indus Valley were conscious ol [ashion. Different
hatrstyles were in vogue and wearing of a beard was popular
among all. Cinnabar was used as a cosmellc and [ace-
paint, lipstick and collyrium (eyellner) were also known to
them. Many stone structural remains are also found at
Dholavira which show how the Indus Valley people used
slone in construction.

The artists and craftsmen of the Indus Valley were
extremely skilled In a vartely ol crafls—melal casting, stone
carving, making and painting pottery and making lerracotta
images using simplifled molfs ol animals. plants and birds.

EXERCISE

1. Would you agree thal Lhe people ol the Indus Valley
Chilisallon were greal arl lovers? Give reasons [or your
answer.

2. Whal kind of similarittes and differences de you find
belween present-day terracotla and the Indus Valley
terracotta?

3. BSeals were made ol different materials. With the Indus
Valley seals as a reference try lo make seals wilh a
different medinum. Which are the animals that you would
like to carve on your seals and why?

4. Whal do the art objects that have survived itell us aboul
the dally life of the people-of the Indus Valley Civillsation?

5. Imagine you are a curalor working in a museum and you
have been given Lhe lask to creale a museum exhibil on
Indus art. Collect Hlustrations of al leasl len objecis made
of stone, metal and Lerracotia produced and used during
the Indus Yalley Civilisation and create this exhibil.

202425

Terracotia toys

1b




16

An INTRODUCTION TO INDIAN ART

DANCING GIRL

Ome of the besl known artefacts from the Indus Valley
is this approximately lour-inch-high copper ligure
ol a dancing girl. Found in Mohenjodaro, this
exquisiie casting deplcts a girl whose long hair 1s
tHed In a bun. Bangles cover her lefi arm, a bracelet
and an amulel or bangle adorm her right arm. and
a cowry shell necklace Is seen around her neck
Her right hand s on her hip and her lefl hand Is
clasped In a traditional Indian dance gesture. She
has large eves and [lal nose. This Agure s full of
expression and bodily vigour and conveys a lol of
information.

BuLL

This bronze figure of a bull from
Mohenjodaro deserves mention. The
massiveness of Lthe bull and the how
ol Lthe charge are eloguently
expressed. The animal 1s shown
standingwith his head tumed Lo the
right and with a cord around the
neck.
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MairLE Torso

In this red sandstone fgure, there are socket holes in the neck
and shoulders for the attachment of head and arms. The frontal
posture of the Lorso has been consclously adopled. The
shoulders are well baked and Lhe abdomen slightly prominent.

PAINTED EARTHEN Jar

Found in Mohenjodaro. this jar is made on a
potter's wheel with clay. The shape was
manipulated by the pressure of the crafiy
fingers of the polter. Afler baking the clay
model, it was painted wiith black colour. High
polishing was done as a finishing touch. The
motiifs are of vegetals and geometric [orms.
Destgns are stmple but with a tendency
towards abstraction.

MoTHER GODDESS

The mother goddess figures are usually crude standing female
figures adorned with necklaces hanging over prominenl breasts
and wearing a loin cloth and a girdle. The [an-shaped head-dress
with a cup-like projection on each side Is a dislinct decorative
feature of the mother goddess fgures of the Indus Valley. The
pellel eyes and beaked nose of the Agures are very crude, and the
mouth is indicated by a sliL.

202425
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IXTH century BCE marks the beginning of new

religious and soctal movements In the Gangetic valley
in the [orm of Buddhism and Jainism which were part of
the shraman tradition. Both religions became popular as
they opposed the varna and jalt sysiems of the Hindu
religlon. Magadha emerged as a powerful kingdom and
consolidaled Ils control over Lhe olther reglons. By Lhe fourth
century BCE the Mauryas established their power and by
the third century BCE, a large part of India was under
Mauryan control. Ashoka emerged as the most powerful
king of the Mauryan dynasty who paltrenised the Buddhist
shraman traditton in the third century BCE. Religlous
practices had many dimensions and were nol confined lo
just one particular mode of worship. Worship of Yakshas
and mother-goddesses were prevalenl during thal time.
So, multiple forms ol worship exisled. Nevertheless,
Buddhlsm became Lhe most popular soclal and religious
movemenl. Yaksha worship was very popular before and
after the advent of Buddhtsm and it was assimilated In
Buddhism and .Jamism.

Pillars, Sculptures and Rock-cut Architecture

Construction of stupas and vtharas as parl ol monastic
eslablishments became parl of the Buddhist tradition.
However, in this period, apart [rom stupas and vtharas,
slone pillars, rock-cul caves and monumental [igure
sculplures were carved at several places. The tradition of
constructing pillars Is very old and Il may be observed
thal erection of pillars was prevalent in the Achamentan
empire as well. But the Mauryan pillars are different from
the Achamenian pillars. The Mauryan pillars are rock-
cut pillars thus displaying the carver's skills, whereas
the Achamenian plllars are conslructed In pleces by a
mason. Stone pillars were erected by Ashoka, which have
been found in the north Indian part of the Mauryan Empire
with mscriptions engraved on them. The top portion ol the
pillar was carved with capital figures like the bull, the
llon, the elephant, etc. All the capilal figures are vigorous

202422
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and carved standing on a square or circular abacus. Abacuses
are decorated with stylised lotuses. Some ol the existing pillars
with capital figures were found at Basarah-Bakhira, Lauriya-
Nandangarh and Rampurva in Blhar, Sankisa and Sarnath
in Uttar Pradesh.

The Mauryan pillar capital found al Sarnath popularly
known as the Lion Capital is the finest example of Mauryan
sculptural tradition. It 1s also our nallonal emblem. It Is
carved wilh conslderable care—voluminous roaring llon
Agures Armly standing on a circular abacus which is carved
with the fgures of a horse, a bull, a llon and an elephant
in vigorous movement, executed with precision, showing
conslderable mastery in the sculptural lechniques. This
pillar capital symbolising Dhammachakrapravartana (Lthe
first sermon by the Buddha) has become a standard symbaol
of this greal historical event in the lfe of the Buddha.

Monumental images of Yaksha, Yakhints and animals,
pillar columns with capital [igures, rock-cul caves belonging
to the third century BCE have been found in differenl parts
of India. It shows the popularity of Yaksha worship and
how il became part of figure representation in Buddhist
and Jaina religlous monuments.

Large statues ol Yakshas and Yakhinis are found at many
places like Paina, Vidisha and Mathura. These monumental
Images are mostly in the standing posilion. One of the
distinguishing elements in all these Images is their polished
surface. The depiction of [aces 1s in [ull round with pronounced
cheeks and physlognomic detall. One of the [nest examples
s a Yakshi figure [rom Didargan|, Paina, which is lall and
well-butll. It shows sensitvity towards depicting the niman
physique. The Image has a pollshed surface.

Terracolla gurines show a very dillerenl dellneation of
the body as compared Lo the sculptures. Depliction of a
monumental rock-cut elephant al Dhaull in Odisha shows
modelling in round with linear rhythm. It also has Ashokan
rock-edict. All these examples are remarkable In their
execution of figure representation. The rock-cul cave carved
al Barabar hills near Gaya in Bihar is known as the Lomus
Rishi cave. The [acade of the cave 1s decorated with the
semicircular chattya arch as the enirance. The elephant
frteze carved In high rellel on Lhe challya arch shows
considerable movement. The interor hall of this cave is
rectangular with a circular chamber al the back. The
entrance is located on the side wall of the hall. The cave
was donated by Ashoka [or the Ajlvika secl. The Lomus
Rishi cave Is an example of this period. Bul many Buddhist
caves of the subseguent periods were excavaled in eastern
and western India.
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Due Lo the popularity of Buddhism and Jainism, stupas
and vtharas were consitrucied on a large scale. However,
there are also examples of a [ew Brahmanical gods in the
sculptural representations. IL Is important to note that the
stupas were construcled over the relics of the Buddha at
Rajagraha, Vaishall, Vethadipa and Pava in Bihar,
Kapilavastu, Allakappa and Ramagrama In Nepal,
Kushinagar and Pippalvina in Ultar Pradesh. The textual
tradilion also mentions construction of various olher siupas
on the relics of the Buddha atl several places Including
Avantl and Gandhara which are outside the Gangetic valley.

Stupa, vthara and chaitya are part of Buddhist and Jaina
monastic complexes bul Lhe largest number belongs to the
Buddhist religlon. One of the examples ol the structure of
a stupa in the third century BCE is at Bairal in Rajasthan.
The greal stupa al Sanchi (which will be discussed later)
was bullt with bricks during the time of Ashoka and later
Il was covered wilth stone and many new additions were
made.

Subsequently many such stupas were consiructed which
shows the popularity of Buddhism. From the second century
BCE onwards. we gel many Inscripllional evidences
menlioning donors and, al Umes, Lheir profession. The
patlern of patronage has been a very collective one and
there are very few examples ol royal palronage. Palrons
range [rom lay devolees o gahapalis and kings. Donations
by Lhe gullds are also mentioned al several slles. However.,
there are very lew Inscriptions menUoning the names of
artisans such as Kanha at Pitalkhora and his disciple
Balaka al Kondane caves In Maharashira. Artisans’
calegories like stone carvers. goldsmiths. stone-polishers.
carpenters, etc. are also mentioned In the inscriptions.

Elephant, Ditvanlfi Lomus Rishi cave-entrance delail
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The Lion Capital discovered more than a hundred years ago
4l Sarnath, near Varanasl. Is generally relerred to as Sarnath
Lion Capilal. This 1s one of the finest examples of sculpture
from the Mauryan pericd. Buill in commemoration of the
historical event of the fArst sermon or the Dhammachakrapravartiong
by the Buddha al Sarnath, (he capilal was buill by Ashoka.

The capilal originally constsied ol five componentl paris:
{1} the shafl (which is broken In many paris now). (11} a lotus
bell base. (1) a drum on the bell base with four animals
proceeding clockwise, (Iv] the Agures of lour majestic addorsed
lions, and (v] the crowning element, Dharamchakra, a large
wheel., was also a part of this pillar. However. this wheel 1s
lying in a broken condition and is displayed in the site museum
at Samath. The capital without the crowning wheel and the
lotus base has been adopted as the Natlonal Emblem of
Independent India.

Now kepl in the archaeological museum at Samnath. the
eapital has four lons firmly sealed back (o back on a clreular
abacus. The llon Agures of the capital are very impressive and
massive. The monumentality of the image is easlly notlceable.
The [acial musculature of the lons is very strong. The inversed
lnes of the lips and ils subseguenl effecl of projection al Lhe
end of the lips show Lhe sculptor’s observation for naturalistic
depiction. The lons appear as Il Lthey have Held thetr breath.
The lines of the mane are sharp and [ollow the conventions
thal were In practice during thal time. The surface ol the
sculpture 1s heavily polished which 1s typieal of the Mauryan
Pertod. Thetr curly manes have protruding volume. The welghl
of the body of each llon is Armily shown by the siretched muscies
of the feel. The abacus has the deplction of a chakra [wheel)
having twenty-four spokes in all the four directlons and a bull,
a horse, an elephanl and a lon between every chakra is finely
carved. The motif of the chakra becomes signtficant as a
representation of the Dhammachhora in the entire Buddhist arl.
Each animal figure. despite sticking to the surface, Is
volumtnous, ils posture crealing movement in the citrcular
abacus. Despite having limited space between each chakra.
these antmal figures display constderable command over the
depiction of movement in a imited space. The circular abacus
is supporied by an inveried lotus capital. Each pelal of the
lotus 1s sculpted keeping In mind s density. The lower portion
has curved planes neally carved. Being a pillar image, il was
concetved to be viewed from all the side. thus there are no
boundations of fixed view points. A llon capital has also been
found at Sancht but 1s in a dilaptdated condition. The molif of
lloni-capital-pillar contined even in the subsequeni period.
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DmARGUNJ YAKSHINI
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The life-size slanding Image of a Yakshinl holding a chaurd {Dywhisk)
from DHdargun| near modern Patna 1s anolher good example of the
sculptural tradilion of the Mauryan Perlod. Kepl in Palna Museum,
iL 15 a tall, well-proportioned, [ree-standing seulpture in round made
in sandslone with a polished surface. The chauriis held in the right
hand whereas Lhe lefl hand s broken. The Image shows
sophisticalion in the trealment of form and medium. The sculptor's
sensilivity towards the round muscular body s clearly visible. The
face has round, fleshy cheeks, while the neck is relatively small in
proporilon; the eyes, nose and llps are sharp. Folds of muscles are
properly rendered. The necklace beads are tn full round. hanging to
the belly. The tighlening of garment around the belly creates the
effecl of a bulging belly. The lower garmenl has been rendered wilh
greal care. Every [old of the garment on the legs is shown by
protruding lines,cinging to the legs, which also create a somewhal
transparent effecl. The middie band of the garment falls tll the feet.
Thick bell-ornaments adorn the feet. The lmage stands Armly on s
legs. Heaviness in the lorso is deplcted by heavy breasls, The back
is equally impressive. The hair is Hed in a knol at the back. The
back Is bare. Drapery al Lhe back covers bolh legs. The flywhisk in
the fdght hand is shown with inclsed Unes continued on the back af
the image.
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The method of working was collective In nature and at times
only a specific portion of the monument is sald Lo have
been patronised by a particular patron. Traders recorded
their donation along with their place of origin.

In the subsequent century, stupas were elaborately bullt
with certaln additions Hke the enclosing of the
circumambulatory path with railings and sculptural
decoration. There were numerous siupas construcled earlier
but expansions or new additions were made In the second
century BCE. The siupa consists of a cylindrical drum
and a circular anda with a harmtka and chhatra on the
top which remain consistent throughout with minor
varlations and changes in shape and size. Apart from the
circumambulatory path. galeways were added. Thus. with
Lthe elabeorations in stupa archilecture, there was ample
space for the archilects and sculplors to plan elaborations
and (o carve oul images.

During the early phase ol Buddhism, Buddha is depicted
symbolically through foolprints. sfupas. lotus throne.
chakra, etc. This Indlcales elther stmple worship. or paying
respecl, or aL times depicts historisisation of life events.
Gradually narrative became a parlt of the Buddhist
traditton. Thus events from the life of the Buddha. the
Jataka stories, were depicted on the rallings and torans of
the stupas. Mainly synoptlic narrative, conlinuous narrative
and episodic narrative are used In the pictorial traditton.
While events [rom the life of the Buddha became an
Important theme in all the Buddhist monuments, the Jataka
stortes also became equally important for sculptural
decorations. The main events assoclaled with the Buddha's
ilfe which were [requently depicted were events related lo
the birth. renunciation, enlightenment. dhammachakra-
pravartana, and mahaparinibbana (liberation from the cycle
of birth.) Among the Jataka stories that are [requently
depicted are Chhadanta Jaiaka. Vidurpundita Jataka, Ruru
Jalaka, Sibl Jataka, Vessantara Jataka and Shama Jataka.

EXERCISE

1. Do you think Lhal lhe ari of making sculptures in India
began during the Mauryan period?

2, Whal was the significance of the siupa and how did stupa
architecture develop?

3. Which were Lhe four events in the life of the Buddha which
have been depicied in different [orms of Buddhist art? What
did these evenls svmbaolise?

4. What are the Jatakas? How do the Jalakas relate to
Buddhism? Find oul.
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ROM the second century BCE onwards, various rulers

established their control over the vast Mauryan Empire:
the Shungas, Kanvas, Kushanas and Guptas in the north
and parts of central India; the Satvahanas. Ikshavakus,
Abhiras, Vakataks In soulhern and western India.
Incidentally, the perlod of the second century BCE also
marked the rise of the main Brahmanical sects such as
the Valshnavas and the Shatvas. There are numerous sites
daling back to the second century BCE In Indla. Some of
the prominent examples of the finest sculpture are found
al Vidisha, Bharhul (Madhya Pradesh), Bodhgaya (Bthar),
Jaggayyapeta (Andhra Pradesh), Mathura (Utlar Pradesh).
Khandagiri-Udaigirt (Odisha). Bhaja near Pune and Pavani
near Nagpur (Maharashitra).

Bharhut
Bharhut sculptures are tall like the images of Yaksha and

Yakhshint in the Maurvan perlod. modelling of the

sculptural volume 1s in low relief maintaining Hnearity.
Images stick Lo the plcture plane, In the rellel panels
deplcling narratives, illusion of three-dimensionallly Is
shown with tlted perspective. Clarity in the narrative Is
enhanced by selecting main evenis. At Bharhut, narrative
panels are shown wilh [ewer characters but as the time
progresses, apart [rom the main character in the slory,
others also slarl appearing in the plcture space. Al times
more than one evenl al one geographlcal place Is clubbed
in the picture space or only a single main event Is depicted
in the pictorial space.

Avatlability of the space is ulllised to the maximum by
the sculplors. Folded hands In the narratives as well as
single figures of Lthe Yakhshas and Yakshinis are shown
flat clinging to the chest. But in some cases, especially In
laler times, Lhe hands are shown wilth the natural
projection against the chesl. Such examples show how
artisans who were working at a collective level had to
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Jataka panel , Bharhut Gueen Maya's dream. Bharhut
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understand the method ol carving. Initially, dressing the
suriace ol stone slabs appears as the main concern. Later
the human body and other forms were sculpled. Due lo
shallow carving ol the picture surface, projection of hands
and feel was not possible, hence. the [olded hands and
awkward position of the feel. There is a general stiffness in
the body and arms. Bul gradually, such visual appearance
was modifled by making tmages with deep carvings,
pronounced vohime and a very naturalistic represeniation
of human and animal bodies. Sculptures al Bharhut,
Bodhgava, Sanchl Stupa-2, and Jagayyapelta are good
examples.

Narralive rellefs at Bharhul show how artisans used
the pictorial language very effectively to communicate stories.
In one such narrative, showing Queen Mayadevl's (mother
of Siddhartha Gautam) dream, a descending elephant 1s
shown. The queen 1s shown reclining on the bed whereas
an elephant 1s shown on the top heading towards the womb
ol Queen Mayadevi. On the other hand. the depiction of a
Jalaka story s very simple—narraied by clubbing the evenis
according to the geographical localion of the story ltke the
depiction of Rurn Jataka where (the Boddhisaltva deer Is
rescuing a man on his back. The other event in the same
picture frame depicts the King standing with his army and
about to shoot an arrow at the deer, and the man who was
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rescued by the deer is also shown along with the King
pointing a Nnger al the deer. According (o the story, Lhe
man pronised the deer after his rescue thal he would not
disclose his identity to anybody. Bul when the king makes
a proclamation of reward for disclosing the identity of the
deer, he turns hostile and takes the king (o the same jungle
where he had seen the deer. Such Jaitaka stories became
part of stupa decoration. Interestingly, with the rise in the
construclion of stupas in varlous parts ol Lhe country,
reglonal stylistic variations also began Lo emerge. One main
characteristic in all the male images of [irst-second
centurtes BCE Is the knolled headgear. In many sculptures
it 1s very consisienl. Some of the sculptures found at
Bharhut are displaved In Indlan Museum, Kolkata.

Sanchi

The next phase of sculptural development al Sanchi Stupa-1.
Mathura, and Vengi in Andhra Pradesh (Guntur District)
is noteworthy in the siylistic progression. Stupa-1 al Sanchi
has upper as well as lower pradakshinapatha or
circumambulatory path. It has four beautifully decoraled
toranas depicling various eventis from the life of the Buddha
and the Jatakas. Figure compositions are in high relief,
fllling up the enuUre space. Depiction ol posture getls
naturalistic and there is no sliffness in the body. Heads
have considerable projection in the picture space. Rigidity

Chhatri

Harmika

=4 =t b=

Torana
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Stone carving. Stupa-1.

Sarchi

Part of railing. Sangol
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in the contours getls reduced and images are given
movement. Narration gels elaborated. Carving lechniques
appear more advanced than Bharhul. Symbols contlinue
to be used representing the Buddha. At Sanchi Stupa-1,
narratives get more elaboraled; however, (he depiction of
the dream episode remains very simple showing Lhe
reclining image of the queen and the elephant at the top.
The histortcal narratives such as the stege of Kushinara,
Buddha's visit to Kapllavastu, visit of Ashoka Lo Lhe
Ramgrama Stupa are carved with considerable details. In
Mathura, images ol this period bear the same quality bul
are different in the depiction of physlognomic delails.

Mathura, Sarnath and Gandhara Schools

The first century CE onwards, Gandhara (now in Pakistan),
Mathura in northern India and Vengl iIn Andhra Pradesh
emerged as Important centres of art production. Buddha
in the symbolic form got a human form in Mathura and
Gandhara. The sculptural tradition In Gandhara had the
confluence of Baetria, Parthla and the local Gandhara
tradition. The lecal sculptural tradition at Mathura became
so sirong that the tradition spread (o other parts ol northern
India. The best example in this regard is the stupa sculplures
[ound at Sanghol in the Punjab. The Buddha image al
Mathura is modelled on the lines ol earller Yaksha images
whereas in Gandhara it has Hellenistic features. Early Jain
Teerthankar tmages and portralls of kings, spectally the
headless Kanishka are also found from Mathura.

Images ol Vaishnava (mainly Vishnu and his varlous
forms) and Shalva (mainly the lingas and mukhalingas)
faiths are also found at Mathura but Buddhist images are
found in large numbers. It may be noted that the Images
of Vishnu and Shiva are represented by their ayudhas
(weapons). There Is boldness in carving lhe large images,
the volume of the tmages is projected out of the picture
plane, the [aces are round and smiling, heaviness in the
sculptural volume is reduced to relaxed flesh. The garments
of the body are clearly visible and they cover the left
shoulder. Images of the Buddha. Yakshas, Yakshinis,
Shatvile and Valshnavite deitles and portrail stalues are
profusely sculpted. In the second century CE, Images In
Mathura gel sensual, rotundity Increases, they become
fleshier. The trend continues in the fourth century CE but
in the lale [ourth century CE, lhe massiveness and
Nleshiness is reduced further and the [lesh becomes more
tightened. the volume of the drapery also pels reduced
and in the fifth and sixth centuries CE, the drapery Is
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integrated into the sculptural mass. Transparent quality
in the robes of the Buddha tmages 1s evident. In this pertod.
two important schools of sculpiures in northern India are
worth noting. The traditfonal centre, Mathura, remained
the main arl production site whereas Sarmath and Kosambi
also emerged as important centres of art production. Many
Buddha tmages in Sarnath have plain transparent drapery
covering bolth shoulders, and the halo around the head
has very lttle ornamentation whereas the Mathura Buddha
Images continue Lo depict folds of the drapery in the Buddha
images and the halo around the head 1s profusely decorated.
One can visil museums at Mathura. Sarnath, Varanast.
New Delhl. Chennal, Amaravall, ete. to study Lhe [ealures
ol early sculptures.

Among the important siupa siles ouilside the Gangetlic
valley is Devnimorl in Gujaratl. In the subsequent centuries
sculptures had little variations while slender images with
transparenl drapery remained a dominanl aesthetlc
sensibility.

Meditating Buddha, Gandhar, Bodhisattva, Gandhar, fifth-sixth eeniuny CE

third—fourth centuny CE
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Buddhist Monuments of South India

Vengl in Andhra Pradesh has many siupa slites like
Jagayvapella, Amaravatl, Bhattiprolu. Nagarjunkonda.
Goll, eic. Amaravall has a mahachaitya and had many
sculptures which are now preserved iIn Chennal Museum,
Amaravat! Site Museum. National Museum. New Delht and
the Britlsh Museum, London. Like the Sanchi Stupa, Lhe
Amaravatl Stupa alsc has pradakshinapatha enclosed
within a redika on which many narrative sculptures are
depicted. The domical stupa siructure 1s covered with relief
stupa sculptural slabs which 1s a unique feature. The torana
ol (he Amaravatl Stupa has disappeared over a period of
time. Events from the life of the Buddha and the Jalaka
slorles are depicted. Though In the Amaravall Stupa there
Is evidence of construction activily in the third century
BCE. it was best developed in the first and second centuries
CE. Like Sanchi. the early phase 1s devold ol Buddha
images bul during the later phase, In the second and third
centuries CE, the Buddha images are carved on the drum
slabs and at many other places. Interlor space in the
composition is created by different postures of the fgures
such as semi-back. back, profile, frontal, semi-frontal,
side, ete.

Sculptural form in this area is characterised by intense
emotions. Figures are slender, have a lol ol movement,
bodles are shown with three benis (Le. (ribhanga), and the
sculptural composilion is more complex than al Sanchl

= e % T o

Carving on outer wall of Stupa, Amarapati Stupa drum slab, Amravali, second

ceniury CE
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staticness of form. The idea of creating three-dimensional
space In the relief sculpture is devised by using pronounced
volume, angular bodies and complex overlapping. However,
absolute atlentlon has been paild to the clarity of form
despile s size and role in the narrative. Narratives are
profusely depicted which include events [rom the llfe of
the Buddha and the Jataka storles. There are a number of
Jataka scenes thal have nol been complelely identified. In
the depiction of the birth event, the gqueen is shown
reclining on a bed surrounded by female altendants and a
small-stzed elephant Is carved on the upper frame of the
composition showing the dream of Queen Mayadevi. In
another relief, four events related to the birth of the Buddha
are shown. These represent varied ways ol depleting the
narratives.

The animated movement in the figures gels reduced In
the sculptures of Nagarjunkonda and Goli in the third
century CE. Even within the relatively low rellel volume
than In the Amaravatl sculpiures, arlists al
Nagarjunkonda and Goll managed (o create the eflect of
protruding surfaces ol Lhe bedy which s suggestive In
nature and look very Integral. Independenl Buddha images
are also found al Amaravatl, Nagarjunkonda and
Guntapalle In Andhra Pradesh. Guntapalle 1s a rock-cut
cave sile near Eluru. Small apsidal and circular chatiya
halls have been excavaled belonging Lo the second century
BCE. The other important sile where rock-cul sfupas have
been excavaled is Anakapalle near Vishakhapatanam. In
Karnalaka, Sannall in Gulbarga district Is the largesl stupa
site excavaled so far. Il also has a stupa like the one In
Amaravaill decoraled with sculplural reliel.

Panel. Nogarjunkonda
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Construction ol a large number of stupas does nol mean
that there were no structured temples or vtharas or
chattyas. We do gel evidences bul no structured chaltya or
vthara survived. Among the important structured vtharas,
mention may be made of the Sancht apsidal chailtya
structure, Le.. temple 18, which Is a simple shrine Lemple
having fronl pillars and a hall at the back. Similar
siructured temples al Guniapalle are also worlh
mentioning. Along with the tmages of the Buddha, other
Buddhist tmages ol Boddhisattvas llke Avalokiteshvara,
Padmapant., Vajrapani, Amitabha, and Malireya Buddha
slarted getting sculpied. However, with the rise of Vgjrayana
Buddhism many Boddhisattva images were added as a part
of the personified representations ol certain virtues or
gualities as propagaled by the Buddhisi religious principles
for the welfare of the masses.

Cave Tradition in Western India

In western India, many Buddhist caves dating back (o
the second century BCE onwards have been excavated.
Mainly three architectural types were execuled—(1) apsidal
vaull-rool chattya halls ([ound at Ajanta, Pllalkhora.
Bhaja); (11) apsidal vault-roof pillarless hall (found at
Thana-Nadsur In Maharashira); and (iil) flat-roofed
quadrangular hall with a circular chamber al the back
(found at Kondivite in Maharashtra). The [ront of the
chattya hall 1s dominaled by Lhe moUl ol a semi-circular
chattya arch with an open front which has a wooden facade
and, In some cases, there is no dominating chailya arch
window such as found at Kondivile. In all the chafiya
caves a stupa al the back 1s common.

In the fOrst century BCE some modifications were made
to the standard plan of the apsidal vaull-roof varlety where
the hall becomes rectangular like al Ajanta Cave No. 9

Unfinished chaifya cave, Kanheri
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with a slone-screen wall as a [acade. It
is also found at Bedsa. Nashik. Karla and
Kanheri. Many cave slles have Lhe
standard firsl lype of chaifya halls In the
subsequent period. In Karla, the biggest
rock-cul chatiya hall was excavated. The
cave consists of an open courtyard with
two plllars, a stone screen wall Lo protect
from rain, a veranda, a stone-screen wall
as facade, an apsidal vaull-rool challya P -
hall with pillars, and a stupa at the back. L oY 3
Karla chaiiya hall 15 decorated with RS sl 5o
human and antmal fAgures. They are ' - :%( :
heavy in their execution, and move in the 19 R =5
picture space. Furiher elaboration over Nashik Cave No. 2
Lthe Karla chatfya hall plan is observed al
Kanheri Cave No.3. Though the cave’s Intertor was not fully
finished. it shows how the carving progressed [rom time (o
time. Subsequently, the quadrangular flat-roofed variety
became the mosl preferred design and 1s exlensively found
al many places.

The vtharas are excavated in all the cave slles. The
plan of the vtharas consists of a veranda, a hall and cells
around the walls of the hall. Some of the Importiantl vthara
caves are Ajania Cave No. 12, Bedsa Cave No. 11, Nashik
Cave Nos. 3, 10 and 17. Many of the early vthara caves are
carved with interior decorative molifs like challya arches
and the vedica designs over the cell doors of the cave.
Facade deslgn in Nashik Cave Nos. 3, 10, and 17 became a
distinct achievement. The vthara caves al Nashik were chaitya Cave No. 12, Bhaja
excavaled with front pillars carved with
ghala-base and ghala-capilal with human
flgures. One such vthara cave was also
excavated al Junnar in Maharashtra.
which 1s popularly known as Ganeshlent
because an Image of Ganesha belonging
to a later pertod was Installed in it. Laler,
a stupa was added al the back ol the hall
ol the vthara and il became a chaliya-
vthara. The stupas In the fourith and fifth
centuries CE have Buddha images
attached. Junnar has Lhe largesl cave
excavalions— more than two hundred
caves around the hills of the town—
whereas Kanherl in Mumbal has a
hundred and eight excavaled caves. The
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View, Ajania Caves
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most imporiant sites are Ajanla. Pitalkhora, Ellora, Nashik.
Bhaja, Junnar, Karla, Kanherl. Ajanta, Ellora, and Kanhert
continue Lo Nourish.

Ajanta

The most [amous cave slte 1s Ajanta. IL Is localed in
Aurangabad Districl ol Maharashira Stale. Ajanla has
twenty-nine caves. Il has four chatiya caves dalable to the
earlier phase, l.e., the second and the first century BCE
(Cave Nos. 10 and 9) and the later phase, L.e., the fifth
century CE (Cave Nos. 19 and 26). IL has large chatlya-
vtharas and 1s decoraled with sculptures and paintings.
Ajanta Is the only surviving example ol painting of the
first century BCE and the fifth century CE. The caves al
Alanta as well as In western Deccan in general have no
precise chronology because of the lack ol known daled
inscriptions.

Cave Nos. 10, 9, 12 and 13 belong (o the early phase.
Cave Nos. 11, 15 and 6 upper and lower, and Cave No. 7
belong to the phase earller than late fifth century CE. The

- rest of the caves belong (o late
ffth century CE to early sixth
century CE. The chattya Cave
Nos. 19 and 26 are elaborately
carved. Thelr facade 15
decorated with Buddha and.
Boddhisaliva images. They
are of the apsidal-vault-roof
variety. Cave No. 26 Is very
big and the entire interior hall
is carved with a vartety of
Buddha Images, the biggest
one belng the Mahaparintbbana
image. The rest of the caves
are vthara-chattya caves. They consist ol a plllared veranda,
a pillared hall and cells along the walls. The back wall
has the main Buddha shrine. Shrine images at Ajanta are
grand In slze. Some of Lhe vthara caves are unfinished
such as Cave Nos. 5, 14, 23 24, 28 and 29. Among the
important patrons al Ajanta were Varahadeva (patron of
Cave No. 16), the prime minister ol Lhe Vakalaka king,
Harishena: Upendragupla (patron of Cave Nos. 17-20) the
local King of the region and feudatory of the Vakataka king,
Harishena: Buddhabhadra (patron ol Cave No. 26); and
Mathuradasa (patron of Cave No. 4). Many paintings have
survived in Cave Nos. 1, 2, 16 and 17.

2024-25



Post-Matmyan TRENDS v INDiaN ART AND ARCHITECTURE

g e . e I -
Sculptural pane! in the veranda of Cave No. 2. Ajanta

Paintings have a lol of typological variations. Outward
projections are used in the Ajanta paintings of the fifth
century CE. Lines are clearly deflned and are very
rhythmic. Body colour gels merged with the outer line
creating Lhe effect of volume. The fgures are heavy llke
the sculptures of weslern India.

The caves of the early phase also have
paintings especially Cave Nos. 9 and 10. They
belong to the first century BCE. The figures
are broad with heavy proportion and arranged
in the picture space In a linear way in Cave
No. 9. Lines are sharp. Colours are limited.
Figures in these caves are painted with
considerable naturallsm and there is no over-
silylisation. Events are grouped Logether
according to geographical location. Tlered,
horizontally-arranged [gures appear as a
convenient cholee of the artisans. Separation
of geographic location has been indicaled by
using outward architectural bands. Figures
appear llke the Sanchl sculptures which
indicate how the lithic and painting traditions
were progressing simultaneously. The fronial
knot of the headgear of the figures [ollows the
same pallern as Lhal of Lhe sculptures.
However, there are a few different patterns of
headgear.
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Apsara. Cave No. 17, Ajanin
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The second phase of
paintings can be studled
[rom the images ol Lhe
Buddhas painted on the walls
and pillars ol Cave Nos. 10
and 9. These Buddha [gures

| are different from the figures

painted in the fifih century

.| CE. Such developments in

painlings need o be
understood in the conlext of
the religious requirement.
Cave excavation and painting
were simultaneous processes

and dating of the paintings lollows the dale of the cave
excavatlons. The next stage ol developmenl Is observed
mainly in the paintings of Cave Nos. 16, 17, 1, and 2.
However, 1l does nol mean thal pictures had not been
painted in other caves. Infact almost in all the fAnished
excavallons, plctures have been painted bul very few have
survived. Palntings have typological variations in these
caves. It may also be observed that various skin colours

Painted ceiling, Cave No. 10, Ajanta
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Paintings, Cave No. 9, Ajania

are used in the paintings such as brown, yvellowish browmn.
greenish, yellow ochre, ete., which represent a
multicoloured population. Paintings of Cave Nos. 16 and
17 have precise and elegant painterly quality. They do not
bear the ponderous volume of the sculptures in the caves.
Movements in the fgures are very rhylthmic. Brown (hick
dark lines are used as contours. Lines are [orceful and
full of energy. Attempls are also made to give highlights In
the fgural compositions.

The paintings of Cave Nos. 1 and 2 are very orderly and
naturalistic, well integrated with the sculptures in the caves.
Archilectural setling Is simple and Lhe arrangement of
figures Is delinealed in the circular form (o create three-
dimensionality and the special effects. Hall-closed. elongated
eves are employed. Dilferent gullds of artisans seem (o have
worked on the paintings of these caves which can be inferred
from their typological and stylistic vartations. Naturalistic
postures and unexaggeraled [acial [eatures are used as
exceptional types.

The themes of the paintings are the events [rom the
Itfe of the Buddha. the Jatakas and the Avadanas. Some
paintings such as Stmhala Avadana, Mahajanaka Jataka
and Vidhurpundiia Jalaka cover the entire wall of the cave.
It 1s worth noting that Chaddanta Jataka has been painted
In the early Cave No. 10 with many detalls and evenis
grouped according Lo their geographical locations. Evenls
that happened in the jungle and evenis that happened in
the palace are separaled by thelr locations. In Cave No. 10
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Part of Mahafanaka Jataka
panel, Cave No. 1. Ajania

An IntrODUCTION TO INDIAN ART

Chaddanta falthfully follows the Pall lext whereas the one
painted in Cave No. 17 is very diflerent. In one of the events,
the Boddhisattva. Chaddanta. 1s shown removing his own
tusk and giving It Lo Lthe hunler, Sonutlar. The olher
important paintings are Lthe famous Padmapani and
Vajrapan! In Cave No. 1. However, It may be observed that
the tmages of Padmapan! and Vajrapani are very common
in Ajanta bul the besl preserved paintings are In Cave No.
1. Some fgures in Cave No. 2 have allllation with the
Vengl sculptures and at the same time, the influence of
the Vidarbha sculptural tradition is also observed in the
dellneation ol some sculplures. The subsequent
development of the painting tradition has been discussed
in the next chapter.

Ellora

Another important cave site localed in Aurangabad District
is Ellora. It is located a hundred kilomeires from Ajanta
and has Lhirty-four Buddhisl, Brahmanieal and Jain caves.
It 1s a unigue ari-historical site in the countiry as it has
monasiries associated with the three religlions dating [rom
the fifth century CE onwards to the eleventh century CE.
It Is also unique in terms of siylistic eclecticism, l.e.,
confluence ol many styles at one place. The caves of Ellora
and Aurangabad show the ongoing differences belween Lhe
two religlons—Buddhism and Brahmanical. There are
twelve Buddhist caves having many images belonging (o
Vajrayana Buddhism like Tara, Mahamayuri, Akshobhya,
Avalokiteshwara, Maltrya, Amitabha, etc. Buddhist caves

Couriyard, Kailnsh Temple, Seated Buddha, Chaitya Hall,
Cave No. 16. Ellora Cave Na. 10. Ellora
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are big in size and are of single, double and (riple storeys.
Thelr pillars are massive. Ajanta also has excavaled
double-storeyed caves but al Ellora, the (riple slorey i1s a
unique achievement. All the caves were plastered and
painted but nothing visible is lefl. The shrine Buddha
images are big In size: they are generally gnarded by the
images of Padmapani and Vajrapani. Cave No. 12, which
15 a (riple-storey excavallion, has images of Tara.
Avalokileshwara. Manushl Buddhas and the images of
Valrochana. Akshobhya, Ralnasambhava, Amitabha.
Amoghsiddhi, Vajrasatva and Vajraraja. On the other hand,
the only double-storey cave of the Brahmanieal [ailh 1s
Cave No. 14. Pillar designs grow from the Buddhist caves
and when they reach the Jain caves belonging to the ninth
century CE. they become very ornate and the decorative
forms gain heavy protrusion.

The Brahmanical Cave Nos. 13-28 have many
sculptures. Many caves are dedicated to Shatvism. but
the itmages of both Shiva and Vishnu and their various
forms according to Puranic narrative are depicted. Among
the Shaivite themes. Ravana shaking Mount Kailash.
Andhakasurvadha, Kalvanasundara are prolusely depicled
whereas among the Valshnavite themes, the different
avatars of Vishnu are depicted. The sculptures at Ellora

CGajasur Shiva, Cave No. 15, Ellora
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are monumental, and have protruding volume that create
deep recession in Lhe plcture space. The images are heavy
and show considerable sophistication in the handling of
sculptural volume. Various guilds at Ellora came [rom
different places ltke Vidarbha, Karnalaka and Tamil Nadu
and carved the sculptures. Thereby it 1s the mosl diverse
site In India In terms of the sculptural styles. Cave No. 16
Is known as Kallash leni. A rock-cut temple has been carved
oul of a single rock, a unique achievemenl of the artisans,
which will be discussed in the next chapter. Among the
important Shatvile caves are Cave No. 29 and Cave No. 21.
The plan of Cave No. 29 is almost like that of the main cave
al Elephanta. The sculptural quality of Cave Nos. 29, 21,
17, 14 and 16 1s amazing [or 1ls monumentallly and vigorous
movementis in the picture space.

The Bagh Caves, consisting of Buddhist mural paintings,
are localed 97 km [rom Dhar disiricl of Madhya Pradesh.
These rock-cul cave monuments are nol natural bul carved
over a period of time during the ancient India mostly during
Lthe Satvahana period. The Bagh caves, llke those al Ajanta,
were excavaled by masler craftsmen on perpendicular
sandstone rock face of a hill across the seasonal siream of
Baghanl. Out of Lhe original nine caves, only [ive have
survived, all of which are vtharas or resting places f[or
monks, having a quadrangular plan. A small chamber.
usually al the back. forms the Chatiya — the prayer hall.
Mosl significant of the five caves is Cave No. 4, commonly
known as the Rang Mahal, meaning the Palace of Colours,
where painlings on Lthe wall and cellings are still visible.
Other caves where remanants of tempra mural painlings
on the walls and ceiling can be seen are Cave Nos. 2, 3, b
and 7. The ground prepared was a reddish-brown gritly
and thick mud plaster, laid oul on the walls and cellings.
Over the plaster, ilme-priming was done, on which these
paintings were made. Some ol the mosl beauliful painlings
were on the walls of the portico of Cave 4. To prevenl hurther
loss of the values of the Indian art, most paintings were
carefully removed In 1982 and loday can be seen In Lhe
Archaeological Museum of Gwallor.

Elephanta Caves and Other Sites

The Elephanta Caves localed near Mumbal are dominated
by the Shatvite faith. It 1s contemporary with Ellora, and its
sculptures show slenderness In the body, with stark light
and dark effects.
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Entrance to Elephonta Caves

The (radition of rock-cul caves continued In the Deccan
and they are found nol only in Maharashira but also in
Karnataka, mainly al Badam! and Atholl. executed under
the patronage of the Chalukyas: in Andhra Pradesh in the
area of Vijayawada: and in Tamil Nadu, mainly al
Mahabalipuram, under the patronage of the Pallavas. The
post-sixth-century development ol art hislory in the country
depended more on political patronage than the collective
public palronage of the early historic periods.

Mentlon may also be made of the lerracolla Agurines
that are found al many places all over the couniry. They
show a parallel (radition with the religious lithie sculptures
as well as the Independent local traditlon. Many lerracolla
flgures of varlous slzes are [ound which show thelr
popularity. They are toys, religious Hgurines as well as
ficurines made [or healing purposes as parl ol the bellel
syslems.

Cave Tradition in Eastern India

Like in western India, Buddhist caves have also been
excavaled In easlern India. mainly In the coastal region of
Andhra Pradesh, and in Odisha., One of the mam slies in
Andhra Pradesh 1s Guntapalle in Eluru districl. The caves
have been excavated in the hills along with the structured
monasteries. Perhaps 1L 1s among the very unique siles
where Lhe structured stupas, vitharas and the caves are
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Udaigiri-Khandagiri caves near Bhubanesar Details of the veranda. Udaigin-Khandagiri

excavaled al one place. The Guniapalle challya cave Is
circular with a stupa In the circular hall and a chatiya
arch carved al the entrance. The cave is relatively small
when compared to the caves In weslern India. A number
of vthara caves have been excavated. The main vthara caves,
despile the small dimensions, have been decoraled with
chaltya arches on the exterior. They are rectangular with
vaulled roof and are carved single-storeyed or double-
storeyed without a large central hall. These excavallons
dale back to the second century BCE. There are some
excavallons which were added In the subsequent centuries
but all are of the vthara type. Apart from Guntapalle, the
other Important cave sile s Rampaerrampallam which has
very moderale small excavations bul there are rock-cut
stupas on the hillock. At Anakapalll near Vishakhapatnam,
caves were excavaled and a huge rock-cul stupa was carved
out ol the hillock during the fourth-fifth centurtes CE. It
is a unique site as il has the biggest rock-cul stupas in
the country. Many votive rock-cut stupas all around the
hillock have also been excavaled.

The rock-cul cave tradition also existed In Odlisha. The
earliest examples are the Udalgiri-Khandagirl caves in the
vicinity of Bhubaneswar. These caves are scatlered and
have Inscriptions ol Kharavela Jain kings. According Lo
the inscriptions. the caves were meanl for Jaln monks.
There are numerous single-cell excavalions. Some have
been carved in huge independent boulders and given the
shape of animals. The big caves include a cave with a
plllared veranda with cells at the back. The upper part of
the cells is decoraled wilh a series of chaliya arches and
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narratives that still continue in the folklores of the reglon.
The flgures in this cave are voluminous, move [reely in
the plcture space, and are an excellenl example
of qualitative carving. Some caves In this complex were

excavaled later, some time in the eighth-ninth centuries
CE.

EXERCISE
1. Describe the physical and aesthete [eatures of Sanchl
Stupa-1.

2. Analyse the siylistic trends of the sculptures in Norih India
during the fifih and sixih ceniuries.

3. How did cave architecture develop in differenl parts of
India, from cave sheliers lo the monolilic lemple al Ellora?

4. Why are the mural paintings of AjJanta renowned?

2024-25

45



An IntropucTioN TO INDIAN ART

R

L] fﬁ..-

46

% .. ¥

aF 5w

[HONVG ‘T -vdOLS

2024-25



47

CTURE

Post-Maumyan TRENDS v INDiaN ART AND ARCHITI

soapfinygioys Jo safeun a1 a18 MO[aq L] T8 (B U0ZLoL
1SOULIaMO] 31[) Jo suolsuaxa ay) Fupaoddng yoeq ay) 18 S8 [[am
S8 LUOL ) U0 st (Randings JuaLaip M pajeiosap 81 1eq
(B uoziaoy yoey dol sl uo s1eq (muozioy saa pue amppd (earuoa
OM] 0 $1SISU0D BUTLo) Yoed "atatl adow ou 81 g-edmg jo saamdinos
JANAED 91 10 APIF QUL Gwnion JO A Bag) et Ul ajgey eual
ale sainldinos (a1 v jo youriq ag) Fuipjoy Ape “at) mpfioyqoys
oy pug sted uo safew ueipiend auv atalfl ons[EInIeu L19A
ale yapyas uopsuawgp pue idap 1y0q smors Apog A1) jo Jusun e
srmougorsand goyy Fundinags jo A1ajsei AGRISGPISUOD MOYS
‘uopstaup uy (ews guga apdsap fyoues 1@ saaniy o sodnys
sasfieLIBEd atf) J0 aud Jusitodwg ur swooeg osie smymer - 1-edms
0 385011 VBl dajjdeaale F-udnis jo oopaa ay) uo sageur) jo fujaes
ayl ‘wdms Jsaplo ayl s (-edig yEnoyl spleauo 4o Sniusd
18111 a1 woyy AFojouoiys arssod 1 218U SAdUATAP 18IS
JJONL SUOHOALP INOJ [[B U] PIjONIISUog alw spuno] ne ‘sodns
‘mauyyo e sucayy Adwm ue s Ajeajoquuds LMoys ) eyppng
‘sarnjdinas s desnjord pajstooap ate sAemaad Ino) s 9as s
o3 enbiun sp yamga yrodouyssopmad saddn ayy ospe sp adat, mpped
AU M Palasod st odms o) punose indogysyupoad oy 's1eto
Q1) A pamol(o] 151 apew sem AeMa1uE inos a1 SINANOe apsiae
DY SRSEUOL JO a1jUa B Stesad [1oues Moy Suneapul ‘wdrus syl
J0 apis waynos a1 uo pungy s uopdiosuy we g aepd epdes
U0} UBMOISY Ayl ‘(sAnames) vuniop o1} PUB PIpeq ‘aucls im
patascd sem pue podad B teao papusdse yoajgam aImaNI s ORI [[BULS
BosEM pdms ayl AremEno arnoanyaie pdngs o sapdarexa psauy
U JO Auo s] sAemaled §3) U0 SFUIALBRY A1) 1o) umouy {-pdig
BurlEEEnowey ey
pue epndireg jo sapal ayy sey g-ednig “Jayses gL eyl
Uo Punoj e sAUBL 2L ‘SUonrIauai (uadayp a0 o) Fupiuorag
SO0 SNOUTR| 88a] U] J0 sajal a1f) ‘g-ednis ‘eyppng aif) jo sapjal atp)
aapt o) pawnsard sp 1-edng youeg 18 sodngs Ul Ay o st
sodrys (ews SaANR@L 90 s Fuony as afeiay plos e s
‘ysopety eAypep o endeo s ‘redoyg woly wy Og moge ‘Tyoueg

2024-25



An IntropucTioN TO INDIAN ART

SEAaTED BuppHA, KATRA MounDp, MATHURA

2024-25



Post-Maumyany TRENDS v INDIAN ART AND ARCHITECTURE

Mathura was a great centre [or making sculpiures
during the early historic period and many images have
been found here. A large number of images dating
back Lo the Kushana Perled ts from Mathura, A
distinel way of sculpling practised at Mathura makes
the images found here different [rom those al olher
cenires In the couniry. The image of the Buddha from
the Kaira mound belongs o the second century CE.
It represents the Buddha with two Boddhisaliva
atlendantis. The Buddha ts seated in padmasana
(cross-lolded legs) and the righl hand is in the
abhayamudra, raised a litlle above Lthe shoulder level
whereas the lefi hand is placed on the left thigh. The
ushanisha. Le.. hair knol, is shown with a vertically
ralsed projection. Mathura sculptures from Lhis period
are made with lUght volume having leshy body. The
shoulders are broad. The sanghati (garment) covers
only one shoulder and has been made prominenitly
visible covering the left hand whereas while covering
the torso, the independent volume of the garment is
reduced Lo the body torso. The Buddha is sealed ona
lon throne. The allendani Agures are ldentifled as
the images of lhe Padmapanl and Vajrapanl
Boddhisalivas as one holds a lotus and Lthe other a
vajra (thunderbolt). They wear crowns and are on
elther stde of the Buddha. The halo around the head of the Bnddha
is very large and is decorated with simple geometric motils. There
are two Oying Agures placed diagonally above the halo. They beara
ot af movement in Lhe plciure space. Flexibllily replaces the earlier
rigidity in the images giving them a more earihy look. Curves ol Lthe
body are as delicately carved. The uprght posture of the Buddha
image creates movement in space. The face s round with fleshy
cheeks. The bulge of the belly Is seulpied with controlled
musculature. [t may be noted that there are numerous examples of
sculptures from the Kushana Perlod at Mathura, but this image 1s
representative and is imporianl {or the understanding of the
development of the Buddha image in the subsequent periods.
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The Buddha head from Taxila in the Gandhara reglon. now in )
Pakistan. dales back to the second century CE and belongs . T
to the Kushana period. The Image shows hiyvbridised piclorial :
conventions that developed during the Gandhara pertod. & =
IL has Greco-Roman elementis in the (reatment of ;# )‘

1 .

sculpture, The Buddha head has typical Hellenistic
elements that have grown over a period of time. The

curly hair of the Buddha is thick having a covered
layer of sharp and linear sirokes over the head.
The forehead plane is large having protmding
eyeballs, the eyes are hall-closed and the [ace
and cheeks are nol round like the images found
in other parts of India. There {s a certaln amount
ol heaviness In Lhe Ngures of the Gandhara
reglon. The ears are elongated, especially the
earlobes; The ireatment of the form bears linearity
and the outlines are sharp. The surface is
smoolh. The Image is very expressive. The
interplay of light and dark is glven
econsiderable atlention by using the curving
and protruding planes of the eye-sockel and
the planes of the nose. The expression of
calmmness Is the central poinl ol atiraction.
Modelling of lhe face enhances the naturalism
of three-dimensionality. Assimilating various
tratts of Acamentan, Parthian and Bacirlan
iradillons into the local tradition is the
hallmark of the Gandhara siyle. The
Gandhara Images have physlognomile lealures ol Lhe
Greco-Roman tradition but they display a very distinct way
of treating physiognomic details that are nol completely
Greco-Roman. The source of developmenl of Buddha images,
as well as, others has 1is genesls in Its pecullar conditlons
in western and eastern style. It may also be observed. that
Lhe north-weslern parl of India, which 1s now Pakistan.
always had continuoiis habllation from prolo-hisioric Umes,
It continued tn the historical period as well. A large number
ol images have been found in the Gandhara reglon. They
consist of narratives of the life of the Buddha, narrations
from the Jataka stortes. and Buddha and Boddhisativa

images.
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This image of the Buddha from Samath belonging to the late fifth
century CE Is housed In the sile museum al Sarnath. [L has been
made in Chunar sandsione. The Buddha is shown sealed on a
throne in the padmasana. It represents dhammachackrapravariana
as can be seen from the figures on Lthe throne. The panel below Lhe
throne depicts a chakra {wheel) In (he centre and a deer on elther
side with his disciples. Thus, it is the representation of the historical
evenl of dhammachakraprapariana or the preaching of the dhammo.
This Buddha tmage Is a ine example of lhe Sarnath school of
sculpture. The body is slender and well-proportioned but slightly
elongated. The outlines are delicate. very rhythmte. Folded legs are
expanded In order to creale a visual balance in Lhe plcture space.
Drapery elings to the body and 1s transparent to create the effect of
integrated volume. The [ace s round. Lhe e_'-,rf:s are hall-closed. the
lower Hp is proiruding, and the =~ :
roundness of the cheeks has
reduced as compared Lo the earller
images from the Kushana Period
al Mathura. The hands are shown
in dhammachakrapravartana
mudra placed just below the chest.
the neck 1s shghtly elongated with
two Inetsed lnes indicating folds.
The ushanisha has circular curled
hatrs. The atm of the seulptors in aneient India had always been to
represernl the Buddha as a greal human being whe achiteved nibbana
{l.e., cessation of anger and hate). The back of the throne is profusely
decorated with different moiifs of flowers and creepers placed tn a
concentrie circle. The central part of the halo 1s plain without any
decoration. It makes the halo visually tmpressive. Decoration tn halo
and the back of the throne indicates the artisan’s sensttivity.
Sarnalh Buddha images of this petiod show conslderable soliness
in the (reatment of the surface and volume, Transparent drapery
becomes pari of the physical bedy. Such refinement comes over a
period of Ume and Lhese fealures continued In subsequent perlods.
There are many other Buddha images (n the standing posttion
from Sarnath having features Hke transparent drapery, subtle
movement. carved separately and

placed aboul the memorial stupas
around the Dharmmarajilka Stupa. These
images are mow preserved in the
Sarnath Museum. They are elther
single or with the attendant Agures of
Boddhisaltvas, Padmapani and

Vajrapani.
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This painting on the back wall ol the interior
hall before the shrine-antechamber in Cave No. 1
al Ajanta dates back Lo the late fifth century
CE. The Boddhisativa is holding a padma (lotus),
has large shoulders, and has three benis in Lthe
body creating a movement in the piclure space.
The meodelling is soll. Outlines are merged with
the body volume creating the elfecl of three-
dimensionality. The figure of the Boddhisativa
is wearing a big crown in which detatled
rendering is vistble. The head is slightly bent to
the lefi. The eyes are hall-closed and are slightly
elongaled. The nose 1s sharp and stralghtl. Light
colour all over the projected planes of the [ace
ts almed al crealing an effect of Lhree-
dimensionality. The beaded necklace oo has
similar features. Broad and expanded
shoulders creale heaviness In the body. The
Lorso is relatively round. Lines are delicale. W e
rhythmie, and define the contours of the body. 'I‘he Tight hand Is
holding a lotus and the left hand 1s extended in 'the space. The
Boddhisattva ts surrounded by small Agures. The foreshortened right
hand of the Boddhisattva makes the image more solid. and effectively
dense. The thread over Lhe torso 1s shown with Nne spiral lnes
indicating its dimenslons. Each and every part of Lhe body 1s glven
equal attention. Light red, brown. green and blue colours are used.
Nose projections. incised end of lips with lower lip projection and
small chin contribute to the overall effect of selidity in the figure
composition. The paintings tn Cave No. 1 are of good quality and are
better preserved. One can observe cerlain typological and stylistic
variations in the patnlngs of Ajanta tndicating different gullds of
artisans working on (he cave paintings at Alanta over the centuries.

Omn the other stde of the timage Vajrapani Bodhisativa has been
painted. He holds a vafra in his right hand and wears a crown. This
image also bears the same pictorial gualities as the Padmapani.
Cave No. 1 has many inleresting patntings
of Buddhist themes suich as Maohafanak |
Jataka, Umag Jataka, etc. The Mahajanak
Jatalkals painted on the eniire wall side and *
is the biggest narralive painting. It may be
observed that the paintings of Padmapant
and Vajrapanl and Lhe Bodhisattvas are
painled as shrine gunardians. Similar such
iconographilc arrangement is also ohserved
in olher caves of Alanla. However
Padmapani and Vajrapani in Cave No. 1 are
among the best survived paintings of Ajanta.
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The theme of Mara Vijava has been painted
in the caves of Ajanta. This is the only
scuiptural representation sculpted on the
righl wall of Cave No. 26. 1L 1s sculpled near
the ecolossal Buddha 1mage of
Mahaparinibbana. The panel shows Lhe
image of the Buddha In the cenire
surrounded by Mara’s army along with his
daughter: The evenl 1s part of the
enlightenment. It is a persontfication of the
commotion of mind which the Buddha
wenl through al the Ume of
enlightenment. Mara represents desire.
According to the marrative, there Is a
dialogue between the Buddha and Mara,
and the Buddha is shown with his right hand Indicating lowards
earth as a wilness Lo his generosily. This rellel sculptural panel 1s
highly animaled and shows a very matured sculptural style al
Ajanta. The composition is very complex with highly veluminous
images. Their complex arrangement in the picture space is highly
dyvnamic and generates considerable movemenl. The lipare on Lhe
right shows Mara coming with his army conststing of vartous kinds
of people Including some wilh grotesque antmal faces. The dancing
figures al the lower base with the musiclans have forward builging
walsl, and one of the dancing figures has expanded her hands in
the dancing posture with an angular frontal look. On the lelt lower
end, the mage of Mara Is shown contemplating how (o disturb
Stddhartha, the name of the Buddha before enlightéenment. The
army of Mara Is shown marching towards the Buddha in the Arsl
halfl of the panel whereas Lhe lower half of the panel shows the
departing army of Mara giving him aderations. The cenirally placed
Buddhais in padmasana and a tree at the back is shown by dense
leaves. Some of the faclal [eatures of the Mara army has lacil
characlers of lhe sculplures [rom ’
Vidarbha. The artisans at Ajanta worked
in gullds and thelr styliste affillations can
be traced by idenUlying such stylistic
features. This is the largest sculpiural
panel al Ajanta. Though Lhere are several
big images In Lhe caves of Ajanla and
especlally located in theé shrine-
antechamber as well as facade walls, such
a complex arrangement of figures 1s
unique: On the other hand. painted panels
exhibil sueh complexitles in Lhelr
arrangement. A similar Kkind of
arrangement of dancing Agures in a panel
is also observed al the Aurangabad caves.
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Anantha from Anonthopadmanabh
Temple, Kasarghod

B. Shiva chasing the boar—a seene [rom
Kiratarjuniya, Lepaksh temple

C. Chola king Rajaraja and couri poet
Karnmwar Dever, Thanjavoer eleventh
ceniury

[). Shina killing Tripuraasura, Thamjavroor

E. Rama kills Ravanc, a scene frem
Ramayana panel. Mattancheri Palace

F. Shasta. Podmonabhapuram Palaoce,
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_']‘VEN after Ajanta. very few sites with paintings have
A ssurvived which provide valuable evidences Lo
reconstruct the tradition of paintings. Il may also be noled
that the sculptures too were plastered and painted. The
tradition of cave excavatlons continued [urther al many
places where sculpting and painting were done
simultaneously.

Badami

One such site 1s Badami in the Siate of Karnataka. Badaml

was Lhe capilal of the early Chalukyan dynasty which ruled Queen and
the regton from 543 Lo 598 CE. With the .
decline of the Vakataka rule. the Chalukyas
established their power in the Deccan. The
Chalukva king, Mangalesha. patronised the
excavation ol the Badaml caves. He was Lhe
younger son of the Chalukya king, Pulakest
I. and the brother of Kirtivarman 1. The
inscription in Cave No.4 mentions the date
578-579 CE. describes the beauly of the cave
and includes the dedication ol the image of
Vishnu. Thus it may be presumed thal the
cave was excavaled In the same era and the
patron records his Valshnava afflliation.
Therefore, the cave is popularly known as
the Vishnu Cave. Only a [ragmenl of the
painting has survived on the vaulled rool of
the fronl mandapa.

Paintings in this cave deplcl palace
scenes. One shows Kirttvarman. the son of
Pulakesl 1 and the elder brother of
Mangalesha, sealed Inside the palace with
his wife and feudalories watching a dance
scene. Towards the corner of the panel are
fioures of Indra and his retinue. Stylistically
speaking. Lhe painting represents an
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extension of the tradition of mural painting from Ajanta lo
Badami in South India. The sinuously drawn lines. fuld
forms and compact composition exemplify the proficiency
and maturity the artists had achieved In the sixth century
CE. The gracefully drawn [aces of the King and the queen
remind us ol the siyle of modelllng In Ajanta. Their eye-
sockels are large, eyes are hall-closed, and lips are
protruding. It 1s noteworthy to observe that the contours
of different parts of the [ace create protruding structures
of the face itsell. Thus, with simple line treatmentl artists
could create volume.

Murals under the Pallava, Pandava and
Chola Kings

The tradition of painting extended further down south in
Tamil Nadu in the preceding centurles with reglonal
variations during the regimes of Pallava, Pandya and Chola
dynasties. The Pallava kings who succeeded Lhe Chalukya
kings in paris of South Indla. were also patrons of arts.
Mahendravarma 1 who ruled in the seventh century was
responsible for bullding temples at Panamalal,
Mandagapattu and Kanchipuram. The inscription at
Mandagapaltu mentions Mahendravarman [ with
numerous titles such as Vichilrachitia (curlous-minded),

Sittanvasal — early Pandya period, ninth century CE
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Chitrakarapull (Hger among artists), Chaityakarl (lemple
builder}, which show his Interest In ari aclivilles. The
paintings in these temples too were done at his Initiative,
though only fragments remain. The Panamalal figure ol a
female divinity 1s drawn gracefully. Paintings al Lhe
Kanchipuram lemple were paltronised by the Pallava king,
Rajsimha. Only (races of paintings remain now which
depict Somaskanda. Faces are round and large. Lines are
rhythmic with increased ornamentalion when compared
with the paintings of an earlier periods. Depiction of lorso
still remains like the earller sculptural tradition but 1s
elongated.

When the Pandyas came to power, they too patronised
art. Tirumalaipuram caves and Jaina caves al Siltanvasal
are some of the surviving examples. A few fragmented
layers ol painlings can be seen in Tirumalalpuram. In
Sittanavasal. the paintings are visible on the cellings of
shrines, in verandas. and on the brackels.

On the pillars of the veranda are seen dancing fgures
ol celestial nymphs. The contours of Agures are firmly
drawn and palnted in vermillion red on a lighler
background. The body 1s rendered In yellow with subtle
modelling. Supple imbs, expression on the {aces ol dancers,
rhythm in thelr swaying movement. all speak of the artists’
skill in creative imagination in visualising the forms in

y i ,"'"'_'E"-‘-. e by

Devi— seventh ceniuny CE. Panamstai
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the architectural context. Their eyes are slightly elongaled
and al times protrude off the face. This feature Is observed
in many subsequent paintings in the Deccan and South
India.

The tradition of bullding temples and embellishing them
with carvings and paintings continued during the relgn of
the Chola kings who ruled over Lhe reglon from the ninth
to the thirteenth century. But it was In the eleventh
century. when the Cholas reached their zenith of power.
Lthal masterpleces ol the Chola art and archilecture began
Lo appear. The temples of Brthadeswara al Thanjavur.
Gangailkonda Cholapuram and Darasuram in Tamil Nadu
were bullt during the reigns of Rajaraja Chola, his son.
Rajendra Chola and Raj a raja Chola II. respectively.

Though Chola paintings are seen In Nartamalal, the
mosl important are those in Brihadeswara lemple. The
paintings were execuled on the walls of the narrow passage
surrounding the shrine. Two layers of paintings were found
when they were discovered. The upper layer was painted
during the Nayak period, In the sixteenth century. Thanks
to the cleaning of the surface painting, examples of Lthe
greal traditton of painting during the Chola perliod were
unvelled. The palntings show narrallons and aspecls
related to Lord Shiva, Shiva in Kallash, Shiva as
Tripurantaka, Shiva as Nalaraja. a portrail of the palron
Rajaraja and his mentor Kuruvar, dancing figures, elc.

Vijayanagara Murals

The paintings of Brihadeswara temple exempllfy the
stylistic maturity the artists evolved over Lthe years. Sinuous
pre-delermined flow of lines, supple modelling of fgures.

Dakshinamuriy, Vijoypanagar, Lepakshi
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elongation of the physiognomic features of human figures—
all these represent the perfection the Chola ariist had
achieved during the period on the one hand and the phase
ol transition on the other. With the decline of power of the
Chola dynasty in the thirteenth century, the Vijayanagara
Dynasty (fourteenth-sixleenth centurles) caplured and
brought under its conirol the region [rom Hampt to Trichy
with Hampl serving as ils capital. Many paintings survive
in a number of temples. The paintings at Ttruparakunram,
near Trichy, done in the fourteenth century represent the
early phase of the Vijayanagara style. In Hampl. Lhe
Virupaksha lemple has paintings on the celling of Ils
mandapa narraling events from dynastic history and
episodes from the Ramayana and the Mahabharata. Among
the Important panels are the ones which show Vidyaranya,
the spiritual teacher of Bukkaraya Harsha, being carrled
in a palanquin in a procession and the incarnations of
Vishnu. The [aces of the figures are shown in proflle, with
large [rontal eyes. The flgures have narrow waists.

In Lepakshi, near Hindupur, in present Andhra Pradesh,
there are glorlous examples of Vijayanagara painlings on
the walls of the Shiva lemple.

In keeping with the tradition, the Vijayanagara painters
evolved a pictorial langnage wherein the faces are shown
in profile and figures and objects two-dimensionally. Lines
become still but Nuid. compeositions appear in rectilinear
compariments. These stylistic conventions of the preceding
centuries were adopled by artisis In varlous centres in
South India as can be seen In the painiings of the Nayaka
Period.

Paintings of the Nayaka dynasty in the seventeenth and
elgtheenth cenlurles are seen In ’I‘hiruparakunram

Ladics attending Parvati. Virbhadrm Temple, Lepaic.siu
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Sreerangam and Tiruvarur Iin Tamil Nadu. In
Thiruparakunram, paintings are found of two different
periods—of the fourteenth and the seventeenth century.
Early paintings depict scenes [rom the lfe of Vardhaman
Mahavira.

The Nayaka palntings deplcl eplsodes from the
Mahabharata and the Ramayana and also scenes [rom
Krishna-leela. In Tiruvarur, Lhere 1s a panel narrating the
story of Muchukunda. In Chidambaram, there are panels of
paintings narrating storles relaled to Shiva and Vishnu—
Shiva as Bhikshatana Murit. Vishnm as Mohint, elc.

In the Sr1 Krishna temple at Chengam in Arcot District
there are 60 panels narrating the story of the Ramayana
which represent Lhe late phase ol Nayaka paintings.

The examples cited above suggesl thal Navaka painiings
were more or less an extension of the Vijayanagara style
with minor reglonal modifications and ineorporations. The
figures, mostly in profile, are sel against a Mat background.
Male figures are shown slim-waisted but with less heavy
abdoman as compared to those in Vijayanagara. The artist,
as in the previous cenluries and following traditions, has
tried Lo infuse movement and make the space dynamic.

The painting of Nataraja at Tiruvalanjull 1s a good example.

Kerala Murals

Kerala painlers (during the pertod from the sixteenth (o
the elght&eni.h century) evolved a pictorial language and
technique of their own while discriminately adopting
cerlain stylistic elements from Nayaka and Vijayanagara
schools. The painiers evolved a language taking cues from
contemporary lraditions, like Kathakall and kalam ezhuthu

Venugopeal, Sri Rama Temple, Triprayar
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{ritual floor painting of Kerala), using vibrant
and luminous colours, representing human
[gures In three-dimenstonality. Most of the
paintings are seen on Lhe walls of shrines
and cloister walls of temples and some inside
palaces. Themaltically too, paintings [rom
Kerala stand apart. Most of the narrations
are based on those episodes [rom Hindu
mythoelogy which were popular in Kerala. The
artist seems to have derlved sources [rom
oral traditions and local versions of the
Ramayana and the Mahabharata for painted
narration.

More than sixty siles have been [ound
with mural paintings which include three
palaces—Dutch  palace In  Kochi,
Krishnapuram palace In Kayamkulam and
Padmanabhapuram palace. Among Lhe sites
where one can see Lhe malure phase of
Kerala's mural painting (radilion are
Pundareekapuram Krishna Lemple,
Panayanarkavu, Thirukodithanam, Triprayar
Sri Rama temple and  Trissur
Vadakkunathan temple.

Even loday we observe Lhal mural u . .
painting on interfor and exterior walls of hnuses n vl]iages Krishna playing flute,

or havelts 1s prevalent In different paris of the country. accompanied by Gopikas.
Krishna temple,

These paintings are usually made by women either al the
time ol ceremontes or festivals or as a rouline lo clean
and decorate the walls. Some of the (raditional forms of
murals are ptthoreo in parts of Rajasthan and Gujaral,
Mithila painting In northern Bihar's Mithila reglon, warli
paintings in Maharashira. or simply paintings on the
walls, be Il in a village of Odisha or Bengal. Madhya
Pradesh or Chhattisgarh.

Pindareskaprrem

EXERCISE

1. Whal are the main [eatures of Badami cave paintings?
2. Write an essay on Vljayvanagara paintings.
3. Describe the mural traditions of Kerala and Tamil Nadu.

2024-25



Xkl st
I'r" !__r e H\'\
s a I * e
AFGHANISTAN § A . y
i )
5§t CHINA
1;1 § M

; (sl = LS
'_-L.‘j : & r#ﬂ % . i e et "“\ll::l ‘?I
p- Sor S ) M,
( S LS o
3 A =

/ -
iy i o Mmem ,_'l}xh
PAKISTAN  //— | i i o % = A
w2 £~ l \ﬁmmf & e
£ 4 -y Enillu e b "\...-‘ e
WMJ J‘..ff Y \ b 4 i M -rrz—: :(r.-'--—--..‘:l_,_,
{ bt pran b ¥ e L artd
" RAJASTHAN 'h:n: \ gk G L R
} » rrgitia, § ---u.: P "’"r}-\i.-* i
ey s \?"';h' ’?}bﬂﬂt;u'n: ! i .
‘a Chisar Y %ﬁfﬁ“ w—!__ﬁ':d-}:_rm-wlx_
[ el L i i,
B E—" Dipin,  TANE "y BIHAR il /5 NG ADESH r,J
et B . onim % sl -
GUJARAT W’ S ot . . ' g
At = west BENALYh, e W'Y
denby® b PR AT
\__,r') “Mu,, e Hg_fgé‘l_.-"'_"”*' h.r"'—-‘_. P "'., :::-\I_ :'JH; \
mw——ﬂ INDIA ,{f"v-; L
MADHTA PRADESH SRR )
5 -ml m' mlm‘:
I'l;hﬁ\" g a_'h!-i—:}
Raghanie | o ‘\% o ™
[y e
g umnuﬂﬁmﬂ ;‘{ﬂﬁﬁ
- e ZD
ARABIAN L\m #R 35Y OF
SEA
KARNATAKA -:.f_\ﬁ’"“‘” BENGAL
mu.l-dl
lﬂﬂ.ﬁipm L]
* Elusrpl (Feyemon ) .
|
- ]r -
B ey T o f
TanEAEan :
WL S <0
NADU o Sistimtonam 2
. & o Juradiran 5
- a Tntrineton - 3‘ .
-y - Tishingal® * Teni )
. 2 EBRALA o

y S
Temple architecture in India
[Chitfine map not to scalel

202425



OS5T of the arl and architeciural remains thal survive

from Anclent and Medieval India are religious in
nature. That does nol mean that people did not have art in
their homes al those times, bul domestic dwellings and
the things In them were moslly made from malterials ke
wood and clay which have perished. This chapter introduces
us o many types ol lemples [rom India. Although we have
[ocussed mostly on Hindu temples, al Lthe end of Lhe chapter
you will find some information on major Buddhist and Jain
temples too. However, al all tmes, we must keep In mind
that religlous shrines were also made for many local culls
in villages and [orest areas, bul again, nol being of stone
the anclent or medleval shrines In those areas have also
vanished.

Early Temples

While construction of stupas
continued, Brahmanical lemples
and images of gods also slarled
gelting constructed. Often
temples were decorated with the
images of gods. Myths mentioned
in the Puranas became part of
narrallve representalion of the
Brahmanical religion. Each
temple had a prineipal image ol
a god. The shrines ol the temples
were of three kinds—{l) sandhara
type (withoul pradikshinapatha).
(11) ntrandhara (ype (with
pradakshinapatha), and (1i1)
sarvatobhadra (which can be
accessed [rom all sides). Some
of the imporiant lemple sites of

this pertod are Deogarh in Uttar Shiva temple, No
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Today when we say'lemple'
in Engiish we generally
mean & depalaya, devkula
miamiddir, Jeovil, deol,
devasthanam or prasadn
depending on which part of
India we are 1n.

Chatur Mulchlirga,
Nachna- Kuthara (Inset)
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Pradesh, Eran. Nachna-Kuthara and Udaygirl near Vidisha
in Madhya Pradesh. These temples are simple structures
consisting of a veranda. a hall and a shrine at the rear.

TreE Basic ForMm oF THE Hmwou TEMPLE

The basic form of the Hindu temple comprises Lhe
following: (1) sanctum (garbhagrtha llerally ‘womb-house’),
which was a small cublcle with a single entrance and
grew Into a larger chamber in time. The garbhagrtha is
made (o house the main icon which is iisell the focus of
much ritual atlention: (1) the entrance to the temple
which may be a portico or colonnaded hall Lhal
Incorporales space for a large number of worshippers
and is known as a mandapa; {lil) freestanding lemples
tend (o have a mountain-like spire, which can lake Lhe
shape of a curving shikchar in North Indta and a pyramidal
Lower, called a pvimana, in South India; (iv) the vahan,
L.e., the mounl! or vehicle of the temple’s main deily along
with a standard pillar or dhegf is placed axlally belore
the sanctum. Two broad orders of temples in the country
are known— Nagara In the north and Dravida in the
soulh. Al times, Lhe Vesar slyle ol lemples as an
Independent style crealed through the selective mixing
of the Nagara and Dravida orders 1s mentioned by some
scholars. Elaborate studies are avallable on the various
sub-styles within these orders. We will look into the
differences In Lhe [orms [urther on in Lhis chapter. As
temples grew more complex, more surfaces were crealed
for sculpture through additive geomeltry, Le., by adding
more and more rhythmically projecting, symmelrical
walls and niches, without breaking away from the
fundamental plan ol the shrine.

ScuLrTUuRE, IcoNOGRAPHY AND ORNAMENTATION

The study of tmages of deitles falls within a branch of art
history called ‘lconography’, which consists ol identification
of Images based on certain symbols and mythologles
assoclated with them. And very often, while the
fundamental myth and meaning of the delly may remain
the same [or centuries, its specific usage at a spol can be
a response Lo Its local or immedlale social, polillcal or
geographical contlext.

Every region and period produced ils own distinct siyle
of timages with its regional varfations in lconography. The
temple 1s covered with elaborate sculpture and ornament
that form a fundamental part of 1ls conceplion. The
placement of an lmage in a temple is carefully planned:
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for Instance, river goddesses (Ganga and Yamuna) are
usually found at the enirance ol a garbhagrtha iIn a Nagara
temple, dvarapalas (doorkeepers) are usually found on the
galeways or gopurams ol Dravida lemples. simllarly,
mithunas (erotlc images), navagrahas (the nine auspiclous
planets) and yakshas are also placed al entrances lo guard
them. Vartous forms or aspects of the main divinity are (o
be found on the outer walls of the sanctum. The deitles of
directions, l.e., the ashtadikpalas face Lhe eighl Key
directions on (he outer walls of the sancium and/or on
the ouler walls of a temple. Subsidiary shrines around the
main temple are dedicated to the family or incarnations of
the main deity. Finally, various elements ol ornamentation
such as gavaksha. vyala/yall. kalpa-lata, amalaka. kalasha.
elc. are used in distinct ways and places in a temple.

TaE Nacara or NortH InDian TEMPLE STYLE

The siyle of lemple archilecture that became popular in
northern India is known as nagara. In North India 1t 1s
commeon for an entire temple to be bullt on a stone platform
with steps leading up to it. Further, unlike in South India
it does nol usually have elaborale boundary walls or
gateways. While the earllest lemples had jusi one lower, or
shikhara, later temples had several. The garbhagrtha 1s
always located directly under the tallest Lower.

There are many subdivisions of nagara temples
depending on Lhe shape of the shilkchara. There are dilferent
names [or the various parts of the lemple In differenl parts

202425
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Dashavtara Vishmu
tempie, Deogarh.
fifth century CE

An Inrrobpucnion To INpian ART

of India; however, the mosl common name for the simple
shikhara which 1s square al the base and whose walls
curve or slope iInward to a point on top is called the 'latina’
or the rekha-prasada type ol shikara.

The second major Lype of architectural form in the nagara
order is the phamsana. Phamsana buildings tend lo be
broader and shorter than latina ones. Thelr roofs are
composed of several slabs that gently rise Lo a single point
over the centre of Lhe bullding, unlike the latina ones which
look ltke sharply rising tall towers. Phamsana roofs do not
curve inward, instead they slope upwards on a siralght
inciine. In many North Indian temples you will notice that
the phamsana design 1s used for the mandapas while the
main garbhagrtha 1s housed In a latina bullding. Laler on.
the lalina bulldings grew complex. and Instead of appearing
like a single tall tower, the temple began lo support many
smaller towers, which were clustered together like rising
mountain-peaks with the tallest one being in the centre,
and this was Lhe one which was always above Lhe
garbhagriha.

The third main sub-type of the nagara bullding 1s what
Is generally called the valabhi type. These are rectangular
bulldings with a roofl that rises into a vaulted chamber.
The edge of this vaulted chamber 1s rounded. like the
bamboo or wooden wagons thal would have been drawn by
bullocks In ancient times. They are usually called “wagon-
vaulted bulldings'. As mentioned above, the form of the
temple 1s influenced by ancient bullding forms that were
already In existence before the fifth century CE. The valabht
type of bullding was one of them. For Instance, il you study

Sheshashayona Vishnu, Dashopaiara temple, Deogarh
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the ground-plan of many of the Buddhist rock-cut chatiya
caves, you will notice that they are shaped as long halls
which end In a curved back. From the inside, the roof of
this portion also looks like a wagon-vaulted roof.

Central India

Ancilent temples of Uttar Pradesh, Madhya Pradesh and
Rajasthan share many (rails. The most visible 1s that they
are made ol sandstone. Some ol the oldest surviving
structural temples from the Gupta Pertod are in Madhya
Pradesh. These are relatively modest-looking shrines each
having four pillars thal support a small mandapa which
looks like a simple sguare porch-like extension before an
equally small room that served as the garbhagrtha.
Importantly. of the two such temples thal survive, one 1s
al Udaigirl, which 1s on the outskiris of Vidisha and 1s
part of a larger Hndu complex of cave shrines, while the
olher one is al Sanchl, near the stupa. This Is the frsl
temple having a flat rool. This means that similar
developments were being Incorporated in the architecture
ol temples of bolh the religions.

Deogarh (in Lalitpur Districl, Ultar Pradesh) was buill
in the early sixth century CE. That is, about a hundred
years or so alter the small temples we just learnt about in
Sanchi and Udalgirl. This makes 1t a classic example of a
late Gupla Period type ol lemple. This lemple 1s in Lhe
panchayatana style ol archilecture where the mam shrine
is bulll on a rectangular plinth with four smaller subsidiary
shrines at the four corners (making it a total number of
five shrines. hence the name, panchayatana). The tall and
curvilinear shikhara also corroborates (his date. The presence
ol this curving latina or rekha-prasada type of shtichara also
makes il clear thal this is an early example of a classic
nagara style ol temple.

Sheshashayana is the [orm of Vishnu where he is
shown reclining on the sheshanaga called Ananta.
Nara-Narayan shows the discussion between Lhe
human soul and the eternal divine. Gajendramoksha
is the story of achieving meoksha. symbolically
communicated by Vishnu's suppression of an aswra
who had taken the form ol an elephant.

This wesl-facing temple has a grand doorway with
standing sculptures of female [igures representing the
Ganga on the lell side and (he Yamuna on the righl side.
The temple deplcts Vishnu in various forms. due to which
il was assumed Lhal the four subsidiary shrines must also

202425
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have housed Vishnu's avatars and
the temple was mistaken for a
dasavatara temple. In fact, it is
nol actually known to whom Lhe
four subsldlary shrines were
originally dedicated. There are
three main retiefs of Vishnu on the
temple walls: Sheshashayana on
the soulh., Nara-Narayan on Lhe
easl and Gajendramoksha on the
wesl. The lemple 1s wesl-[acing.
which 1s less common, as most
temples are east- or north-facing.

Numerous temples of smaller
dimensions have been
consirucled over a period of lime.
By contrast, if we siudy the
temples of Khajuraho made by the
Chandela Kings in the tenth
century, L.e., aboul four hundred
years alter (he (emple at
Deogarh, we can see how
Khajuraho dramatically the shape and style of the nagara temple
architecture had developed.

The Lakshmana temple of Khajuraho, dedicaled o
Vishnu, was bulll in 954 by the Chandela king, Dhanga. A
nagara lemple, Il Is placed on a high platform accessed by
slairs. There are four smaller temples in the corners. and
all the towers or shikharas rise high, upward In a curved
pyramidal fashion, emphasising the lemple's vertical thrust
ending in a horizonlal fluted disc called an amalak topped
with a kalash or vase, The crowning elemenis: amalak and
kalash, are to be found on all nagara temples ol this pertod.
The temple also has projecting balconles and verandahs,
thus very different from Deogarh.

Kandarlya Mahadeo temple at Khajuraho 1s the epitome
of temple architecture in Central India. In the architecture
and the sculptures of this temple. which 1s a massive
structure, we see all fealures ol central Indlan temples ol
the medival perlod for which they are known and
apprectated all over. Khajuraho's temples are also known
for their extensive erotic sculptures; the erotlc expression
¢ 1s given equal importance in human experience as spiritual
pursuit, and It 1s seen as part of a larger cosmic whole.
Many Hindu lemples, therefore, feature mithun (embracing
couple) sculptures, considered auspicious. Usually, Lhey
are placed al the entrance of the temple or on an exterior
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Domece class, Lakshmona Temple,
Khajuraheo

wall or they may also be placed on the walls between the
mandapa and the main shrine. Khajuraho's sculptures are
highly stylised wilh typleal leatures: (hey are In almosl full
rellel, cut away from the surrounding stone, with sharp
noses, prominent chins, long slanting eyes and eyebrows.

There are many temples al Khajuraho, most ol them
devoted to Hindu gods. There are some Jain lemples as well
as a Chausanth Yogini temple, which is of interesl. Predating
the tenth century, this is a temple of small, square shrines of
roughly-hewn graniie blocks. each dedicated to devis or
goddesses assoclaled with the rise of Tantric worship after
the seventh century. Several such temples were dedicated (o
the cult of the yogtnts across Madhya Pradesh, Odisha and
even as [ar south as Tamil Nadu. They were buill between Lhe
sevenith and tenth centuries, bul few have survived.

West India

The temples in the north-weslern parts of India including
Gujaral and Rajasthan, and stylistically extendable, al times,
to western Madhya Pradesh are too numerous to include

7b
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Sun temple, Modhera, Gujarat
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here in any comprehensive way. The slone used
to build the temples ranges In colour and (ype.
While sandstone is the commonest, a grey to
black basall can be seen In some of the Llenth
Lo twelveth century temple sculptures. The most
exuberanl and famed 1s the manipulatable soft
white marble which 1s also seen in some of the
tenth to twelveth century Jain temples In
Mount Abu and the fifteenth century temple al
Ranakpur.

Among the mosi important art-historical sites
in the region Is Samlaji in Gujarat which shows
how earller artistic traditions of the region mixed
with a post-Gupla style and gave rise (o a distinct
style ol sculpture. A large number of sculptures
made of grey schist have been found in this
region which can be daled between the sixth
and eighth centuries CE. While the patronage
ol these 1s debated, the dale Is established on
the basis of the style.

The Sun temple al Modhera dales back Lo early eleventh
century and was bulilt by Raja Bhimdev I of the Solanki
D:masty in 1026. There 1s a massive reclangular stepped
tank called the suwrya kund in front of 1. Proximity of sacred
archilecture to a waler body such as a tank, a river or a
pond has been noliced right from the earllesi times. By the
early eleventh century they had become a part of many
temples. This hundred-square-metre rectangular pond is
perhaps the grandesl temple tank in Indla. A hundred and
elghl miniature shrines are carved in between the sleps
inslde the tank. A huge ornamental arch-lorana leads one
to the sabha mandapa (the assembly hall) which is open
on all sides. as was the [ashion of the Uimes In western
and central Indian temples.

The mfuence of the woodcarving tradition of Gujaral 1s
evident In the lavish carving and sculpture work. However,
the walls of the central small shrine are devold ol carving
and are left plain as the temple [aces the easl and, every
year, al the tme of the equinoxes, the sun shines direclly
into this central shrine.

East India

Eastern Indian temples include those [ound in the North-
East, Bengal and Odisha. Each of these Lhree areas
produced distincl types of temples. The history of
architecture in the North-East and Bengal 1s hard to study
because a number of ancienl buildings in those regions
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Hamakhya Temple, Assam

were renovaled, and what survives now are laler brick or
concrele temples al those sites. IL appears that terracolla
was Lhe main medium of construction, and also for moulding
plagues which depicted Buddhist and Hindu deities in
Bengal until the seventh century. A large number of
sculptures have been found in Assam and Bengal which
shows Lhe developmeni ol important regional schools in
those regions.

Assam: An old sixth-century sculpted door frame from
DaParvatia near Tezpur and another few siray seulplures
from Rangagora Tea Estale near Tinsukia in Assam bear
wilness to the imporl of the Gupta idiom in thal region.
This post-Gupta style continued in the region well into
the tenth ecentury. However, by the |welfth to fourtieenth
cenluries, a distincl regional style developed in Assam.
The siyle that came with Lhe migration of the Tais [rom
Upper Burma mixed with the dominant Pala siyle of Bengal
and led to the creation of what was later known as the
Ahom style in and around Guwahati. Kamakhya temple, a
Shalkti Peelh, is dedivaled Lo Goddess Kamakhva and was
buill in Lhe seventeenth century.

Bengal: The style of the sculptures during the period
between the ninth and eleventh centuries in Bengal
{including Bangladesh) and Bihar is known as Lhe Pala
style. named afler the ruling dynasty al the lime, while
the siyle ol those of Lthe mid-eleventh (o mid-thirteenth
cenluries is named after the Sena kings. While the Palas
are celebrated as patrons of many Buddhist monastic sites,
the temples [rom that region are known lo express Lhe
local Vanga slyle. The ninth century Siddheshvara
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Terracotta temple, Vishnupur

Mahadeva (emple in Barakar in Burdwan District, for
example, shows a tall curving shikhara crowned by a large
amalaka and 1s an example of the early Pala style. It 1s
similar o contemporaneous temples of Odisha. This basic
form grows loftter with the passing of centuries. Many of
the temples from the ninth to the twellth century were
located al Telkupt in Purulia District. They were submerged
when dams were bullt In the reglon. These were amongst
the tmportant examples of archilectural styles prevalent
in the region which showed an awareness of all the known
nagara sub-types thal were prevalenl in the rest of North
India. However, several temples still survive in Purulla
District which can be dated to this period. The black to
grey basall and chlorile stone pillars and arched niches
of these lemples heavily Influenced the earllest Bengal
sultanate buildings at Gaur and Pandua. Many local
vernacular building traditions of Bengal also influenced
the style of temples in thal reglon. Most prominent of these
was Lhe shape of Lhe curving or sloping side ol the bamboo
rool of a Bengall hutl. This [eature was evenlually even
adopted In Mughal buildings, and is known across Norih
Indta as the Bangla roof. In the Mughal perlod and later,
scores of terracotta brick temples were bullt across Bengal
and Bangladesh In a unigue style (hal had elements ol
local bullding lechniques seen In bamboo huls which were
combined with older forms reminiscenl of the Pala period
and with the forms of arches and domes that were taken
from Islamic architecture. These can be widely found tn and
around Vishnupur, Bankura, Burdwan and Birbhum and
are daled mostly to the sevenleenth century.
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Stone Chariot,
Hampi, Komataka

Odisha: The main architectural leatures ol Odisha temples
are classified in three orders, Le., rekhapida, pidhadeul and
khakra. Mosl of the main lemple sites are located in anclent
Kallnga—modern Purl District, including Bhubaneswar or
anclent Tribhuvanesvara, Purl and Konark. The lemples of
Odisha conslitule a distincl sub-style within the nagara
order. In general, here the shikhara, called deul In Odisha,
is verilcal almost until the top when 1l suddenly curves
sharply inwards. Deuls are preceded. as usual. by mandapas
ralled jagamohana In Odisha. The ground plan of the main
lemple Is almosl always square, which, in the upper reaches
ol Its superstruclure becomes circular In Lhe crowning
mastaka. This makes the spire nearly cylindrical in
appearance in its length. Compariments and niches are
generally square, Lhe exterior of the lemples are lavishly
carved, Lhelr inlerlors generally guile bare. Odisha lemples
usually have boundary walls.

Al Ronark, on the shores of the Bay of Bengal, lle the
majestic ruins of the Surya or Sun temple bullt in stone
around 1240. Iis shikhara was a colossal creatlon sald Lo
have reached 70m, which, proving too heavy [or Ils sile,
fell In the nineteenth century. The vasl complex is within
a quadrilateral precinct of which the Jagamchana or the
dance-pavillion (mandapa) has survived. which though no
longer accessible Is sald to be Lhe largesl enclosed space
in Hindu archilecture.

The Sun lemple 1s sel on a high base, Ils walls covered
in extensive, delalled ornamental carving. These include
twelve palrs of enormous wheels sculpted with spokes and
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hubs, representing the chariot wheels of the Sun god who.
in mythology. rides a chariol driven by seven horses,
sculpled here at the entrance slaircase. The whole lemple
thus comes (o resemble a colossal processional charfol. On
the southern wall Is a massive sculpture ol swrya carved
oul of green stone. It 1s sald that there were three such
images, each carved oul of a different stone placed on the
three temple walls, each facing dilferenl directions. The
fourth wall had the doorway into Lhe temple [rom where
the actual rays of the sun would enter the garbhagrtha.

The Hills

A unique form of architecture developed In the hills ol
Kumaon, Garhwal, Himachal and Kashmir. Kashmir's
proximily to prominent Gandhara siles (such as Taxlia,
Peshawar and the northwest frontler) lent the reglon a
strong Gandhara influence by the fifth century CE. This
began to mix with the Gupta and post-Gupta lraditions
that were brought (o it from Sarnath, Mathura and even
cenires Iin Gujaral and Bengal. Brahmin pundits and
Buddhist monks frequently Lravelled between Kashmir,
Garhwal. Kumaon and religlous centres in the plains like
Banaras, Nalanda and even as [ar south as Kanchipuram.
As a resull both Buddhist and Hindu traditions began Lo
intermingle and spread in the hills. The hills also had
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Temple complexes in Hills

their own tradition of wooden bulildings with pitched roofs.
Al several places In Lhe hills, therefore, you will find that
while the main garbhagrtha and shikhara are made in a
rekha-prasada or latina style, the mandapa 1s of an older
form of wooden architecture. Sometimes, the temple itself
takes on a pagoda shape.

The Karkota period of Kashmir is the meost significant
in terms ol archilecture. One of the most important tlemples
is Pandrethan, built during the eighth and ninth centuries.
In keeping with the tradition of a water tank attached to
the shrine. this temple is butll on a plinth built in the
middle ol a Lank. Although there are evidences ol both
Hindu and Buddhist followings in Kashmir, this temple 1s
a Hindu one. possibly dedicated to Shiva. The architecture
ol this temple is in keeping with the age-old Kashmiri
tradition of wooden buildings. Due Lo the snowy conditions
in Kashmir, the rool Is peaked and slants slowly outward.
The lemple 1s moderalely ornamented. moving away [rom
the post-Gupla aesthetics of heavy carving. A row of
elephants at the base and a decorated doorway are the
only embellishments on the shrine.

Like the findings at Samlajl. the sculplures al Chamba
also show an amalgamation of local (raditions with a post-
Gupla siyle. The images of Mahtshasuramardint and
Narasimha at the Laksna-Devi Mandir are evidences of the
influence of the post-Gupla tradition. Both the images show
the influence of the metal sculpture tradition ol Kashmir.
The yellow colour of the tmages 1s possibly due Lo an alloy
of zinc and copper which were popularly used (o make
images in Kashmir. This temple bears an Inscription that
states that it was bullt during the reign of Meruvarman
who Itved In the sevenih century.
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Of the temples in Kumaon, the ones al Jageshwar near
Almora, and Champavat near Pilhoragarh, are classic
examples of nagara architecture in the reglon.

Tee Dravipa orR SourH InpDian TEMPLE STYLE

Uniike the nagara temple, the drovida temple 1s enclosed
within a compound wall. The front wall has an entrance
galeway in Iis centre, which 1s known as a gopuram. The
shape of the main temple tower known as vimana in Tamil
Nadu Is llke a stepped pyramid thal rises up geomeirically
rather than the curving shikhara of North India. In the
South Indian temple. the word ‘shikhara’ ts used only for
the crowning element at the top of the temple which 1s
usually shaped ke a small siupika or an octagonal cupola—
this Is equivalent lo the amlak and kalasha of North Indian
temples. Whereas al the enirance to the North Indian
temple’s garbhagrtha, it would be usual to find images such
as mithunas and Lhe river goddesses, Ganga and Yamuna,
in the south you will generally find sculptures of flerce
dvrarapalas or the door-keepers guarding the temple. It 1s
common lo find a large waler reservoir, or a temple lank,
enclosed within the complex. Subsidiary shrines are either
incorporated within the main lemple lower. or localed as
distinet, separale small shrines beslde the main temple.
The North Indian Idea of multiple shikharas rising Logether
as a chuster was not popular in South India. Al some of
the most sacred temples In South India. (he main temple
in which the garbhagriha is situated has, In [acl, one ol
the smallesl lowers. This 1s because It s usnally the oldest
part of the temple. With the passage of time, the population
and size of the town associated with that lemple would
have Increased. and it would have become necessary to
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make a new boundary wall around the temple. This would
have been taller that the last one, and iis gopurams would
have been even loftter. So, for Instance, the Srirangam
temple in Tiruchirapally has as many as seven ‘concentric'
reclangular enclosure walls, each with gopurams. The
outermost is the newesl, while the tower right in the centre
housing the garbhagriha 1s the oldesl.

Temples thus started becoming the focus of urban
architecture. Kanchipuram, Thanjavur or Tanjore, Madural
and Kumbakonam are the most famous lemple towns of
Tamil Nadu, where, during the elghth to twelfth centuries,
the role of the temple was nol limited Lo religlous maltters
alone. Temples became rich administrative centres,
controlling vast areas ol land.

Just as there are many subdivisions of the main types
of nagara temples, there are subdivisions also of dravida
temples. These are baslcally of five differeni shapes: square,
usually called kuta, and also caturasra; rectangular or shala
or ayatasra: elllptical, called gaja-prishla or elephanlt-
backed, or also called vriftayata. dertving [rom wagon-
vaulted shapes ol apsidal chatiyas with a horse-shoe shaped
enitrance facade usually called a nast; circular or vritia;
and octagonal or ashiasra. Generally speaking, the plan of
the temple and the shape of the vimana were conditioned
by the iconographic nature of the consecraled delty, so Il
was appropriate Lo build specific types of temples for specific
types of icons. It must, however, be remembered that this
is a simplistic differentiation of the subdivisions. Several
different shapes may be combined In speciflc pertods and
places to create their own unique style.

)
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The Pallavas were one of the ancient South Indian
dynasties that were active In the Andhra region from the
second century CE onwards and moved south to setlle in
Tamil Nadu. Their history 1s betler documented from the
sixth to the elghth century, when Lhey lefl many
inscriplions In silone and several monumentis. Their
powerful kings spread (heir empire Lo various paris of the
subcontinent, at times reaching the borders of Odisha,
and their links with South-East Asia were also sirong.
Although they were mostly Shaivile, several Valshnava
shrines also survived from their relgn, and there is no
doubt that they were influenced by the long Buddhist
history of the Deccan.

Thetr early bulldings, 1t Is generally assumed, were rock-
cut, while the laler ones were siructural. However, there
Is reason Lo believe thal structural bulldings were well
known even when rock-cut ones were being excavated. The
early bulldings are generally allributed (o the relgn of
Mahendravarman [. a eontemporary of the Chalukyan King.
Pulakesin 1l of Karnataka. Narastimhavarman l. also known
as Mamalla, who acceded the Pallava throne around 640
CE, 1s celebraled for the expansion of the empire, avenging
the defeal his father had sulfered al the hands of Pulakesin
II., and Inauguraling most of Lthe bullding works at
Mahaballpuram which (s known afler him as
Mamallapuram.

The shore temple at Mahaballpuram was buill later,
probably in the reign of Narastimhavarman II, also known
as Rajasimha who reigned from 700 to 728 CE. Now 1l is
orlented (o the easl facing Lhe ocean, but Iif you study it
closely, you will find that il actually houses three shrines,

Brahadeestuparar, Thanjauur
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two Lo Shiva, one facing east and the other west, and a middle
one Lo Vishnu who is shown as Anantashayana. This 1s
unusual, because lemples generally have a single main shrine
and not three areas of worship. This shows thal it was probably
nol originally conceived like this and different shrines may
have been added at different Umes. modifled perhaps with
the change of patrons. In the compound (here is evidence of
a waler tank, an early example ol a gopuram. and several
other images. Sculptures of the bull, Nandi, Shiva's mounl,
line the temple walls, and these, along with the carvings on
the temple's lower walls have sullered severe disfiguration
due Lo erosion by sall-walter laden air over the centurtes.
The magnificenl Shiva lemple ol Thanjavur, called Lhe
Rajarajeswara or Brahadeeshwarar lemple, was compleled
around 1009 by Rajaraja Chola, and 1s the largest and
tallest of all Indian temples. Temple bullding was prolific
al this time, and over a hundred tmportant temples of Lhe
Chola perlod are tn a good slate of preservation, and many
more are still active shrines. Bigger In scale than anything
bullt by their predecessors, the Pallavas, Chalukyas or
Pandyas, this Chola temple’s pyramidal mulll-storeyed
vimana rises a massive, 70 metre (230 [1. approx) structure
lopped by a monolithie shikhara which 1s an oclagonal
dome-shaped siuptka. It is in this temple thal one notices
for the Mrst lime (wo large gopuras (gateway towers) with
an elaborate sculptural programme which was concetved
along with the temple. Huge Nandi-flgures dol Lhe corners
of the shikhara, and Lhe kalasha on top by ilsell Is aboul
three melres and elght centimetres In height. Hundreds
of stucco figures decorale the vimana, although 1t 1s
possible that some of these may have been added on
during the Maratha Perlod and did not always belong Lo
the Chola Period. The main detty of the temple 1s Shiva,
who 1s shown as a huge lingam selL In a lwo-sloreyed
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sanctum. The walls surrounding the sanctum have
extended mythological narralives which are depicted
through painted murals and sculptures.

Architecture in the Deccan

Many different slyles of temple archilecture influenced by
both North and South Indian temples were used in reglons
ltke Karnataka. While some scholars constder Lhe bulldings
in this region as being distinctly elther nagara or dravida,
a hybridised siyie thal seems to have become popular after
the mid-seventh century, is known In some ancilent texts
as vesdard

By Lhe lale seventh or Lhe early eighth century, Lhe
ambitious projects al Ellora became even grander. By about
750 CE, the early western Chalukya control of the Deccan
was taken by the Rashtrakutas. Their greatest
achievement in architecture is the Kallashnalth temple at
Ellora, a culmination of at least a millennium-long
lradition in rock-cul architecture In India. It is a complete
dravida building with a Nandl shrine—since the temple Is
dedicatled to Shiva—a gopuram-like galeway, surrounding
clolsters, substdiary shrines, stalrcases and an imposing
tower or vimana rising Lo thirty melres. Importantly, all of
this 1s carved out of living rock. One portion of the
monolithie hill was carved patiently Lo build the
Katllashnath temple. The sculpture of the Rashirakula
phase al Ellora 1s dynamic. the figures often larger than
life-size, Infused with unparalleled grandeur and the most
overwhelming energy.

In the southern part of the Deccan, lLe., In the reglon
of Karnataka 1s where some of the most experimental
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Temple. Badarmi

hybrid slyles ol vesara archileclure are Lo be [ound.
Pulakesin I established the weslern Chalukya kingdom
when he secured the land around Badami In 543. The early
weslern Chalukyas ruled most of the Deccan tll the mid-
eighth century when Lhey were superseded by the
Rashtrakutas. Early Chalukyan activity also takes the form
ol rock-cul caves while laler activity 1s ol struetural lemples.
The earliest Is probably the Ravana Phadl cave al Athole
which 1s known lor its distinciive sculptural style. One ol
the most tmportant sculptures at the sile is of Nalaraja.
surrounded by larger-lthan-llfe-size depicttons ol the
saptamatrtkkas: three Lo Shiva's lefl and four to his right.
The figures are characlerised by graceful, slim bedies, long,
oval faces topped with exitremely tall cylindrical crowns and
shown to wear short dhotts marked by fine incised siriations
indicaling pleating. They are distinctly different [rom

Durga temple, Aihole
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contemporary weslern Deccan or Vakataka styles seen at
places such as Paunar and Ramtek In Maharashtra.

The hybridisalion and incorporation ol several styles was
the hallmark of Chalukyan butldings. The mosl elaborale of
all Chalukyan temples al Pattadakal made in the reign of
Vikramaditya II (733-44) by his chief queen Loka Mahadevi
is Virupaksha temple. Another tmportant temple from this
site 1s Papnath temple. dedicated to Lord Shiva. The temple
1s one of the besl early examples of the Dravida tradition. By
contrast other eastern Chalukyan Temples, like the
Mahakuta. flve kilomeires from Badaml, and the Swarga
Brahma temple al Alampur show a greater assimilation of
northern styles from Odisha and Rajasthan. At the same
time the Durga temple al Athole Is unique having an even
earller style ol an apsidal shrine which 1s reminiscent of
Buddhist chaifya halls and 1s surrounded by a veranda of a
later kind, with a shikhara that is stylistically like a nagara
one. Finally, mentlon must be made of the
Lad Khan temple at Alhole in Karnataka. This
seems (o be Inspired by Lhe wooden-roofed
temples of the hills, excepl that It 1s
consiructed oul of sione.

How then shall we understand these
different styles at one place? As curiosities
or as innovations? Undoubtedly, Lhey are
dynamic expressions of a creative set of
archilects who were competing with thelr
peers in the rest of Indla. Whatever one’s
explanation 1s, these bulldings remain of great
arl-historical interestl.
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With the waning of Chola and Pandya power, the
Hoysalas of Karnalaka grew to prominence in South India
and became the most important patrons centred at Mysore.
The remains of around hundred temples have been found
in southern Deccan. Lhough il 1s only three of them Lhal
are mosl [requently discussed: the temples al Belur, Halebid
and Somnalhpuram. Perhaps the most characleristic
feature of these tlemples 1s that they grow exiremely complex
with so many projecting angles emerging from the previously
straightforward square temple, thal the plan of Lhese
Ltemples staris looking ke a star, and is thus known as a
slellate-plan. Since they are made oul of soapstone which
is a relatively soft stone, the ariists were able Lo carve
their sculptures intricately. This can be seen particularly
in the Jewellery of the gods that adorn thelr lemple walls.

The Hovsaleshvara temple (Lord of the Hoysalas) al
Halebid In Karnalaka was bulll in dark schist slone by
the Hoysala king in 1150. Hoysala temples are somelimes
called hybrid or vesara as thelr unique siyle seems neilther
complelely dravida nor nagara, bul somewhere In between.
They are easlily distinguishable from other medieval lemples
by their highly original star-lHke ground-plans and a
profusion of decorative carvings.

Nataraja. Halebid
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Dedicated to Shiva as Nalaraja, the Halebid temple Is a
double bullding with a large hall for the mandapa to [actlitate
muslc and dance. A Nandl pavillon precedes each butlding.
The Llower of the temple here and al nearby Belur [ell long
ago. and an idea of the temples' appearance can now only
be gleaned [rom Lhelr delalled minlature versions lanking
the entrances. From the central square plan cul-oul angular
projections creatle the star effeclt decorated with the most
profuse carvings of animals and deities. So intricale is the
carving that it s sald. for instance, In the bottom-most
frieze featuring a continuous procession of hundreds of
elephants with their mahouts, no two elephants are in the
same pose.

Founded In 1336, Vijayanagara, literally ‘cily of victory’,
altracted a number of international travellers such as the
Italtan, Niccolo di Contl, the Portuguese Domingo Paes,
Fernao Nuniz and Duarte Barbosa and the Afghan Abd
al-Razzaq, who have lelt vivid accounts of the city. In
additton, various Sanskrit and Telugu works document the
vibrant Hterary traditfon of this kingdom. Architecturally,
Vijayanagara syntheslises the centuries-old dravida temple
architecture with Islamic styles demonstrated by the
nelghbouring sultanales. Their sculpture Loo, although
fundamentally dertved from, and consclously seeking lo
recreate Chola ldeals, occaslonally shows the presence of
loreigners. Thelr eclectic ruins from the late ffleenth and
early sixteenth centuries preserve a [ascinating time in
history, an age of wealth, exploration and cultural fusion.

BuppHisT AND JAaIN ARCHITECTURAL DEVELOPMENTS

So [ar, although we have [ocused on the nature of
developments in Hindu architecture from the fifth to
fourteenth centuries. it must constantly be kept In mind
that this was also the very peried when Buddhist and Jain
developments were equally vibrant, and often went hand-
in-glove with Hindu ones. Sites such as Ellora have
Buddhist, Hindu and Jain monuments; however, Badami,
Khajuraho and Kannauj have the remains of any two of
the religions right nexi Lo each other.

When the Gupta empire crumbled in the sixth eentury
CE, this eastern region of Bihar and Bengal, historically
known as Magadha. appears Lo have remained unified
whilst numerous small Rajpul principaliies sprang up to
the west. In Lhe eighth century, the Palas came lo power
in the reglon. The second Pala ruler, Dharmapala, became
immensely powerful and eslablished an empire by deleating
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the powerful Rajpul Prattharas, Dharmapala
consolidated an empire whose wealth lay In a
combination of agriculture along the fertile Ganges
plain and international trade.

The pre-eminent Buddhist site Is, of course,
Bodhgaya. Bodhgaya Is a pilgrimage sile since
Siddhartha achieved enlightenmen!l here and
became Gaulama Buddha. While the bodht tree 1s
of Immense Importance, the Mahabodhl Temple at
Bodhgaya 1s an imporianlt reminder of the
brickwork of that time. The first shrine here.
localed al the base of the Bodhi (ree, 1s sald Lo
have been constructed by King Ashoka: the vedtka
around Il Is sald to be post-Mauryan, of about 100
BCE: many of the sculplures in the niches in the
temple are dated Lo the elghth century Pala Period,
while the actual Mahaboedht temple itsell as 1l
stands now 1s largely a Colonial Perlod
reconsiruction of Lthe old seventh century design.
The deslgn of the temple is unusual. I 1s, strictly
speaking, neither dravida or nagara. It is narrow like a nagara Bodhgaya
temple, but it rises without curving, ltke a dravida one.

Nalanda University
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The monastic university of Nalanda 1s a mahavthara as
il 1s a complex of several monasiries of varlous sizes. Till
date, only a small portion of this ancient learning centre
has been excavaled as mostL ol Il lles burled under
conlemporary clvillsatlon, making further excavallons
almosi Impossible.

Mosl of the iInformation aboul Nalanda is based on the
records of Xuan Zang—previously spell as ‘Hsuan-tsang'—
which states that the foundalion of a monastery was lald
by Kumargupla | in the fifth century CE; and this was
carried [orward by Lhe laler monarchs who built up a
fanlastic universily here. There Is evidence that all three
Buddhist doclrines— Theravada, Mahayana and
Vajrayana—were laught here and monks made Lheir way
to Nalanda and ils neighbouring sites of Bodhgaya and
Kurkthar from China. Tibet and Central Asia in the north.
and Sri Lanka. Thailand. Burma and various other
couniries from the south-eastern parts of Asia. Monks and
pllgrims would take back small sculptures and (llustraled
manuscripls from here to their own countries. Buddhist
monasteries llke Nalanda, thus, were prolific centres ol
art production that had a deecisive impact on the arts of
all Buddhist countries In Asta.

The sculptural art ol Nalanda, in stucco, slone and
bronze, developed oul of a heavy dependence on Lhe
Buddhist Gupta art of Sarnath. By the ninth cenlury a
synthesls occurred between the Sarnath Gupla idiom, the
local Bihar tradition. and that of central India. leading to
the formatlion ol Lhe Nalanda school of sculplure
characterised by distinctive facial features, body forms and
treatment of clothing and jewellery. The characteristic
features of Nalanda ari, distinguished by ils consistently
high quality of workmanship. are that the prectsely
execuled sculptures have an ordered appearance with lttle
effect of crowding. Sculplures are also usually notl flat in
rellel but are depicted In three-dimenslonal forms. The
back slabs of the sculptures are detailed and the
ornamentations delicate. The Nalanda bronzes, daling
between Lhe seventh and eighth centuries Lo approximately
the twelfth century outnumber the discovery ol metal
images [rom all other siles of easlern Indla and consttute
a large body ol Pala Period meltal sculptures. Like their
stone counterparts, the bronzes initially relied heavily on
Sarnalh and Mathura Gupla (radittons. The Nalanda
sculptures initlally depict Buddhist delties ol the Mahayana
pantheon such as slanding Buddhas, bodhisativas such
as Manjusri Kumara, Avalokileshvara sealed on a lotus
and Naga-Nagarjuna. During the late eleventh and twelveth
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centuries., when Nalanda emerged as an imporiant tantric
centre, the repertoire came Lo be dominaled by Vajrayana
deilles such as Vajrasharada (a form ol Saraswatl)
Khasarpana. Avalokiteshvara. etc. Depictions of crowned
Buddhas occur commonly only after the tenth cenlury.
Interestingly, various brahmanical images nol conforming
Lo the Sarnath slyle have also been found at Nalanda,
many of which are still worshipped in small temples in
villages around the sile.

Sirpur in Chhattisgarh is an early-Odisha style site
belonging to the perlod between 550 and 800, with bolh
Hindu and Buddhist shrines. In many ways Lhe
lconographic and stylistic elements of the Buddhist
sculptures here are similar to thal of Nalanda. Later other
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major Buddhist monasteries developed in Odisha. Lalitagirl.
Vajragirl and Ratnagiri are the most famous ol Lthem.

The port-town of Nagapailtinam was also a major
Buddhist centre right until the Chola Perlod. One of the
reasons for this must have been iis importance In (rade
with Srl Lanka where large numbers of Buddhists still
live. Bronze and slone sculptures In Chola style have come
to Hght at Nagapattinam and generally dale back to the
tenth century.

Jains were prolific temple builders like the Hindus.
and their sacred shrines and pllgrimage spots are (o be
found across the lenglh and breadth ol India excepl In the
hills. The oldest Jain pligrimage siles are Lo be found in
Bthar. Many ol these siles are [amous for early Buddhist
shrines. In the Deccan, some of the most architecturally
important Jain sites can be found in Ellora and Athole.
In central India, Deogarh, Khajuraho, Chander! and Gwallor
have some excellenl examples of Jain temples. Karnataka
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has a rich heritage of Jaln shrines and al Sravana Belagola
the famous statue ol Gomateshwara, the granite statue of
Lord Bahuball which stands eighteen metres or fifiy-seven
feel high, 1s the world's tallest monolithie [ree-standing
structure. It was commissioned by Camundaraya, the
General-in-Chiel and Prime Minister of the Ganga Kings of
Mysore.

The Jain temples at Mount Abu were constructed by
Vimal Shah. Nolable for a simplistic exterior In contrast
with the exuberant marble interiors, their rich sculptural
decoration with deep underculling creates a lace-like
appearance. The temple Is famous for its unique patlerns
on every celling, and the graceful bracket figures along the
domed ceilings. The greal Jain pllgrimage sile in Lhe
Shatrunjay hills near Palitana in Kathiawar, Gujaral, Is
imposing with scores of temples clustered togelher.

In this chapter we have read aboul the prolific sculplural
and architectural remains in different types of stone,
lerracotta and bronze [rom the {i[th to (he [ourteenth
centuries. Undoubledly there would have been sculplures
made of other media llke stlver and gold, but these would
have been melted down and reused. Many seulptures would
also have been made ol wood and tvory, bul these have
perished because ol their [ragility. Olten sculptures wounld
have been painled, bul again, pigments cannol alwavs
survive hundreds of years, especially i the sculptures were
exposed Lo the elements. There was also a rich tradition of
painting at this time, but the only examples that survive
from this period are murals in a lew religions bulldings.

' Dilwara temple, Mouni Abu
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The theme of Ravana shaking Mounl Kallasha
has been deplcied several times in the caves of
Ellora. But the mosl noteworthy of all s the one
depicied on the lelt wall of Kallashnath temple
(Cave No.16) at Ellora. The image 1s daled Lo the
elghth century CE. IL 1s a colossal sculpture and
is consldered as one of the maslerpleces of Indian
sculpture. It depicts the episode of Ravana
shaking Mount Kallasha when Lord Shiva along
with Parvall and others were on the mouniain.
The composition Is divided into several Hers, The
lower tler deplets Ravana. mulil-faced and multi-
armed shaking the mount with ease. The depth
of carvings of the multple hands brings oul the
effect of three-dimenslonal space. Ravana’s body
is angular pushing one leg Inside. The hands are
expanded on the sides of the inslde chamber
created by the Image of Ravana. The upper half
is divided into three frames. The cenire occupled
by the lmage of Shiva and Parvatl. Parvall is
shown moving close lo Shiva scared by Lthe
commotion on the hill. Her siretched legs and
slightly twisted body in the recessed space creale
a very dramatic effecl of light and shade. The
volume of sculpture is very pronounced; the
atiendanl flures are equally voluminous. The
gana (dwarf) fipures are shown in action, imvolved
in their activitles. The celestial belngs above
Shiva and Parvaill witnessing the eveénti are
shown in [rozen movementl. Protruston of vilume
and recesslon In lhe space are important
landmarks in the iImages of Lhe Ellora caves.
Light and darkness has been exploiled by
creating the images in full round. Thelr lorses
are slender with heaviness In Its surface
treatment, arms are slim in full round. Altendant
Agures on the two sldes have angular frontality.
Every image in the compositlon s beautifully
Imierwoven structurally with each other.

Carrings on outer wall,
Kailostmath lemple, Ellora

202425



100 An IntrRODUCTION TO INDIAN ART

LAaksHMANA TEMPLE IN KHAJURAHO
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A large number ol bronze scupliures have been [ound in
the country which shall be discussed In the next chapter.

We have locussed on the dominant art styles and some
ol the most famous monuments [rom different parts of India
in the medteval period. It Is important (o reallse thal the
enormous artistic achlevements thal we have studied here
would never have been possible If artists worked alone.
These large projects would have brought architects,
butlders, sculplors and painters together.

Above all, by studying these artworks, we are able 1o
learn much aboul the kind of soclely that made these
objects. Through them we can surmise what their buildings
were like, what types of clothes they wore and above all
we can use Lhe art material to reconstruct the history of
thetr religlons. These religlons, as we have seen were many
and diverse and constantly changing. Hindulsm, Buddhism
and Jainism each have a plethora of gods and goddesses,
and this was the period when bhakit and tantra — two
major developments, aflected them. Temples also became
a space for many other art forms, such as music and dance
and, from the tenth century enwards, temples became large
landowners as kings and [eudal lords gave them land for
thetr maintenanece once and upkeep. and performed an
administrative role as well.

Project Work

Find any temple or monastery in or around your town and
noie down its importani features such as different
artchitectural features, sculptural siyle, identification of
images. dynastic affilation and patronage.

EXERCISE

1. Mark oul all the places discussed in Lhis chapter on a map
ol [ndia.

2. Whal are the commonallties and differenices between North
Indian and Souih Indian temples? Make a diagram Lo
supplement your answer.

3. Bring out the stylistic differences of any two sculptural
tradittons (such as Pala. Chola, Pallava, Chandella, etc:)
using either drawing. painting or clay-modelling. Supplement
vour project with a wrillen assignmenl thal explains the
sallenl features of the bwo styles you have chosen.

4. Compare any two temple styles in India: supplement with
a line drawing.

b. Trace the development in Buddhist art.
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| ‘ .- INDIAN BRONZE

NDIAN sculptors had maslered the bronze medium and

the caslting process as much as they had mastered
terracotla sculpture and carving in stone. The cire-perdu
or ‘lost-wax’ process [for casting was learnt as long ago as
the Indus Valley Culture. Along with it was discovered the
process ol making alloy of melals by mixing copper, zinc
and tin which is called bronze.

Bronze sculptures and statueties of Buddhist, Hindu
and Jain lcons have been discovered [rom many regions of
India dating from the second century until Lhe sixteenth
century. Most of these were used for ritual worship and
are characterised by exquisite beauty and aesthetic appeal
Al the same tme the metal-casting process continued (o
be utllised for making articles for varlous purposes ol dally
use, such as utensils for cooking, eating, drinking, etc.
Presenl-day (rlbal communities also utilise (he ‘losl-wax’
process for thelr arl expresslons.

Perhaps the ‘Dancing Girl' from Mohenjodaro 1s the
earliest bronze sculpture dalable to 2500 BCE. The llmbs
and torso of this [emale figurine are simplified In (ubular
form. A similar group ol bronze slatuelles have been
discovered [rom archaeological exeavatlion al Daimabad
(Maharashtra) datable to 1500 BCE. Significant 1s the
‘Charlot’, the wheels of which are represenied in simple
circular shapes while the driver or human rider has been
elongated, and the bulls in the [orefront are modelled in
sturdy lorms.

Interesting images of Jain (trthankaras have been
discovered [rom Chausa, Bihar. belonging to the Kushana
Period during second century CE. These bronzes show how
the Indian sculplors had mastered the modelling of
masculine human physigue and simplified muscles.
Remarkable is the depiction of Adinath or Vrishabhnath.
who 1s ldenlified with long hairlocks dropping Lo his
shoulders. Otherwise the {irthankaras are noted by their
short curly hair.

Gujaral and Rajasthan have been strongholds of Jainism
since early times. A famous hoard of Jain bronzes was
found al Akola, on Lhe outskiris of Baroda, daled between

2024-25
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the end of the fifth and the end of the seventh century CE.
Finely cast through the lost-wax process, these bronzes
were often subsequently inlaid with silver and copper Lo
bring oul the eyes, crowns and details of the Lextlles on
which the ﬂgures were seated. Many famous .Jain bronzes
from Chausa in Bihar are now kepl in the Paina Museum.
Many Jain bronzes from Hansl In Harvana and f{rom
vartous sites in Tamil Nadu and Karnataka are kept In
various museums In India.

The hoard of bronzes discovered in Akola near Vadodara
eslablished thal bronze casting was practised in Gujarat
or weslern India between the sixth and ninth centuries.
Most of the Images represent the Jain {trthankaras lke
Mahavira. Parshvanath or Adinath. A new [ormal was
invented in which tirthankaras are sealed on a throne;
they can be single or combined In a group of three or in a
group ol twenty-four tirthankaras. Female Images were also
cast representing yakshints or Shasanadevis of some
prominent trthankaras. Stylistically, they were Inflluenced
by the features of both the Gupla and the Vakataka period
bronzes. Chakreshvari 1s the Shasanadevt of Adinath and
Ambilka is of Neminath.

Many slanding Buddha itmages with right hand in
abhaya mudra were caslL In North Indta, particularly Utlar
Pradesh and Bthar, during the Gupta and Post-Gupta
periods, Le., between Lhe fifth, sixth and sevenlh centuries.
The sanghatt or the monk’s robe 1s wrapped Lo cover the
shoulders which turns over the right arm, while the other

Shiva Family, tenth century CE, Ganesh, seventh century CE,
Bihar Hashmir
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end of the drapery Is wrapped over the left arm. Eventually
the pleats are held by the extended hand of the same arm.
The drapery falls and spreads into a wide curve atl the
level ol the ankles. The Buddha's figure Is modelled in a
subtle manner suggesting, at the same time, the thin
gquality of the cloth. The whole figure is (reated with
reflnement: there is a certain delicacy in the treatment of
the torso. The fgure appears youthful and proportionate
in comparisen with the Kushana style. In the typlcal bronze
from Dhanesar Khera. Uttar Pradesh, the [olds of the
drapery are ireated as in the Matlhura style, Le., In a serles
of drooping down curves. Sarnath-style bronzes have
foldless drapery. The outstanding example 1s that of the
Buddha Image al Sultangan], Bithar, which is quile a
monumental bronze figure. The typical reflned style of
these bronzes 1s the hallmark of the classical quality.
Vakataka bronze Images of the Buddha from Phophnar,
Maharashtra, are contemporary with the Gupta pertod
bronzes. They show the Influence of the Amaravall style of

The Lost-wax Process

The lost-wax process 1s a technlque used for making objecls of
melal, especially in Himachal Pradesh, Odisha. Bithar, Madhya
Pradesh and Wesl Bengal. In each region. a slightlly different
techmique is used.

The lost-wax process involves several different steps. Firsi a
wax model of the image 1s made by hand of pure beeswax (hat
has frsi been melled over an open fire. and Lhen strained through
a fne cloth nto a basin of cold waler. Here Il resolldifies
immediately. It 1s then pressed through a pichki or pharmi —
which squeezes the wax inio nocdle-like shape. These wax wires
are then wound around to the shape of the entire image.

The tmage Is now covered with a Lthick coaling of paste. made
of equal parts of clay, sand and cow-dung. Into an opening on
one side, a clay pot 1s fixed. In this molten metal is poured. The
welght of the metal Lo be used is ten Uimes thal of wax. (The wax
is weighed belore stariing the entire process.) This metal is
largely scrap meial from broken pois and pans. While the
molten metal Is poured in Lthe clay pol. the clay-plastered
model 15 expased to Aring. As the wax inslde melts. the melal
flows down the channel and Llakes on the shape of (he wax
image. The firing process 1s carmed oul almest like a religlous
ritual and all the steps take place in dead silence. The image
is later chiselled with files to smoothen it and give 11 a finish.
Caslng a bronze {image s a painsiaking task and demands
a high degree of skill. Somelimes an alloy of Bve melals —
gold, silver, copper, brass and lead — is used Lo casl bronze

images.
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Andhra Pradesh in the third century CE and at
the same time there Is a significant change in
the draping style of the monk's robe. Buddha's
right hand In abhaya mudra Is [ree so Lthal Lhe
drapery clings (o the right side ol Lhe body
contour. The resull s a continuous flowing line
on this side of the figure. At the level of the ankies
of the Buddha Mgure the drapery makes a
consplcuous curvilinear turn, as it is held by the
lefl hand.

The additional importance of the Gupta and
Vakataka bronzes is that they were poriable and
monks carrled them from place Lo place for the
purpose ol Individual worship or (o be installed
in Buddhist vtharas. In this manner the refined
classical slyle spread Lo different parts of India
and to Asian coumntiries overseas.

Himachal Pradesh and Kashmir regions also
produced bronze images ol Buddhist deities as well
as Hindu gods and goddesses. Most of these were
crealed during the eighth, ninth and tenth
ceniuries and have a very distincl style in
comparison with bronzes from other parts of India.
Ganesh, Kashmir A noteworthy development 1s the growth ol different types of
seventh eentury CE lconography of Vishnu images. Four-headed Vishnu, also

known as Chaluranana or Valkuntha Vishnu, was worshipped
in these regions. While the central face represents Vasudeva,

Bronze sculpture,
Himachal Pradesh
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the other two faces are Lhal ol Narastimha and Varaha. The
Narasimha avatar and Mahishasuramardini Durga images
of Himachal Pradesh are among the very dynamic bronzes
from thal reglon.

In Buddhist cenires like Nalanda, a school of bronze-
casting emerged around the ninth century during the rule
of the Pala Dynasty in Bihar and Bengal regions. In the gap
of a few ceniurles the sculptors at Kurkihar near Nalanda
were able o revive Lhe classical style of the Gupla period. A
remarkable bronze is ol a [our-armed Avalokitesvara, which
is a good example of a male fgure in graceful (ribhanga
posture. Worship of female goddesses was adopled which 1s
part of the growth of the Vajrayana phase In Buddhism.
Images of Tara became very popular. Seated on a (hrone,
she 1s accompanied by a growing curvilinear lotus stalk : :
and her n;hl?mnd Is In lhE abhaia mudra. il & ;L‘f{ﬁf}}’i e

The bronze casting technigue and making of bronze '
images of (raditional icons reached a high stage of
development In South India during the medieval period.

Althongh bronze Images were modelled and casl during
the Pallava Perled in the elghth and ninth centuries, some
of the most beautiful and exquisite statues were produced
during the Chola Perlod in Tamil Nadu from the tenth to
the twellth century. The lechnique and art of [ashloning
bronze images 1s still skillfully practised in South India,
particularly in Kumbakonam. The distinguished patron

Nataraja
Shiva is assoclated with the end of the cosmic
world with which (his dancing posllon s
assoclated.

In this Chola period bronze sculpture he
has been shown balancing himsell on his right
leg and suppressing the apasmara, the demon
of ignorance or [orgetinlness, with the fool of
the same leg. Al Lhe same Ume he raises his
lefl leg in bBhujangatrasita stance. which
represents tirobhava, that 1s Keking away Lthe
vell of maya or lluston from the devolee's mind.
His four arms are outstretched and the main
righl hand is pesed in abhaya hasta or the
gesture suggesting. The upper right holds the
damarn his [avourite musteal instrument Lo
keep on Lhe beal tala. The upper lefl hand
carries a lame while the maitn lefl hand is held
in dola hasia and connecls wilh the abhaya
hasta of the right hand. His halr locks [y on
both the sides louching Lhe cirenlar frala mala
or the garland of Names which surrounds the
entire daneing Nguration.
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during the tenth century was the widowed Chola gueen,
Sembiyan Maha Devl. Chola bronzes are the most sought-
after collectors' ttems by art lovers all over the world.

Among Lhe Pallava Pertod bronzes ol the elghth century
is the icon of Shiva seated In ardhaparyanka asana (one
leg kepl dangling). The righl hand is In the achamana
mudra gesture, suggesting that he is about to drink poison.

The well-known dancing figure of Shiva as Nalaraja
was evolved and Mlly developed during the Chola Perlod
and since then many varlations ol this complex bronze
image have been modelled.

A wide range of Shiva icenography was evolved in the
Thanjavur (Tanjore) region of Tamil Nadu. The ninth century
kalyanasundara murif is highly remarkable for the manner
in which Panigrahana (ceremony of marriage) is represented
by two separale statuelles. Shiva with his extended right
hand accepls Parvalt's (the bride’s) right hand, who Is
depicted with a bashful expression and taking a slep
forward. The unton of Shiva and Parval Is very ingerously
represented in the ardhanarisvara murtf in a single fmage.
Beautiful Independenl fAgurines of Parvatl have also been
modelled, standing In graceful fribhanga posture.

During the sixteenth century. known as the Vijayanagar
Pertod In Andhra Pradesh. the sculplors experimented with
porirait sculplure in order to preserve Knowledge of Lhe
royal patron [or posterity. Al Tirupatl, life-size standing
portrail statues were cast In bronze, depicting
Krishnadevaraya with his two queens, Tirumalamba and
Chinnadevi. The sculptor has combined the llkeness ol the
facial features with certain elements ol ldeallsation. The
ldealisation 1s further observed in the manmer the physical
body 1s modelled to appear imposing as well as graceful.
The standing king and queens are depicled in praving
posture, that i1s, both hands held in the namaskara mudra.

EXERCISE

1. Do you think that the technique of bronze casting has
been a conlinnous process? How did 1l evolve over a period
of ime?

2. In India sculptluring in stone and metal happened
simultaneously, In your opinion what were the similarifies
and differences between both technically, stylistically and
hinctionally?

3. Why are Chola bronze sculplures considered as the most
refined?

4. Search for visuals of bronze sculpiures of the Buddha
belonging to periods other than the Chola Period from
Himachal Pradesh. Kashmir. etc.
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SOME ASPECTS OF

-Ismmc ARCHITECTURE

N the seventh and eighth centurles CE. Islam spread Lowards

Spain and India. Islam came to Indfa, particularly, with Musim
merchants, traders, holy men and conquerors over a passage of
six hundred years. Although by the eighth century CE, Muslims
had begun to construct in Sind. Gujarat. etc.. it was only in the
early Lhirteenth century that large-scale bullding activity begun
under the Delhi Sultanate, established after the Turkish conguest
of northern India.

By the twellth century, Indta was already familiar with
monumental constructions in grandlose settings. Certain
techniques and embellishments were prevalent and popular, such
as (rabeallon (brackets, pillars and lintels) lo support a Nal rool or
a small shallow dome. While arches were shaped In wood and
stone, these were unable (o bear the welght of the lop structure.
Now. however. the archuate form of construction was introduced
gradually in which arches could support the weight of the domes.
Such arches needed (o be construcled with poussoirs (series of
interlocking blocks) and Atted with keystones. The domes, resting
on pendatives and squinches enabled spanning of large spaces
leaving the intertors free of pillars.

A noteworthy aspect ol Lhese migrations and conquests was
that Muslims absorbed many features of local cultures and
iraditions and combined them with their own architectural
practices. Thus, in the field of archilecture, a mix of many
structural techniques, stylised shapes, and surface decorations
came aboul through constant Inlervenllons ol acceplance.
rejection or modifieation of architectural elements. These
architectural entities or calegories showcasing multiple styles
are known as Indo-Saracenic or Indo-Islamic archilecture.

Hindus concetved manifestations of god everywhere in multiple
forms as part of Lthelr rellglous falth, whereas, Muslims thought of
only one with Muhammad as their Prophel. Hence, Hindus adorned
all surfaces with sculptures and paintings. Muslims, forbidden to
replicate living forms on any surface, developed their religlous art
and architecture consisting of the arts of arabesque. geomeltrical
patterns and calligraphy on plaster and stone.
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An InTrRODUCTION TO INDIAN ART

TYPOLOGIES OF STRUCTURES

Keeping in mind religious and secular necesslitles, archileclural
butlding Itke mosques [or daily prayers, the Jama Masjids, tombs.
dargahs, minars, hammams, [ormally lald oul gardens, madrasas,
sarafs or caravansarals, Kos minars, elc., were consiructed over
a pertod of Ume. These were thus additions in the exisling types
of buildings In the sub-contlinent.

Architectural edifices in the Indian sub-continent, as elsewhere
in the world, were constructed by wealthy people. They were, in
descending order, rulers and nobles and their familles. merchants.
merchant guilds. rural elite and devolees of a cull. In spite of the
obvious Saracente, Perslan and Turkish influences, Inde-Islamic
structures were heavily influenced by prevailing sensibililies of
Indian architectural and decorative forms. A lol depended on the
avallability of malerials, imitations of resources and skills and
the sense of aesthetics of the patrons. Although religlon and
religlosily were very imporiant Lo people ol medleval India, as
elsewhere, they borrowed architectural elements liberally.

CATEGORIES OF STYLES

The study of Indo-Islamie archileclure 1s convenlionally
calegorised into the Imperial Style (Delht Sultanate), the Provineial
Style (Mandu, Gujaral, Bengal, and Jaunpur), the Mughal Style
(Delht, Agra, and Lahore) and the Deccanl Style (Bijapur,
Golconda). These categories help in understanding better the
specificities ol architectural styles rather than putting them In
immuitable slois.

Intricate jali work,
Amer Fort., Jaipur
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ARCHITECTURAL INFLUENCES

Amongsl provinceial styles, the archilecture of Bengal and Jaunpur
is regarded as distinct. Gujaral was sald (o have a markedly
reglonal character lor patrons borrowed elemenls [rom regional
temple traditions such as toranas, lintels in mihrabs, carvings of
bell and chain motifs. and carved panels depicting trees. [or tombs,
mosques and dargahs. The [fteenth century while marble dargah
ol Shatkh Ahmad Khattu of Sarkhej 1s a good example of provincial
style and it heavily influenced the form and decoration of Mughal
tombs.

DecoraTivE ForMs

These forms Included designing on plaster through incision or (™ 4

stucco. The designs were either lefi plain or covered with colours.
Motifs were also painted on or carved in stone. These motifs

included varileties of [lowers, both from the sub-continent and I. A

places oulside, particularly Iran. The lotus bud fringe was used

to greal advantage in the inner curves of the arches. Walls were g

Mlower vases. Many complex designs of {lower motifs decorating

Lthe cellings were also to be found on lextiles and carpets. In Lhe -

fourteenth, filleenth and =sixteenth centuries tles were also used

lo surface Lhe walls and the domes. Popular colours were blue, |

turquoise, green and yellow. Subsequently the technlgues of

lessellation (mosalc designs) and pielra dura were made use of =

for surface decorallon particularly In Lhe dado panels ol the walls.
Al times lapts lazull was used In the Inlerior walls or on canoples.
Other decorations included arabesque, callligraphy and high and
low reltel carving and a profuse use of falts. The high reliel carving
has a three- dimensional look. The arches were plain and squat
and sometimes high and pointed. From Lhe sixteenth century
onwards arches were designed with trefoll or multiple follations.
Spandrels of the arches were decorated with medallions or bosses.
The roofl was a mix of the cenitral dome and other smaller domes,
chatris and tiny minarets. The central dome was topped with an
inveried lolus Nower motil and a meial or stone pinnacle.

202425
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Daulatabard Fort

An IntrODUCTION TO INDIAN ART

MATERIALS FOR CONSTRUCTION

The walls In all bulldings were extremely Lhick and were largely
constructed of rubble masonary, which was easily available. These
walls were then cased over with chunam or limestone plasier or
dressed sione. An amazing range ol stones were utilised [or
construction such as quartzite, sandstone, buflf. marble. etc.
Polychrome Llles were used Lo greal advantage Lo finish the walls.
From the beginning of the sevenleenth century, bricks were also
used for construction and these imparted grealer [lexibility (o
the structures. In this phase there was more reliance on local
materials.

Forts

Building monumental forls with embalttlements was a regular
feature in medieval times, often symbolising the seal of power of
a king. When such a [ort was captured by an attaeking army Lhe
vanquished ruler etther lost s complele power or his soverelgnty.
This was because he had (o accepl the suzerainty of the victorious
king. Some examples of sirong, complex edifices which still
exercise Lhe imagination of the visilor are the forts of Chittor.
Gwaltor, Daulatabad. earlter known as Devglrl and Golconda.
Commanding heighls were utilised to greal advanlage (o
consiruct forts. These heights gave a good perspective ol the
region, strategic advantage for securlty, unfettered and
unhindered space to make residential and official complexes while
simullaneously creating a sense ol awe In Lhe people. Other
complexities woven into such topography were concentric circles
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Gvatior Fort

of outer walls as In Golconda, so thal the enemy had to breach
these al all stages before gelting in.

Daulatabad had several stralegic devices to confound the
enemy, such as staggered enlrances so thal gales eould not be
opened even with the help of elephants. Il also had (win lorts,
one within the other bul al a higher elevation and accessed by a
complex defence design arrangement. One wreng turn in the
labyrinth or complex pathway could lead to the enemy soldier
going In circles or falling to his dealh several hundred [eel below.

The Gwalior Forl was invincible because 1ls steep helght made
it impossible Lo scale. IL had many habltatlons and usages. Babur,
who did not find much merit iIn many things he saw In Hindustan,
was sald to have been overawed at the sight of the Gwallor Forl.
Chittorgarh bears the distinction ol being the largesl fort In Asla
and was occupled for the longest length of time as the seat of
power. IL has many lypes of bulldings Including siambhas or lowers
to signify victory and bravery. It was replele with numerous water
bodtes. Innumerable acts ol heroism have been assoclaled with
the principal people in the lort, forming the substance of many a
legend. An interesting aspecl assoctaled with forts 1s that within
the palace complexes stylistic and decorative Influences were
absorbed most liberally.

MiINARS

Another form of stambha or Lower was Lhe minar, a common feature
in the sub-continent. Two most striking minars of medleval times
are the Qutub Minar in Delhi and the Chand Minar at Daulatabad
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Chand Minar,

An IntrODUCTION TO INDIAN ART

Fort. The everyday use of the minar was for the
azaan or call to prayer. Its phenomenal helght.
however, symbolised the mighl and power ol the
ruler. The Quiub Minar also came Lo be associated
with the much revered sainl of Delhl, Khwajla
Quibuddin Bakhtlyar Kaki.

The Qutub Minar, bulit in the thirteenth
century, 1s a 234-feet-high lapering Llower divided
into five storeys. The minar {s a mix of polygonal
and circular shapes. It is largely bulll of red and
bufl sandstone with some use of marble In the
upper storeys. It 1s characlerised by highly
decorated balconles and bands ol inseriptlons
intertwined with f[ollated designs.

Chand Minar, built In the [fteenth century,
1s a 210- feel-high lapering lower divided into
four storeys. Painted peach now. its facade once
boasted of chevron pallerning on the encaustic
tile work and bold bands of Quranic verses.
Although 1l looked like an Iranian monument, it

was the combined handiwork of local archilects with those from
Dellil and Iran.

Monumental struetures over graves of rulers and royalty was a
popular feature of medieval India. Some well-known examples of
such tombs are those of Ghyasuddin Tughlaq, Humayun, Abdur
Rahtm Khan-t{-Khanan in Delhi. Akbar and ltmaduddaula in Agra.
According to Anthony Welch, the idea behind the tomb was eternal
paradise as a reward for the (rue bellever on the Day of
Judgement. This led to the paradisiacal imagery [or tomb
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construction. Beginning with the mntroduction of Quranlc verses
on the walls. the tomb was. subsequently. placed within
paradisiacal elemenis such as a garden or near a body ol waler or
bolth, as is in the case of the Humayun's tomb and the Ta] Mahal,
which [ollows the charbagh style. Surely though, such vast
expanses of structured and siylised spaces could nol have been
intended only to signify peace and happiness in the next world
bul to also showcase the majesty, grandeur and mighl of the
person burled (here.

SARaIs

A hugely Inleresting leature of medieval India was the sarats which
ringed citles and dotted Lhe vasl space of the Indian sub-
continent. Sarais were largely bulll on a simple square or
reclangular plan and were meant to provide temporary
accommodation to Indian and foreign travellers. pllgrims.
merchanls, (raders, elc. In ellecl. sarats were public domalns
which thronged with people of varled cultural backgrounds. This
led Lo cross-cullural inleraction, influences and syncretlc
tendencies In the cultural mores of the times and at the level of
the people.

STrRUcCTURES FoR Common PeEoPLE

Omne of the architectural [eatures of medieval Indla was also a
coming together of styles, lechniques and decorations in public
and privale spaces ol non-royal sections ol (he soctely. These
included butldings [or domestic usage, lemples, mosques,
khangahs (hermitage of Sufl saints) and dargahs, commemorative
galeways, pavilions In bulldings and gardens, bazaars, elc.
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Jahoazr Mahal . Mandu

Jama Masjid. Mandu

An InTroDUCTION TO INDIAN ART

arrangement of walercourses and a lerrace
swimming pool.

Ranl Rupmall’s double pavilion
perched on the southern embattlements
afforded a beaubiful view of the Narmada
valley. Bax Bahadur's palace had a wide
courtyard ringed with halls and terraces.

A madrasa called Asharfi Mahal now
ltes In muins. Hoshang Shah's lomb 1s a
majestic stmicture with a beautifnl dome,
marhle jali work, porilcos, couris and
towers, IL Is regarded as an example of
the robustness of Alghan structures. but
its lattice work, carved brackets and
toranas lend 1L a sofier hue,

The Jama Masfid of Mandu was bulll on a large scale lo accommodate
many worshippers for Friday prayers. It Is enlered through a monumental
gateway. lopped wilh a squal dome, beyond which lies an open couriyard
fManked wilth columned cloislers on Lhree sides, also topped with smaller
domes. The bullding is faced with red sandstone. The mimbar in the Qibla
Litwan 1s supporied on carved brackets and the mihrab has a lotus bud
Mnge.

Provinelal slyle archilecture of Mandu fs regarded as Loo close o the
structures of Imperial Delhl to make a bold statement of local traditions.
Mevertheless, the so-called robust, austere Pathan architecture of Mandu
with its surface embellishments of jalis, carved brackets, etc., and the
lighiness of the structures was an imporiant intervention in the narrative
of the Indo-Islamic archileclural experience.

—
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Tas MaAHAL

Some Asrects oF INnpo-IsLaMic ARCHITECTURE

From 1632 omupards il took nearfy twenty years
and 20,000 spectalised workers to complete this monument.,
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Ta] Mahal was buill in Agra by Shah Jahan as
a mausoleum for his deceased wife Mumtaz
Mahal. Ta] Mahal was the apogee of the
evolutlonary architectural process in medieval
India.

The sublimity of the building comes from
its orderly, simple plan and elevation,
amazingly perfect proportions or symmetry., the
ethereal guality marble has lent to tf. the
perfect setling of bagh and river and the pure
outline of the tomb silhouetted against the sky.
The patina the Taj has lends il a different hue
at various times of day and night.

The Ta] complex is entered through a
monumental red sandstone gateway the
opening arch of which beautifully frames the
mausoleum. The tomb is laid out in a Chahar
Bagh, criss-crossed with paths and water
courses, inierspersed with pools and founiains.
The siructure i1s placed on the northern
exiremity of the: bagh instead of the middle to
take advantage of the river bank.
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A straight path through the bagh
reaches the plinth of the tomb from where
is accessed the floor terrace of the edifice.
Al the comners of Lhe terrace stand four tall.
tapering minarets; one hundred and thirty-
two feet high. The main body of the bullding
is topped with a drum and dome and four

cupolas forming a beautiful skyline. The

plinth, the walls of the strmucture and the
drmm-dome are in perfect proporiion to one
another. Towards the west of the white
marble-faced tomb Hes a red sandstone
mosque and a similar construction in the
east to maintain balance. Marble for the
bullding was gquartied from the Makrana

mines in Rajasthan and this white edifice |

is contrasted with the red sandstone of the
surrounding structures.

The tomb structiure is a square with
chamifers forming eight sides. recessed with
deep arches. This structural siylisation
preduces in the elevation of the bulding a
variety of contrasting planes and shade and
solids and volds effects. All sides of the
bullding, the twin eievaiions of floor to roof
and roof to pinnacle. atop the follated crest
of the dome, measure 186 feet each.

The interlor arrangements of the
mausoleum censist of a crypt below and a
vaulted. octagonal tomb chamber above, with
a room at each-angle, all connected with
corridors. Light to every part of the bullding
is obtalned by means of carved and
periorated jalis, set in the arched recesses
of the interlor. The ceiling is as high as the
fagade creating a vold with the help of &
double dome.

Four types of embellishments have been
used with great effect for the interfor and
exterior surfaces of the Ta] Mahal. These
are stone camvings in high and low relief
on the walls, the delicate carving of marble
inio jalis and graceful velutes (spiral
ormament on the pillar), and the creation
of arabesgues with pleira dura (vellow
marble. Jade and jasper) on walls and
tombsiones and geometric designs with
tessellation. Lastly, the art of calligraphy
is used with the inlay of jasper in white
marble to wriie Quranic verses. Calligraphy
provided a decorative elementi on the walls
and a continuous connection with
the Almighty,
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Jama Masfid. Delhi

An IntTropucTion TO INDIAN ART

Jama Masom

Large mosques, spanning huge
spaces, also dolted Lhe landscape of
the Indian sub-continent in medieval
times. Congregational prayers were
held here every Friday allernoon
which required the presence of a
minimum of forty Muslim male
adults. At the lilme of prayers
fon Fridays) a Khutba was read out
in the name ol the ruler and his laws
for the realm were also read oul. In
medieval times, a city had one Jama
Masjid, which along with 1is
immediate surroundings became Lhe

focus of Lhe lives of the people. both Muslim and non-Muslm.
This happened because a lot of commerclal and cultural exchanges
were conceniraled here besides religlous and Indirecl political
activity. Generally, such a mosque was large with an open
courtyard, surrounded on Lhree sides by cloisters and the Otbla
Liwan in Lthe wesL. Il was here Lhal the mthrab and (he mimbar for
the Imam were located. People faced the mthrab while offering
prayers as it indicated the direction of the Kaaba in Mecca.

Pian of Jama Masjid
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EXERCISE

I. What do you understand by the term ‘Indo-Islamic’ or ‘Indo-
Saracenic’ architecture? Can you think of another nomenclature?
How did this architecture evolve in India?

2. Whal bypes of bulldings were added in India in the thirteenih
century?

3. Name four styles of Indo-Islamic archileciure.

4. Whal was the slgnificance of a forl in medieval India? Whal were
the sirategic devices adopled In the construction of forts (o confuse
or deleal the enemy?

5. Which forms of secular archilecture evolved during medieval
times? What stgnificance did these butldings have in Lthe socio-
cultural lives of conlemporary people?

B. How does Mandu showcase the fact that humans adapt to their
environment?

7. In spite of being unfinished how does Gol Gumbad symbollse the
grandeur and majesty of Indo-Islamic architecture?

8. Which are the places where the dead are buried? How do these
differ from each other?

9. Why is the word “perfectlon’ assoctated with the Taj Mahal?

ProJECT
A * ] ; . B
H. The present W Assoclation By W”E"“f”‘“
locatton and e :-s.lx___r_nct_u.l:t: .
glatus of the Secular/Religlous
struciure:
\ Have you
visited any
medieval structure
G. Isit conserved? in your locality/ ) ¢
Should 1t be——  region/country? — % ;Z?m
conserved? Document the

of the structure;

A N

E. Malerials used D, Architectural

for conslruction : forms located
FlEe abbiin E. Decorattve forms ; _
ol the structure e thE e in the structure
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Agaie

Anda
Arabesque
Ardhmandap
Ashiadikpalas
Aruethas

Batter
Bodhisativa

Bosses

Buddhism

Burin

CE

Calltgraphy
Caturasra
Chhatra
Chhatri

Chahar Bagh
Chaiiya Arch

Chaifya
Chakea

Chamfer

An IntTropucTion TO INDIAN ART

GLOSSARY

A [ne-grained varlegated chalcedony. Ils
colours arranged In siripes, blended in clouds,
or showing moss like [orms

Ribbed. lenttcular or globold part resembling the
amala (Indtan gooseberry fTutl) crowning the lop
of Lthe North Indian style shilhara

Semi-circular siructure tvpically used for
Buddhist siupa

An ormamental design consisting of intertwined
Nowing lines, leaves and flowers. a feature of
the Indo-Islamic archilecture

Semit-hall in fronl of garbhagriha of the temple
Cuardians of the eight direciions

Weapons

Slope in Lhe wall

In Buddhism. Bodhisativa refers Lo the previous
hirths of Gautam Buddha

Circular embossed decorations, usually in stone
of conlrasiing colours located on elther side of
an arch and within the spandrels

A religion originated in the sixieenth century
BCE with the preachings ol Buddha

Apointed tool of lint or stone with a lransverse
edge made by the removal of one or more flakes,
Used for working bone, antler and ivory, and,

perhaps. for engraving

Commeon Era, replacing AD or Anno Domind
{Era of the Lord)

The art of producing decorative handwriling
Square

Umbrella-like structure on top of the siupa
Cupola resting on four pillars with a dome or
pyramid-shaped roof

A square, walled garden divided into four by
intersecting water channels

Semil-circular arch with poinied tp in the centre
Lowards the lop

Place ol congresation and worship

Wheel, a symbol used for Buddha's first sermon
at Sarnath

To cul off Lthe edge or corner, thereby, increasing
the number of stdes
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Chert

Chevron Pallerning
Corbel

Cornice

Crystal

Dado panel

Dargah
Dhammachakrapravarian
Dravid

Diressed stone
Encaustc tle work

Fatence

Gahapati

Garbhgriha
Gopuram

Harmika

Imam

Intaglio
Jagmoharn

Jainism

A flint-like malerial. usually black or dark
brown in colour. Although WL has a concholdal
fracture like Nlint il is nol so fne-lextured

V-shaped patlerns

The stone or wooden bracket laid horizontally
to support a cornice or an arch

A mounlded roof-line

A high gquality, clear, colourless glass or an
objecl. especlally a vessel or ornament. made
of such glass

Lower part of the interior wall when it is finished
differently from the rest of the wall. Some
excellent examples are Hoyasal temples of
Halebid. Jamali Kamali tomb in Mehraull and
Turkish Sultan’s palace in Fatehpur Sikri, Agra

Shrine of a Sull saini, where the salnl’s grave
called mazar s localed

First sermon by Buddha al Sarnath near
Varanasi

Normally used for people, culiure, language and
architectural siyle of South India

Stone which is cul Lo size and polished
Inlay in ceramics

Blue-coloured artifictal glass-ltke matertal.
Falence was used in a variely of ornaments and
pleces of jewellery

Big land-owner or big [armer involved tn larming
and trade

Sanctum sanclorm

Main gateway: Lhe storeyed structure over the
enirance or enirances through the enclosing
walls to the premises of a temple

Small square fencing atop Lhe anda or
semi-circular dome of stupa

The person who leads a Muslim congregalion
in prayers. Over a passage of Ume, this postiion
became heredilary

The process of cutting a design inio the surface
of a small hard stone or gem

Rectangular or square hall in fronl of a
sanctuary or main lemple — a term used for
lemple architecture of Odisha

One ol the most anclenl rellgions, I is a path of
viclory (Jina) over llle's siream ol rebirths
through ethical and spiritual practces.
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Jali

Jasper

Jataka
Jati
Kalash

Keystone

Kos minar

Lapts lazull

Mimbear

Mukhlinga
Multiple follations

Mural

Nagara
Naggar khana

Natyamandapa

or Rangmandapa
Panchayatana

An IntTropucTion TO INDIAN ART

Ornamental, perforated latiice screens with
arabesques, star moilfs and eother geomeiric
destgns such as pentagons, hexagons, octagons
and circles

A vartety of quariz thal may be red, yellow or
brown: long used for Jewellery and
omamenlation

Slorles of the previous births of Buddha
Caste

Wide-mouthed poi: ornamental pol-design
decorating the shikhara of a temple

A central slone al the siimmil of an arch
Distance marker or milestone in the shape and
size of a tower

A shrine of square plan

A rich blue semi-preclous stone. The main
source in the anclent world was the mountains
of Badakshan, northern Afghanistan, from
where Il was lraded widely. Lapis lazull
was used as inlay in omaments. jewellery,
seals, etc.

Phallus, the form tn which Lord Shiva is being
worshipped

Big hall in the temple

Death of Lord Buddha — liberating him from
the cycle of life and death

Hall

Mausoleum or tomb

Circular discs in the spandrels of arches
decorated with molifs or calllgraphy

Prayer niche indicating the direction of Mecca

Stepped pulpil in the Jama Masjid or Friday
mosque from where the Khutba was read
Phallus with face

Many curves in an arch

Paintings made on the walls of caves, bulldings
or temples in Fresco or any other style

Morth Indlan style temple archllecture

Dirum house from where ceremontal music was
played which was usually stiuated over the gate.
It was a popular feature in Mughal palace-
complexes

Dancing hall in front pari of the lemple

Main temple surrounded by four sub-shrines
in each comer
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Pendentive

Phamsana

Pletra-dura

Polychrome

Pradakshina
Olibla Liwan
Cila-1 Kuhna Masjid

Quariz

Rekhaprasad or
Latina

Rupicar/ Shilpi
Sabha Mandapa
Saracenic

Sarai

Shala ayalasara
Shilchar

Shilpa texts

Shraman
Soverelgnty

Spandrels

Squinch

Steatite

A trlangular bracket in the angle of two walls,
connecting the base of the dome to its
supporiing arches

A butldings/ lemple which tends Lo be broader
and shorter than Latina type

Piclortal mosale work using semi-precious
stones. Found on walls, cenolaphs and marble
Jjalis in the Ta] Mahal

An object or a work composed of or decorated in
many colours

Circumambulation
The wall of the mosque in Lhe direction of Mecca

Built by Humayun or Sher Shah between 1530
and 1545, il is located inside Purana Jila in
Delht

A vartety of stone found in many paris of the
world and variously used {or loolmaking and in
ceremaontlal conlexts, Varletles of quartz include
agale, chalcedony, cherl, flinl, opal and rock
crysial

This type of temple has square shikhar at the
base and lts walls curve slowly inward towards
Lthe top

Artisan
Assembly hall

A style ol architecture popular with Musiims in
Wesl Asia pariicularly [rom Lhe elevenih to the
fourteenth century

Dharamshala or a traveller's lodge

Elliptical

Superstructure above the garbhagriha in the
north [ndian stvle of lemple

Ancient Indian texis/manuals describing the
elements and principles of art and architecture
to be practised by arilsis

A Buddhist or Jain sect, whose {ollowers used
lo wander [rom place Lo place

The aulhority of a ruler/state to govern himself/
itsell absolutely independently

The almost triangular space belween two sides
of the ouler curves of an arch and a rectangular
enclosure

An arch spanning the corners of a square
chamber and acling as support for a dome

A greyish or greenish slone, which is generally
soll and can eastly be worked to make figurines,
vessels, seals and other objects
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Stellate

Sthapaii
Shipa

Stueco

Suzeralnty

Tahblet

Terracotta

Tessellation
Torans

Trefotl

Turquoise

Valabhi
Vanga
Varma

Vesara

Vihara
Vijanain

Viman

Volute

Voussolr

Vritia

Yakshas /Yakshanis

An IntTropucTion TO INDIAN ART

Arch nets arranged in a radiating patiern like
that of a star

Architect

A mound-like struclture containing relles of
Buddha or Buddhist monks worshipped by
Buddhisis

A fine plaster used for coating wall surfaces

A soverelgn/state having some control over
another ruler/state who/thal 1s internally
aulonomous

A regularly shaped. separale panel. or a
represenlation thereefl, oflen bearing an
inscripiion or image

Literally. ‘baked earth’ mainly used to refer to
fairly coarse, porous clay that, when fired.
assumes a colour ranging from dull ochre
tored

Decoration on walls and floors with mosate
Carved, serpenline-shaped ceremonial
galeways

Three curves in an arch

A semi-precious stone, sky blue Lo pale green
in colour. highly prized for iis use in jewellery
by many anclent culiures

Sub-type ol nagara lemple

Ancieni name of the Bengal reglon

Four-fold division of the soctely based on
professton Le. Brahmana, Kshatriga, Vaishya,
Shudra during anclent India

Term used for Lthe independent style of Lhe
temple during the Ume of the Chalukvas of
Kamalaka. Il consists of a combinallon of the
northern (nagara) and southern (dravida) styles

Place of residence of Buddhist monk

Temples having a rectangular bullding with a
roof that rises inlo a vaulted chamber

Superstructure over the garbhagriha of shrine
in the souih Indian lemples

A scroll or spiral ormament on a pillar

A wedge-shaped or lapered stone used lo
consiruet an arch

Circular

Demd-gods and deml-goddesses — proteciors of
nature and resources
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