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CHAPTER-- II 

HISTORY AND CULTURE OF SCULPTURAL ART IN SUB HIMALAYAN 

DARJEELING 

Indian art representing life through the ages speaks a rhetorical language of vast and 

varied symbolism.  Art in India as well as Himalaya region is not substantive record of life in 

various forms, but from the outset it was designed to become a vehicle of the forms of 

conception, which enriched culture, religion, employed to impart through its symbolical 

language – the Ideas of the mind. Human speech has an insubstantial appeal, but the language 

of art of sculpture presents a universal approach to proposition. It is an open accomplishment 

for all, speaking a language which is the outcome of theological experience of notions, or in 

the other words, of religion. The feeling of sculptural art of Sub-Himalayan Darjeeling region 

was dictated by man’s devotional approach to such experience. This was the higher purpose 

of art; higher only in the sense that its theme was a sublime world, not that art was in  any 

way the preserve of the select few only, and inapproachable to the masses of people, or 

designedly kept back from them. 

It was perceived that sculptural art had an assignment and a purpose which must be 

expressed through forms, whose appeal was inexorable and meaning unmistakable. Such 

language was formulated in the form of symbols which played such an indispensable part in 

Indian sculptural art. The symbols sometimes pervade the centre of the picture in the form of 

the images of divine beings, saints and viewers who themselves exemplify certain great 

objectives accepted as truth through ages by a righteous humanity. The symbols also served 

the momentum of decoration, embellishment and space-filling. Even here, they have their 

values and are linked to a ascendant common purpose, namely evolution of ideas through an 

aesthetic passable, with a charm that promotes their solicitation and in a manner that 
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contributes to the endowment of the outer forms of life in relation to the inner development of 

the mind. 1 

All religions and sculptural art in India as well as Sub-Himalayan Darjeeling which is 

flourishing on the soil have accepted the traditional motifs and vehicle of remarkable 

religious notions. Buddhism, Jainism and Hinduism together with their sects of Hinayana and 

Mahayana, Digambara and Svetambara, Saiva and Vaishnava, as well as hundreds of 

auxiliary cults – all pay reverence to traditional motifs without which none of them would be 

prepared to exist.  Such mythology was the life – breathe of these religious consciences, 

which invigorated and stimulated them and explained decently all that they wanted to convey, 

of the virtuous and the theological worlds.  Myths are fundamental to religion and life 

without myths and legends, Indian sculptural art and traditional thought would hardly be able 

to stand.  It is obligatory that myths should be accurately understood.  They should be 

approached from the point of view of those from whom they were meant.2 From traditional 

point of view, sculptural art of Sub-Himalayan Darjeeling represents an attempt to understand 

human thought in that proper environment of time and space.  In this perspective we can say 

that the traditional thought of people of Sub-Himalayan Darjeeling area  has great value and 

which represent in a real manner the language gives access to the creative activity and minds 

of artisans in discipline of art, craft, sculpture and of course religion.   

The Sculptural art of Sub-Himalayan Darjeeling is to be studied at two distinct points, 

one is external form and other is inner meaning form. Up to now it has been usual to 

approach Sub-Himalayan sculptural art from the external point of view, i.e. the objective 

illustration of various sculptural works. That is quite correct and valuable as the paramount 

basis of approach. But there is also the other side of the commemoration viz. the achromatic 

side which retrieves in the study of meaning and ascertainment of sculptural art of which the 

roots lie hidden in Indian Sub-Himalayan religion and philosophy. By looking at these two 
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with equal insight one may be able to recover the true and full importance of the Sub-

Himalayan people’s mind as expressed in the concoction of sculptural art. The traditional 

sculptural art prior to the historic period had some explicating attribute. One is it was the only 

three balanced art form, secondly, it was representational, thirdly, it was contemplated as an 

art of inflexible form. Any untenanted spaces involved were essentially secondary to its bulk 

or mass. Moreover, as a solid form it had no movement. Fourthly, traditional sculptors used 

only two main techniques, carving or modeling. That is they either carved directly from their 

chosen material (e.g. stone, wood), or they built up the sculpture from the inside, so to speak, 

using clay, plaster wax and the like.  The sculptural art emerge in the hearts of men. That 

productive soil, which receives incorporates and recreates all the divergent reactions and 

influences. The traditional thoughts of sculptural art are more real in molding the lives of men 

than other materialistic things. So far as Indian religion are concerned, no factual accounts of 

the lives of particular prophets and saints were tolerated until they had been transformed into 

parable, this transformations being in consistency with certain laws on a cosmic model.3 

Every human being of North-East India influenced by Himalayas, because the 

Himalayas is one wonder of nature that has allured us since time immemorial.  Its high snow 

clad mountains, rich flora and fauna and scenic beauty have delighted one and all.  But in all 

this, we have somehow missed another wonderful aspect of it – its people and their cultural 

activity which influenced by traditional thought. So, read on and find out more about the 

various sculptural activities of the people, their history, faith on religion and other theme. 4 

Analysis of form is also not to be confused with pure aestheticism nor with self-indulgent 

endeavor. Form analysis is an imperative art historical tool which can be wielded objectively 

by a responsive art historian which indeed can enable a more empathetic recognition of art 

objects leading to a more lively art historical study. This chapter will therefore begin by 

analyzing the various sculptural form of Sub-Himalayan Darjeeling area through the ancient 
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historical sculptural art because without reference of ancient sculptural art then we cannot 

established any conclusion about sculptural art of Sub-Himalayan Darjeeling region. 

Evolution and Meaning of Sculptural Art  

Any review of Indian sculptural studies must take note of stella kramrisch’s writings 

on Indian sculpture.  She has been the most responsive of art historians to keenly observe, 

examine and elaborate form in Indian sculpture. It is unfortunate that her book, written as 

long ago as 1933, has been sadly disregarded. Her book materialized at a time when the 

twentieth century aesthetics of sculpture was still in the formation. Her work has been 

neglected even by western scholars on sculptural art.  She has accomplished more for Indian 

sculpture than what collectively Hildebrand, Wolfflin, Focillon, Henry Moore, Herbert Read 

and others contributed towards general sculptural aesthetics. Unfortunately, because Indian 

sculpture was never studied as sculptural art, the significance of Stella Kramrisch’s book has 

not been realized.  She is the only art historian who has really ‘Seen’ Indian sculpture.  It may 

however be noted that Kramrisch’s influence is reflected in the writings of Niharranjan Ray 

and S.K. Saraswati.  Stella Kramrisch in her later books Hindu Temple (1944) and the Art of 

India through the ages (1955) is dissimilar. As such she cannot be bracketed with Ananda 

Coomaraswamy for providing the metaphysical view of Indian art. This misunderstanding 

has been the case usually and has specifically been noticed by Thomas Muntro, who 

contemplated Stella Kramrisch’s writings not ‘naturalistic’ and ‘empirical’ adequate for being 

allowable to western scholars.  But she is brilliantly and refreshingly empirical in her 

approach to Indian sculpture in her earlier books, pala-sena sculpture (1929) and Indian 

sculpture (1933). 5 

The notion of evolution in sculptural art is a concept parallel to that of the evolution 

of life as suggested by Darwin in his The Descent of man (1871) and further explained in 
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biological sciences. It runs aligned to the concept of the development of human society and 

historical direction of civilizations. Both these facets of the notion of evolution have 

determined the approaches to the concept of evolution in sculptural art historical studies.  

Herbert Spencer in his proposition of Cultural Revolution, which was a sort of “Social 

Darwinism” or “Orthogenesis”, defined it as adaptive, complicate development through 

cultural descent, involving progress and that evolution constituted a Universal law of nature.  

While the notion of the passage from intelligibility to perplexity, from Homogeneity to 

Heterogeneity was approved by anthropologists and archaeologists but according to Kroeber 

both culture and style of art, like “organic species” have evolved through responses to their 

total and fluctuating past environment plus internal changes. 6 Arnold Hauser recently has 

preserved that there is simply no other explanation of stylistic change but a sociological or 

psychological clarification. As in history and culture so in art have been introduced the 

concept of periods and stages while controversies are raging – regarding unilinear versus 

multilinear extension. However the notion of evolution in sculptural art had already existed 

even before Darwin noticed it in the biological arena.  The evolution or development in art is 

now well acknowledged as an inexorable occurrence for the obvious distinction that can be 

observed between sculptural art objects of separate dates or periods or the way art objects can 

be linked up in stylistic continuation or the way regional differences and differences of 

individual hands show up in paintings and sculptures. The analysis of enlargement has been 

based generally on the pictorial or sculptural form and style, impersonal of thematic content 

or historic cultural discourse. The highest beauty was manifested in the human figure which 

has more or less been accepted by the Sub-Himalayan Darjeeling region people. The beauty 

of the human figure lies in the harmony of its various parts and the design of its relations 

through a functional oviform line. 7 



27 
 

Adolf Hildebrand comprised in his book the problem of form in painting and 

sculpture (1893) attention to which was drawn by Susanne Langer while giving her own 

scrutiny of sculptural form. Hildebrand analyzed the problem of space creation, which he 

called the architectonic procedure. According to him the artists work is a building up of space 

for one sense alone, namely, vision. He called virtual image, perceptual space meaning 

visual, and by the architectonic method he meant the methodical erection of forms that should 

present and explicit such space. He defined the aim of the artist as erection and ordering of 

forms in space in such a way that they define and organize the capacity. Virtual space being 

entirely independent and not a local area in actual capacity, is a self-contained, total system, 

whether it be two dimensional or three, it is – continuous in all its possible directions, and 

definitely plastic. In any work of art the dimensionality of its space and the continuous 

character of it are always implicitly assured. Intuitive forms are carved out of it and must 

appear to be still related to it in spite of their most definite boundaries.8 

The idea about form, style and enlargement are found fully matured in the classic 

book The Life of Forms in Art of Focillon. According to him, form signifies itself as 

construction of space and matter. Work of art exists only in so far as it is form. Forms 

observe with an internal organizing logic.  Form should also be a part of the explanation of a 

work of art.  Form creates its own space.  Space having space of nature as model itself varies.  

Other approaches are also still constitutional approaches to space. Focillon defined 

relationship between form and style as follows : A style is a development, a compatible 

grouping of forms united by a reciprocal fitness, whose essential harmony is nevertheless in 

many ways testing itself, building itself, and obliterating itself. Style is the treasury, 

vocabulary of form; secondly it is a system of relationships, its syntax.  Style always is the 

process of self-definition, i.e. defining itself and then escaping from its own definition is 

generally known as an evolution. Several styles may exist concomitantly or styles develop 
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differently. The life of a style may be considered either as dialectic or as an investigational 

process. 9 

Before the studies of Indian sculpture were taken up on a more methodical and 

scientific basis, there was a phase when Indian sculpture images were distinguished as much 

artistic sensitivities. Even the early generation of western scholars at the turn of the last 

century did not expressed much consciousness regarding the individual qualities of 

configuration and style in Indian Sculpture. Grunewedel, Boucher, Marshall and Bachhofer 

had evaporated on Gandhara and early Buddhist sculpture. Looking for Greco-Buddhist 

influences and sources was the happy hunting ground of these scholars together with the 

study of Buddhist subject matter.10 Sculptural art of India occupies the foremost place in the 

history of world art. The artist in India had performed a high degree of magnificence at a very 

early period and patterns produced by him are truly marvels of human industry and efficiency 

as well as technique. One finds in them a severity of feeling, a manifestation of the powers of 

the unseen which is not approached in the art elsewhere in the world.11 Havel has revealed, 

“The best Indian Sculpture touched a note of deeper feelings and finer sentiments than the 

best Greek.  There is in this art a depth and spirituality which never entered into the soul of 

Greece”.12 The artist has first to look beauty, and then express it. The prosperity of an artistic 

production relies on the severity of the artist’s realization of the beauty and his caliber to 

illustrate his experience to others. Various geographical and social factors have always 

influenced the artist of Sub-Himalayan region in his work.  India is a vast sub-continent. 

Bounded on the north by the gigantic walls of the Himalayas, it remains sealed off from the 

Asiatic mainland. The sea operating on the South, east and west forms another natural barrier 

and is subsidiary to isolation of this country. In the desperate natural fortification of the 

mountain range there are some stubborn passes and through these, many races and tribes such 

as Aryans, Greeks, Scythians, Parthian, Kushans and later on, Turks and Mongols found their 
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way into this country and the culture brought by them had a sound effect on the development 

of art. But on account of its incoherence position, India was free to develop its art along its 

own lines, which assumed a distinguishable character, leaving no trace whatsoever of any 

foreign influence. To the south of the Himalayas, lie the Indo-Gangetic plains nourished by 

the two chief rivers, the Indus and the Ganga-Yamuna, as well as the sandy desert and rocky 

plains of Rajasthan to the Vindhya mountain range and the Narmada. Nature in this sub-

continent is chequered with variety and clad in glowing colors-there is the luxuriance of her 

tropical vegetation and the hurricane of her monsoon; the majesty of her snow covered 

Himalayas and the dryness of her desert.  The wild and sublime of nature had a deep 

impression on the mind of the artist and actuated him to carve out natural sceneries such as 

foliage, waterfalls, etc.  It also induced him to contemplate what underlies the loveliness of 

form and color.13 This Geographical fusion impacts on the sculptural artist of Sub-Himalayan 

Darjeeling region. The artist has implemented this motivation of their work. 

Traditional Perspective of Indian Sculpture 

During the Buddha’s life time, material political changes happened in north-eastern 

India. The various petty states and tribal republics were plunged in the empire of Magadha, 

with its capital at Pataliputra. On the death of Bindusara, the throne of Magadha passed on to 

his son Asoka, one of the greatest kings in the history of the world. During the first thirteen 

years of his reign, Asoka seems to have carried on the traditional Mouryan policy of 

prolongation within India and friendly co-operation with the foreign powers. He adopted 

Buddhism as his creed and asserted his power and impression to propagate it. Under his 

auspice, the genius of the artist found figurative expression in the sculpture which for its 

skilful accomplishment and symbolism immerses a special place in the history of Indian art.14  

This is the little instance of appeared the sculptural art which patronized by the ruler of 

several time in Indian history. For example we can say that the pala dynasty came to power in 



30 
 

north-eastern India about the middle of the eighth century. The pala rulers were great sentinel 

of Buddhism and Buddhist sculptural art.  The palas were succeeded by the Senas, who were 

bigoted Hindus. The North-Central India was ruled by the chandellas of Bundelkhand during 

the 10th-11th Century. They were keen patrons of art.  The art of this era is characterized by 

maturity in style and technique. In the south, the cholas established their authority in 846 

A.D. and developed a gigantic empire. Their sculptures display wonderful spirit, dignity and 

elegance, compatible with their power and grandeur. About the beginning of the twelfth 

century, a new power viz., the Hoysalas asserted itself in the Deccan.  Sculptural art accepted 

great encouragement from the Hoysala rulers. Their temples are richly adorned with beautiful 

figures and decorative motifs.15 

In India as well as Sub-Himalayan Darjeeling art has been so closely associated to 

religion that for its proper understanding, is necessary to have some wisdom of several forms 

and symbols representing the super-natural energy in Hinduism, Buddhism and Jainism. The 

Aryans worshipped the powers of nature. As time went on and the religion passed through 

many changes, the worship of the trinity viz. Brahma, Vishnu and Siva attained wide 

admiration. Brahma is the principal deity. He is creator of the universe and is shown with 

four faces and four arms. He is seated on a lotus, with his consort Sarasvati, the patroness of 

arts. Brahma is the source of all creatures, of wisdom and of purity. Vishnu is the preserver. 

He is clement and gracious. He sustains order and equilibrium in nature. Whenever the world 

order is agitated and unrighteousness dominates. He evident himself and redeems it from its 

misfortunes. So far, he has obtained nine incarnations. Siva is the supreme yogi on ascetic 

and sits in meditation on mount kailasa in the sacred Himalayas. On his forehead, he has a 

third vertical eye, symbolizing his supernatural glance and yogic potency16 

The earliest phase of Buddhism – a period of at least two centuries – is encircled in 

around impervious darkness. In the beginning, the enlightened teacher Goutama, the Sakya 



31 
 

Sage was the object of veneration to the devotees. Early Buddhism centered round the story 

of his life and episodes in his sphere – his birth, his abandonment of wife and kingdom, his 

enlightenment and death, as well as folk stories of his good deeds in former lives. These 

formed the subjects, of the reliefs which adorn the railings and gateways inclosing the stupas 

or mounds established over his relics at Sanchi, Bharhut and Bodh gaya. Here Buddha is not 

a portrayed in human form and his presence is designated by symbols.  His actual likeness 

was regarded as too scared to acknowledge of representation.  His presence was shown by a 

tree (the Bodhi tree), a wheel (the wheel of the law set turning at Saranath), stupa (his burial 

mound) or else by the foot-prints, or an untenanted saddle or throne or even by his umbrella, 

for the umbrella had long been a symbol of magnanimity.17 

From the traditional point of view Buddhism begins with the believer going for refuge 

to the three Jewels (triratna), the Buddha, the doctrine (Dharma) and the community of 

monks (Sangha).18 This is the main theme of which rotated around the Buddhist sculptural art 

and architecture.  Very few of the people yet perceive how great a debt the art of the world – 

especially that of the Eastern world – already owes to India.  It is true to say that without the 

example of Indian forms and notions the arts of the whole of South-East Asia, of China, 

Korea, Mongolia, Tibet and Japan would all have been fanatically various and would have 

lost by that difference. So, too, would modern western art, especially architecture and 

painting.  Buddhism, a merchant’s religion quintessential, was the chief vehicle for this 

artistic dominion, though Hinduism did penetrate South-East Asia and the islands; and 

Buddhist art, at home in India, owed a good deal to the Hindu art that ejected alongside it.19  

The earliest art of India, that produced in the great cities of the Indus valley civilization. (C-

2000 B.C.) Could not have been had much direct influence on the art of the rest of the world. 

There can, however, be little suspicion that this art shared a common heritage of ideas with 

other regions of the ancient middle-east. Most significant of all is the fact that 
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particularsymbols and images which appear in later historical art first showed themselves in 

the miniature sculptures, in the seals and the sealing of the Indus valley.20 The sculptural art 

first manifested in early stupa decorations lies at the root of all the later Buddhist styles of 

South East Asia and Far East. Its choice of legends for elucidation, its method of presenting 

them through groups of principal figures, even definite of its characteristic types of costume, 

became canonical in all Buddhist countries, providing the basis for local improvement.21  In 

India itself, during the later first, the second and the third centuries A.D. the Buddhist stupa 

became the focus of artistic attention, its decoration being much expanded and elaborated.  

The stupa itself, originally a domed mount near the crest of which relics of Buddha and his 

saints were manifested, developed, by the addition of ever higher plaints and crowning 

umbrella-spires, into a tall tower. Each stupa came to be – metaphysically recognized as the 

‘axis of the world’, and adorned with elaborate carvings which, for all their cosmic and 

sometimes dynastic symbolism, retained a fundamental humanity of scale. The skill of 

sculptors in representing figures with powerful existence and in composing complex narrative 

scenes full of overlaps, advanced rapidly. The stupas with their railings and gateways came to 

be almost totally clad in panels of white limestone carved with rich ornamental designs or 

sensuous figural relief the style of these works is closely associated to synchronous volume of 

sculptural art.  At the vanished stupas of the most significant site of all, Mathura in West-

Central India what was to become the first classic style of Indian sculpture usually matured.22  

During the same period, it seems that the customs of Buddhist monks settling down to live in 

monasteries became comprehensive.  Previously the old Buddhist regulations had demanded 

that monks live in entirely wondering life, detached from any people of places affection for 

which might impede their religious aim. The spirit of these regulations, however, was 

gradually altered by the practicalities of Indian existence or life as well.23 
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About the first century A.D., Buddhism had to bow before the cravings of the people 

for gods and objects of solicitation.  Hinduism offered a religion where God was presented to 

the masses in the theistic form of Krishna, Vishnu or Mahadeva always ready and concerned 

to save genuine devotees, who threw themselves upon his mercy. This led to the rise of a new 

school in Buddhism in the form of Mahayana movement. The Arhat ideal, that of the human 

being who, by arduous effort, obtained enlighten, gave way to that of the Bodhisattva, the 

savior of mankind, and sympathy replaced wisdom as receiving the greater emphasis.  The 

three Chief Bodhisattvas of the Mahayana Buddhism are Manjushri, Avalokitesvara and 

Vajrapani. They form trinity corresponding to the Hindu triad Brahma, Vishnu, Siva and each 

has his Sakti or consort.  Another Bodhisattva, a kindly one is Maitreya, who is the Buddha to 

be. The central notion of Mahayana Buddhism is the worship of Adi Buddha, a self created 

embryonic being who, when all was perfect void, produced the three worlds by his 

meditation. From Adi Buddha’s meditation were fabricated the three world by his meditation.  

From Adi-Buddha’s meditations were produced the five Dhyani Buddhas.  According to this 

doctrine, the individual soul is an emanation of the mystic element of Adi-Buddha, and will 

return to him when cycle of renascence is complete.  The historical Buddha was distinguished 

from the Adi-Buddha and the Dhyani Buddhas.  He was clearly defined and appeared in this 

great aggregation as a supreme God.  In the re-edited form of Buddhism Buddha ceased to be 

the teacher, and was slowly transformed into a transcendental God head with the recognition 

of the Buddha as a God, the only proper course to him was through Bhakti and so, art in all 

its forms became as means of solicitation and glorification of this men God head. It grew and 

proliferated as the God head became more and more exoteric.24 

 Suralaya vibhutyarttham / bhusanarttham purasyatu /, Naranam bhukti muktyarttham / 

satyartthan, Cguava Sarvada. / Lakanam dharmahetuscha / Kridahetuscha svarbhuvam. / 

Kirttirayuryasoarttham cha / Rajnyam kalyanakarakah.” (Apastamba sutra – 115). 
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The monastery or temple is the most typical and religious monument of Indian 

architectural ability.  It is a mirror through which one can peep into subtle values of Indian 

culture and societyas well as Sub- Himalayan Darjeeling region also. The temple is also a 

synthesis of several symbols. It is not only a brick, stone and wood structure but a perceptible 

instance of inclination of the righteous emotions of man and women, and their endeavor for 

the attainment of deliverence. The ancient silpa-texts have similarized the temple pattern with 

the human organism. The terms of anatomy, viz., feet, legs, thighs, neck and head, denote the 

structural parts of the human body, also often used to accentuate the concept of organic set-up 

in temple or monastery architecture as well as sculptural art. As the human body is very 

lifeless without the residential soul, the temple too is unjust without the abode of God. The 

temple of vimana is familiar to the Buddhist literature the nanavamsa and the texts like the 

Arthasastra and Brhat Samhita. The puranas, viz. the matsya-purana, Bhavisya-purana, 

Garuna-purana, Agni-purana and the silparatna, Aparajitaprehchha, etc., refer the temple as 

vimana. Apart from, these teats several epigraphic records also refer to the vimanas.25  

Serially, the temple resulted as the complete form of a deity. The divergent parts of it 

have originated from several ideational sources. The principle of “Purusa Vidhau vai 

prasadah”, (Temple structure as the human physic) was followed by the architects.26 In this 

connection, the myth regarding the origin of the Vastu narrated in several silpa texts like 

Aparajitaprchchha, 27  It was in north India that the temple as well as monastery is 

characterized by a distinguishable plan and hummock. Originally the temple constructed of a 

square or round sanctum and a square or rectangular pillared porch covered by flat roof, soon 

after a covered alterable was added around the sanctuary and the pillared porch was usually 

enlarged to simulate the form of a hall often lead by an entrance porch. The ambulatory 

however, remained an optional member.  In course of time, a vestibule (Anarala) was added 

between the sanctuary and the hall and later tended to develop literal transepts for ventilation 
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(vatayana). The plan was added with off-sets on each side which was ornamented with 

sculptural niches.28 

Indian art is a mirror of thought, religion, delicate knowledge and culture of its own.  

We can give a look into the society, customs, traditions and cultural values of India through 

it.  It illustrates life and depicts several values in symbolic forms. Sculptural art is not only 

the substantial record of life, but it is a vehicle of the forms of thought which enriched 

culture, religion, philosophy and literature. In the other words art is the media of universal 

ideas through which the infinite emotions of human being are revealed. The real art either 

sculptural or pictorial speaks for itself and is not senseless, and serve the purpose of artist.  

The very purpose of an artist is the manifestation of universal truth, voice of soul and beauty. 

Indian sculptural art seems through emotions and it is expanded on the urge of religious 

beliefs. It was a necessity of mankind to worship those powers who provide all the sources to 

live. Here it will not be out of discretion to mention the word ‘image’ applied for sculpture. 

The shape of sculpture is, however, imaginary as the word suggests. Therefore, the art is 

dependent on visualization 29  The movement of this imaginary art in a true form was 

prevalent during the pre-historic age as a large number of rock paintings found in India 

indicate,  the artist were talented artist and represented all the spectacle of human life. The 

earliest literary reference to sculptural art is found enlightenment (Svanath Sukhaya) as well 

as social need. 30 

The earliest sculptures come from the Indus valley.  The human and animal figures 

excavated in that region show a high degree of finish and nobility and disclose an advanced 

stage of improvement of the sculptural art in the third millennium BC. These exhibit the skill 

of the sculptor in carving the figures in stone with exact anatomical details, delineating 

evolution and movement with vigor and effect. One of most notable pieces of sculpture 

revealed at Harappa is a mutilated male torso carved in red limestone. It is posed frontally.  
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Its shoulders are well-backed and abdomen is slightly eminent. It reveals that the artist had a 

sense of volume and could render the flexible flesh with great plastic delicacy. He had also a 

thorough study of anatomy and complete wisdom of the fundamental principles of the 

structure of the human body.  Another torso carved in grayish limestone represents the figure 

of male dancer.  It originally stood on the right leg, with the raised in front of the body above 

the waist.  The body is bent well-round and shown in full movement.  The pose suggests a 

dance, rhythmic and elegant. Another fine sculpture is that of a bust of a priest – like figure 

discovered at Mohenjo-daro. It has a beard and a moustache and its body is draped in a trefoil 

patterned shawl which is drawn over the left shoulder, leaving the right bear. This is a 

magnificent figure, stylistic and formal and yet allusive. The figures of animals carved on 

seals meticulously in naturalistic detail apprize a high degree of technical skill and artistic 

efficiency of the sculptor of the age. 31 Some remarkable figure in bronze has also been 

discovered.  A dancing girl is deliberated to be a work great beauty. A wild buffalo with head 

lifted up and ponderous body is another specimen of artistic modeling.32 

Art is basically respected with the cultivation of beauty through a physical medium.  

There were various source materials of art, viz. clay, wood, painting, etc., but the ‘Sculptural 

art’ received much more significance in traditional society.  It became a felicitated way to 

manifest the affection of the human heart.  That is why Dr. Agarwal had properly manifested 

“An uncarved stone is only a rough primordial block, but it conceals within itself the 

potentiality of peerless beauty”. Religion had been the main point of view caused worship 

and needed an object to fulfill the higher theological purpose.33 Sanskrit scholars anoint the 

sculptural art as rasa (pleasure) and its nine major types occur in art.The Sanskrit terms 

‘alambana’ and ‘rasa’ are unseparated parts of each other like word (sabda) lord Siva and 

Parvati in his Raghuvamsam showing a beautiful smile with (word) vak and artha (meaning) 

34 
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The gems of Indian art generated in the Indus valley and received a platform in the 

Mauryan period. The Indus people first used clay as a material for their art skill.  

Consequently they selected the plastic medium of stone with adequate skill. Various seals 

delineate mythical animal figures indicate that art had engrossed into each and every aspect 

of life. The figures of mother goddess, dancing girl, male torso, divine image, rhinoceros, bull 

and the creepers are tastefully equipped and these suggest sprouted tradition of art at the time 

till present day. 35 There is no representative of art of the period of the Indus valley culture 

and the Mauryan period (4th-3rd Century B.C.) i.e. for more than two thousand years. There 

was however, a sudden blossom of sculptural art under the tutelage of the Mauryan Emperor, 

Asoka. The Mauryan period comprises a notable era in the sculptural art of India. Asoka 

(273-243 B.C.) was a aglow Buddhist and he made the fine arts a potent instrument in the 

amplification of faith. He got monolithic pillars fabricated at various places and inscribed on 

them his edicts or proclamations to place great precepts before the public eye. There were 

thirty columns, and out of these, ten are in more or less perfect state of preservation.  The 

capital of each pillar comprised three principal members, namely the inverted lotus bell, 

abacus and crowning sculpture in the round.  The junction between the shaft and abacus was 

marked by a necking the edge of the abacus was decorated with figures and the sculpture in 

the round represented a sacred symbol, such as a wheel, or more commonly a symbolic 

animal or group of animals.  The topmost sculpture in the round was more often one or other 

of four animals, viz., the elephant, the horse, the lion and the bull.  Whatever the design 

selected, it was invariably well-formed, and chiseled with that extra ordinary obviousness and 

sufficiency which characterizes the workmanship of the Maurya age and have not been 

elapsed in Athens or elsewhere.36 

Sculptural art of the Mauryan period may be said to exhibit three main stages; (a) the 

continuation of the pre-Mauryan tradition, now applied in some instances to the 
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representation of Vedic deities; the most striking elucidation of this development is afforded 

by the sculptured reliefs of Surya and Indra in the veranda of the ancient Vihara at Bhaja; (b) 

the court art of Asoka, typically seen in the monolithic columns on which are inscribed his 

famous edicts, and in which foreign components ascendant; and (c) the beginnings of brick 

and stone architecture, as in the case of the original Stupa at Sanchi, the small monolithic rail 

at Sanchi and the loams R.S.I. ‘cave’ in the Barabar hills near Bodh Gaya, with its adorned 

façade, reproducing the forms of wooden structure.37 

The beginnings of Buddhist art seems to be connected with the memorial monuments 

(Chaityas) established on the sites of the four great events of the Buddha’s life and in other 

places.  Funeral mounds (Stupas) were, indeed, already erected over the divided remains 

instantly after the cremation of the Buddha’s body and he himself, before his death, is 

recorded to have spoken of four places which an Aryan worshipper should visit with religious 

affection.  Each of the great events and sites was represented by a symbol, and these symbols, 

taken collectively, relate, in a kind of pictorial shorthand, the whole story of the Buddha’s 

life.  Most of them occur exuberantly on the punch marked coins of the fourth and fifth 

centuries B.C.; a few appear for the first time at Bharhut and Sanchi, and the majority endure 

in Indian Buddhist sculptural art to the end, side by side with the later improvement.38 

The most significant sculptural remains of the period are the capitals and the 

crowning animal figures on the Asoka pillars. The earliest example of a lion capital is from 

Basorh-Bakhira, followed by the bull capital at Rampurva and the lion capital at Lauriya 

Nandangarh.  The final stage is illustrated by the lion capitals of Rampurva, Saranath and 

Sanchi. The crowing lion of Basarh-Bakhira appears clumsy and crude in style and is not 

finely performed. The bull on the capital at Rampurva stands gracefully entrusted on the 

pedestal and displays in this work a great power of nature observation and a feeling for 

representation of the living animal figure. Marshall regards as unsurpassed by anything of the 
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kind in the ancient world. The lion on the capital at Nandangarh is spirited and full of 

dynamic strength. It is however legitimate and stylized as is explicit from schematic style of 

its manes and legs. The lion capital of Rampurva is analogous to the one at Nandangarh.  The 

lion figure is naturally intrusted on its base and the harmony between the element parts has 

been attained. The muscles, veins and paws of the animal are skillfully carved. The artist 

shows better skill in cutting stones, and as a result, a clear and precise manifestation has been 

attained. The exceptional achievement of the court art of the Mauryas is the lion capital of 

Saranath which is now the main symbol of the Indian Republic. It once stood in the Deer 

Park in – Saranath where the Buddha set in course the wheel of the law that was propagated 

to his first five disciples. 39 

The tap of the capital is surmounted by four lions, set back to back.  It is for the first 

time that four lions are grouped together inplace of a single figure as in the earlier examples.  

The lions have their mouths open and their tongues slightly protruded as if in the very act of 

roaring. The four lions may be taken as illustrating monks indicating the glories of the 

Buddha in the four quarters. The lions are gloriously modeled. The hair of the manes, the 

muscles and thaws are boldly and cleverly handled. On the abacus are carved four animals in 

high relief, viz., and elephant, a bull, a galloping horse and a lion, each separated by a wheel?  

These animals represent the four points of the compass; the lion-north, the horse-south, the 

elephant-east and the bull-west, for the Buddhists believed them to be the guardians of the 

four points. The general countenance of the lion is striking and far exceeds the earlier capitals 

in performance. The beauty, proportion and attention to minor details evinced in the capital 

testify to the skill attained by the Mauryan Sculptors.40  Marshall noticed, ‘the Saranath 

capital – though by no means a masterpiece is the product of the most progressed art of which 

the world was conversant in the third century B.C. – the handiwork of one who had 

generations of artistic endeavor and knowledge behind him. In the masterful strength of the 
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crowning lions, with their swelling veins and tense muscular development, and in the spirited 

actually of the reliefs below, there is no trace whatever of the limitations of primordial art.41 

The Sanchi lion capital is similar to that of Saranath consisting of four lions seated back to 

back. The figures though now damaged, presented a noble example of the Mauryan sculptor’s 

art. The treatment of these sculptures is so naturalistic and delicate that is has led some 

scholars to believe that it was stimulated by foreign art, either Greek or Persian.42 On the 

basis of the quality of art namely, court sponsored art and folk art can be recorded in 

Mauryan images of stone. The court sponsored art included several monolithic stone pillars 

with imposing capitals which make up the cream of works of sculptural art of the Mauryan, 

specially the Asokan period.43 So far as the element parts of the pillars of Asoka’s time are 

concerned, it is noticed that they form one whole having been properly integrated with one 

another. They do not stand out severally giving the countenance of an awkward art form but 

merge with the whole for harmoniously. The record of the artistic style employed in raising 

Mauryan pillars corroborates the internal evidence and shows that from Basarh – Bakhira 

example through Sankisa and Rampurva to Saranath, the art of sculpturing passed through 

various stages of evolutionary development achieving a high degree of perfection and 

sublimity in Saranath Column. In fact there will be no amplification in saying that the height 

achieved by this art during the Mauryan period has not been surpassed by sculpture of the 

later times throughout the whole world and much less by the plastic art in India.44 When 

different components of the pillars and the monuments as a whole are determined from the 

point of view of style and technique, it becomes evident that only highly technical and skilled 

artisans who overwhelmed full knowledge of the principles of Indian Art and of animal 

anatomy, an attitude of deep sympathy for God’s creations including animal world and a 

sense of affinity and linear rhythm, could create such generous sculptures.45 The Saranath 

lions represent the most ‘realistic and life – like artistic affirmation through the medium of 
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stone. Moreover they have been brought into harmony with the – architectural character of 

the monument. It will not be an amplification to say that Saranath lion capital signified the 

perfection of the Mauryan art.  It also shows that the sculptors of that age overwhelmed 

technical excellence so as to be able to create sculptures of great artistic ability and of perfect 

form.46 

It may be added here that the lion capitals of Mauryan pillars, though perfect in form 

are characterized by stylization and pattern, the steers on which was laid due to exotic 

impression. A several attitude and artistic vision seems to have been at work in sculpturing 

other animal figures such as Dhauli elephant and Rampurva Bull. To some extent the 

elephant on the abacus of Saranath pillar is also noted with this approach. These figures 

might be contemplated technically unfinished but aesthetically they are superior to the lion 

capitals.  The sculptors of these animal figures perhaps, applied indigenous standards of 

volume, naturalism, beauty, quality of flesh and deep empathic concept. This is the spirit of 

Indian art.  The true artist is that who creates the inner image for representing spirituality 

rather than to create beauty for producing natural likeness. The spiritual principle is not 

limited to man but descends down to animal would also for whom love must be illuminated.47  

Many scholars trace foreign influence on Mauryan sculpture. It is a well known fact that 

Mauryan kings up to Asoka relished good relations with Hellenic west and Iran. Marshall is 

of the view that Persian influence come to India through Bactria. Taking into deliberation the 

possibility of migration of technical know – how or even sculptors from west Asiatic 

countries to India, the theory of foreign influence cannot be seriously disallowed.  But it is 

unbelievable to regard Indian sculpture of Mauryan times as initiations or prototypes of 

Achaemenidie works. The differences in Mauryan and Achaemenidie pillars are of 

elementary nature both in from as well as design.  More over the tradition of columns with its 

element part of Indian was handed down to us from the Vedic times. So the concept and 
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inspiration behind Mauryan pillars cannot be foreign.  For the sake of brevity it is not desired 

here to discuss the well known arguments for and against the foreign impression theory.48  

However, instead putting forward the theory of wholesale borrowings from west Asian 

countries, of notions, styles and techniques with regard to plastic art, it would be nearer to 

truth if we agree with Coomarswamy who perceive that the proclivity was more due to 

“inheritance of common artistic traditions”49 than anything else. To this we may add that 

whatever in this common reversion was alien to Indian soil and culture soon faded away 

leaving the Indian genius shocked and stunned with the result that the Mauryan court art 

notwithstanding being civilized, advanced in power of visualization and comprehension of 

third dimension and lightly stylized, failed to make any permanent effect on people its 

consequence in the organism of Indian art was only marginal.50 

Besides the court art generated by court artist called raja – silpis folk art stimulated by 

folk religion was generated by rural craftsman called grama – silpis, which comprised several 

massive life – size statues carved wholly in the round and collected from distant places such 

as parkham, Baroda (Mathura), Besnagar, Pwaya (Gwalior), Lohanipur, Didarganj, Patna and 

other places. These are figures of minor deities called Yaksas and Yaksinis and are ascribed 

to Mauryan period tentatively on the ground that they are made of red sandstone  and bear 

Mauryan polish. It may not be an adequate ground but Marshall, Chanda, Kramrisch, 

Coomaraswamy, Bachhofer and indeed, most other scholars have attributed them to Mauryan 

age.51 A wide gap between the conception, tradition and style of art as witnessed in post 

bellied, flattened and asymmetrical figure of Parkham Yaksha the well rounded, rhythmic and 

graceful figure of Didarganj Yaksini is clearly seen from the above narration. An evolution of 

style from parkham instance through patna statues to Didarganj Yaksini is also remarkable. In 

fact, the former instance is expository of primordial looks and archaic, crude, traditionally 

indigenous and two dimensional art styles whereas the last one implied a stylistic urban, 
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sophisticated, rhythmic, civilized three dimensional and classical art style, accepted as a 

result of the encroachment of the trends and fashions of the contemporary art movement.  

This can be explained as a big leap in the domain of statuary so far as development of form 

and style is regarded. In fact, the art of sculpture of Mouryan period signifies an era of 

marked achievement in both column building as well as statue making. Though it was 

encouraged by religion and mainly Indian in nature, it failed to catch the fancy of the people 

at large, may be, because of being fettered by overpowering inflame of the court and as a 

coherence stood aloof and isolated from collective will of the people. This ascertains why 

even with its superior tectonic quality, elegant style and dignified bearing, it constitutes only 

a transitory phase in the history of Indian art.  Yet another reason of this phenomenon may be 

post-mouryan India artists unwillingness to accept unreservedly the conceptions, style and 

motifs of west Asian sculpture and exemplification of which is not tic-able in the 

reappearance of Indigenous artistic movement a continuation of the ancient Indus valley art, 

after the Mauryan period.52 

The Sungas put back the Mauryas in 185 B.C. and commenced themselves as the 

chief ruling power in the central and eastern parts of northern India. The Sunga rule 

associated with a remarkable growth in purely Indian art. During this period, there was a 

marked development in Indian form of sculpture and decoration. The Mauryan court art had 

ignored folk traditions, but the artist of the Sunga period delineated the life in its true form 

and reality. The aim of the sculptor was to divulge the people with the various phases 

associated with the life of the lord Buddha and the principles of Buddhism. This is to be seen 

especially in the railing which stood round the Stupa at Barhut in Central India. The railing 

appears to have been elevated sometime in 125 B.C. and the gateways were added later.  

These stone railings and gateways around the Stupa of the Buddha gave opportunity for the 

exhibit of artistic ornamentation. The Stupa is in ruins and the remainder of its railings and 
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gateways are now conserved in the Indian Museum, Calcutta, and in a number of European 

and American collections. The sculptured panels on the gates and railings present a extensive 

aspect panorama of life. The subjects delineate here are both numerous and varied, and many 

of them are of interest and importance for the study of Indian history. Their treasure is chiefly 

due to designated labels that are united to many of them and which making their 

identification absolutely certain. Amongst the historical scenes, the most interesting are the 

royal processions of the rajas Ajatasatru and Prasenjita, with splendid pageantry on their 

visits to Buddha.53 

The symbolization of animals and trees are also very numerous, and some of them are 

particularly animated and characteristic. The other objects are boats, horse – chariots and 

bullock – carts, besides several kinds of musical instruments and a great variety of flags, 

standards and other symbols of kingship. The carvings illustrate the artistic conversant 

knowledge of the habits of the animals. Fergusson observes that animals represented here are 

better than in any sculpture in any part of the world and that the trees and architectural details 

are cut with a delicacy and exactness that are very fortunate. The Bodhisattva’s clemency is 

the central theme of representation. He is however not depicted at all. His appearance is made 

to be felt by his feet, sacred tree, umbrella, his holy seat or alter. The Bharhut art is vital and 

uncomplicated. All the figures in the panels are dignified, refined and lively, radiating 

delight.  Men and women are excusatory, animals are vigorous and the vegetation is joyous.  

The figures are all characterized by certain difficulty and are entirely archaic in character.  

The intense exactness of carving, the delight in surface decoration and the essentially shallow 

feature of the relief makes it seem that the sculpture is a translation into stone of wood 

carver’s or ivory carver’s technique. The next significant landmark in the history of Indian art 

is the sculptured railings round the temple at Bodh Gaya. The inner side of the rail is 

decorated with long lines of animals, elephant, deer, bulls, winged horses, makaras, centaurs, 
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etc. and scenes from everyday life; and the outer faces are engraved with circular lotus 

flowers on both sides, some of them bearing busts of animals. The sculptures are well-

designed, laboriously chiseled, and carefully completed. The shape is becoming, the 

modeling is applicable, and manifestation of calm concern is approvable. The figures are 

traditional, all done according to traditional customs and universally current rules, without the 

slightest respect to nature – all copied from models, and not from living objects. The most 

impressive of the early Buddhist monuments is the great Stupa at Sanchi. Its significance 

rests chiefly on its four gateways which were erected during the Andhra rule from 2nd 

Century B.C. to 3rd Century A.D. The eminent figures are more execute, treatment of group 

scenes is more believing than at Bharut.  The human figures are elaborately carved and 

shown in various difficult poses.  These amplify the artist’s higher sense of beauty and 

rhythm. 54 The workmanship displays an advance on the work of Bharhut and assimilates 

advantage with that of Sanchi, with which they are more or less contemporaneous. The artist 

has attained adequate mastery over form and skill in depicting figures in every position – 

front, back and side.  The faces are shown in full or three quarters and half profiles.  The 

poses of the figures are easy and natural, their movements animated and elastic and emotions 

like distress, pleasure, and fear, etc. are well revealed. 55 

The early phase in classical Indian art, as outlined above represents a constructive 

stage in which foundations were laid of those trends and tendencies that were to formulate the 

fundamental and characteristic qualities of later Indian sculpture.  The further development of 

artistic movement covers the early centuries of the Christian era in which the trends and 

tendencies reach their ripeness and become innate in the structure of Indian sculptural art.  

The artistic activities fairly wide spread in the earlier period, become, however, centralized in 

certain individual localities, for example particularly at Mathura in the north and Vengi in the 

south.  Apart from these two well defined centers there promoted a school with an enormous 
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output in the north-western part of India and eastern Afghanistan, a school that hypothecated 

its origin to an extraneous and electric art tradition commissioned to serve an Indian religion.  

In western India the earlier trend of Bhoja continued in the rock-cut caves. Besides, deviate 

finds of sculptures have been registered from sites both in the north and the south.  With these 

achievements in the early centuries of the ‘Christian era Classical Indian art reaches its 

fruition in the age of the Guptas who formed their influence over northern India in the fourth 

Century A.D. With the breakdown of the Maurya Empire north-western part of India was 

again a prey to foreign invasions. The Yavanas, the Sakas, the Pahlavas, the Kushanas, etc. 

entered India, and there began a scramble for power the details of which are rather tiresome 

and not un-often free from scepticism. Some of these peoples ahead far into the interior; but 

in spite of these certain upheavals, old Indian art continued to enjoy an unbroken continuity 

along the direction, already outlined. There was no break or inconvenience and without for 

creation minor details of ornamentation and presentation, plastic art progressed in the 

Gangetic valley along the lines already destined in the early classical phase. Mathura, the 

converging points of ancient days; but it also grow up to be a great centre of religious and 

artistic activity. So numerous was the artistic that here the history of Indian sculpture can be 

studied in unbroken conformity from rather early times right up to the medieval period. The 

influence and fame of this great art centre spread for and sculptures of Mathura style and 

workmanship have been found in widely distance regions. For the history of Indian plastic art 

few centres are of greater interest and significance then Mathura.56 The actual art of the 

Kusana and later Andhra Periods in Indian proper, we must envisage the great production of 

Buddhist sculpture connected with the monuments of Taxila and of the Gandhara provinces 

of the north – west frontier. These sculpture date for the most part between A.D. 50 and 300; 

in even the earliest the type is already fixed. The themes without exclusion are Indian 

Buddhist. The Buddha figure occur exuberantly both as the central figure of historical 
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formation and in individual seated and standing images. The ancient symbolic formula is very 

curiously seen. Forms and comprises of western origin are everywhere manifest in Gandhara 

art. It appears to be the work of craftsman of foreign origin. The attribute of the art is 

pistillate and sensual, its intention realistic. It appears to be the work of craftsman of foreign 

derivation or lineage familiar with late Greek models, adapting their stock motifs to the 

necessity of Buddhist patrons, the Indo-Scythian and Kusana kings of the north-west there is 

nothing to suggest that the Indian artists from the plains had any part in it. On the century art 

pretended operative dominance on the contemporary school at Mathura, and to a less degree 

elsewhere in India proper even extending to the south. But we must not misunderstand the 

nature of this impression. The brilliance of Hellenistic art is foreign to Indian psychology. 

Western art at all times tends to delegation, Indian to symbolism; the influence of Gandhara 

hardly recognizable after A.D. 300, comprises and episode and not a stage in a continuous 

progress.57 It has been argued from the Gandhara Budhas of the Apollo type that the Buddha 

image is of Greek origin and first came into being at Gandhara.  There do not exist, either in 

Gandhara or in India proper, Buddha image known to be earlier than the first Century A.D.  

In both areas they appear concurrently, in Hellenistic types at Gandhara, and in the tradition 

of ancient Indian art at Mathura. The most significant remains of Buddhist sculpture of the 

Kusana period are those of Mathura, Amaravati and Ceylon. The former, now for the most 

part in the Mathura Museum, include the oldest Buddha figure so entitled in an inscription. 

Buddhist sculptures of the Mathura School have been found at Saranath and Saheth Maheth 

(Sravasti) the latter a part of a Bodhisattava figure, with an inscription, possibly older then 

the Anyor Buddha, and before Kaniska. The standing Bodhisattava in the Calcutta Museum is 

a voluminous and realistic figure of the old Indian type. The Buddhist Sculpture of Peshawar 

and Taxila in the time of Kaniska, the engraved ‘Kaniska’ Casket’ with seated Buddha 

figures, is altogether in the Greco-Buddhist or India – Hellenistic style of the North – west. 58 
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With the rise of the Gupta dynasty in the fourth Century, the Indian sculpture 

penetrateda new era. The Gupta period evidenced splendour and numerousness in every 

branch of national life.  Plastic art reached a stage of beauty and completeness, it never had 

before. A style has extended which combined the various components of earlier Indian 

sculptural art traditions, eliminating or modifying features which indicated foreign origin. 

There flourished an element of refinement in the sculpture, with a highly revealed sense of 

concretion and beauty. The artist guided by a sublime idealism engraved out images, full of 

charm and dignity, irradiating a spiritual joy. The intellectual components dominated the art 

and kept under control emotional parade and over-decoration in explicit. A perfect balance 

was maintained between the realization of the form as a plastic mass and the extreme 

exactitude and legibility in the carving of ornamental accessories. There was sobriety in the 

use of canopy, ornaments and other things of decoration and nudity as a rule was excluded 

from the art. The images show a new progress of diaphonic folds of garment round their 

proportionate, symmetrical bodies, imaginative of higher taste. The main interest of the 

Indian artist was the human form and during this period he succeeded in carving out a figure 

more graceful in proportion and more balanced that hitherto, and also in investing it with the 

highest spiritual values.  The sculpture revel subtle beauty of accomplishment and a high 

degree of skill overwhelmed by its workmen, and is the zenith of the art concepts engaged in 

the previous centuries.59 

The early medieval period following the Gupta and covering the tradition from 

ancient to medieval India is one of even more enormous and extended production. The 

themes to be represented are more varied, in accordance with the full development of the 

mythology and cosmology, Hindu, Buddhist and Jaina. A technique had now been performed 

and well introduced, fully adequate not only to the representation of the various puranic 

legends but to express the multifarious concepts of a very deep theology.  The imager had it 
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his mandate not only craft traditions, but formulae (Sadhana, dhyna mantras, etc.) proper to 

all the several spectacle and manifestations of the one supreme power who takes the forms 

imagined by his worshipers and eligigible to their needs.  Early medieval sculpture has great 

dramatic force and freer movement than in the Gupta period. The national taste is fully 

cognizent and determines the character of works of which the details are ritually prescribed; 

there is a tendency to an increasing desirability and emaciation of form. The types of 

medieval architecture seem to spring into being suddenly, because the earlier development 

through wooden prototypes has necessarily been lost.  Everywhere too, there must have been 

painted walls, external and internal, of which no trace could be conserved.60 

The development which we have so far followed in Buddhism and Buddhist art is a 

special phase of the contemporaneous evolution of Indian thought and religion as a whole.  

The discernible predominance of Buddhist art is mainly due to special circumstances of 

acceptance and compliant enormous production in certain centres and not to any real 

submergence of the Brahmanical tradition.  To take a concrete case, which really covers the 

whole ground, the progress of the epics must have been continuous from the days of their 

presence in ballad form (1000 to 500 B.C.) to that their final recession about the fourth 

century A.D.  The first prolongation of the Mahabharata, for example in which Siva and 

Vishnu, side by side with Brahma, are already venerated as the supreme Gods, Hindu temples 

as well as Buddhist stupas are mentioned and the Bhagavad-Gita appears.  The same way the 

countenance of Hindu sculpture and architecture in the Kusana and early Gupta period, even 

in the absence of all other exponents, would prove a lengthy previous development.  The sum 

of Indian culture in the Gupta period, already essentially Hindu rather than Buddhist, is to 

rich, so fully organized, and so sensible, that we can hardly fail to regard the preceding half a 

millennium as the period of highest originative activity in the whole upliftment of Hindu 
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civilization – an activity to be accounted as the formal and material simulacrum of the Great 

Enlightenment.61 

Traditional perspective of Sub-Himalayan Darjeeling Sculpture 

The mighty Himalayas, disposed in the south-westerly direction, form a giant semi-

circle crown over the Indian sub-continent on the north. This flexure is more exclusive 

towards the western section where the Himalayas are the widest. It is this segment, 

encompassed by the Indus on the ultimate west and the Tons – Jamuna gorge on the east, 

which by exercise has come to be known as the western Himalayas.  The arduous ridges 

defined its boundary on the north and the rolling hills of the Siwalik mark its boundary with 

the plains of Punjab.  In between these limits, the Western Himalayan region may be defined 

by the four mountain system; (a) Siwalik range, (b) Sub-Himalayan range, (c) Mid-

Himalayan range and (d) Great-Himalayan range.62 These ranges have been liable for the 

development of different cultural zones and individualized by the Semi-Urband culture.63 

Darjeeling Himalayan Hill region or Darjeeling Himalaya is the mountainous area on 

the north-western side of the state of West Bengal in India.  This region associates to the 

Eastern Himalaya breadth. The Darjeeling district besides the Siliguri Sub-Division 

constitutes the region.  But now-a-days Kalimpong has been declared as a new district. The 

Darjeeling arises suddenly from the Terai region. The region slopes from a south to north 

point of the compass. The river Teesta partition the region in two parts – the region to the east 

of Teesta and the region to the west of Teesta 64 . This whole region is principally 

mountainous, with most of its rivers flowing from the north-east to the south-western 

direction parallel to the main Himalayan mountain 65 system. The Sub-himalayan mountain 

system is, thus, shaped of various parallel ridges which have formed several valleys having 

diversified geo-climatic conditions. These conditions have been one of the major factors to 
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shape the socio-cultural mosaic of the people living in several geographical areas in different 

valleys here, where the politico-administrative allocation have been of little outcome. In fact, 

the administrative boundaries of Sub-Himalayan Darjeeling do not define its cultural map 

which may include the conjugate areas of the neighboring states Sikkim, Bhutan and Nepal.  

The mountainous physiographic of this region has been fortified transverse to thwart major 

encroachment of the plunderers while such turbulent and subversive events have been so very 

frequent in the mainland throughout the history. The secure valleys of Sub-Himalayan 

Darjeeling have, thus, been a pacific heaven for the refuge-seekers from the mainland. It was 

with the colonization by those refuge-seekers, belonging to several places, religio-cultural 

systems and several vocational backgrounds that the cultural and art traditions of the 

mainland creped-up, impenetrate and got combined with the native traditions. It was that 

hybrid form which gave rise to a separate type of socio-cultural system which, by usage 

became known as the pahari culture.  The monasteries of that culture still endure, some of 

them intact, at different places in Sub-Himalayan Darjeeling.  These are the excellent 

examples of the Buddhist culture which remained prevalant in this region from its rise.  

Buddhism is known to have spread in Sub-Himalayan Darjeeling very long years ago.  But 

we have no material evidence to know the exact time period of its spread.  On the other hand, 

inscriptional instances have been found in the interiors to indicate presence of institutional 

Buddhism in this region, material evidences of different kinds is no longer available in 

various places to affirm presence of institutional Buddhism in Sub-Himalayan Darjeeling 

region.  The missionary activities of the Buddhist monks became rampant in this region from 

very long time.  As well all know that the Emperor Kanishka is credited to have founded 

many Buddhist Chaityas and Viharas in his empire and many of them were built within the 

administrative limits of Himalayan region. 66 This tradition has followed in Sub-Himalayan 

Darjeeling and adjacent area since long time. The most important aspect of the religio-
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structural enterprise of this region was the improvement of the monastic architecture 

characterized by an open Cloister for the monks arranged around it. The religio-art activities 

encouraged through the passage of time. The religio-art activities encouraged through the 

passage of time by the people of Sub-Himalayan Darjeeling brought the foreign culture with 

the assimilation of local folk cultural tradition into the forefront on such a high plane from 

where it could not only attract the Hellenistic and other foreign malities in the figural 

treatment which highlighted physical beauty but, at the associated attitude could retain the 

abstraction of the Buddhist subjectivism of the Indian Sub-Himalayan context. It was the 

integration of those two qualities which gave rise to a splendid art style which came to be 

known as traditional art.  It was under the Mahayanic energic and efficient activities of the 

people of Sub-Himalayan Darjeeling region that the Buddhism developed as a ‘religion faith’ 

committed to the tri-ratna concept and the Buddha emerged in the graceful anthropomorphic 

form. 67 

The Mahayana Buddhism remained a puissant living culture in Himalayan region and 

as well as Sub-Himalayan Darjeeling also. The devoid of the institutional base and tutorage, 

it felt into the folk-ways in the Sub-Himalayan Darjeeling region. In the interiors of Sub-

Himalayan track as in the rest of other part of Himalaya it imbibed esoteric qualities of the 

existing religio-magical cults under which the cult of rudra held dominant sway. For example 

we can say that about the Mahakal Temple of Darjeeling.  It was probably the thunderbolt 

element of the primordial cult which gave rise to the Vajrayana tantric discipline in 

Buddhism. In fact it were those mystic magico-religious cults of the Sub-Himalayan 

Darjeeling region centred around male energy, which when combined with the profound 

traditions based on the female power component introduced through the demand of time gave 

rise to the tantric Buddhism in this region. The madhyug mahamudra of the Buddhist deities 

codify that concept. Under the tantric Buddhist deities were adopted into the Brahminical 
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pantheistic system as the local profound disclosures of Shiva and Shakti and the Buddha 

himself was deliberated as one of the ten incarnations of Vishnu.68 

Through the passage of time the traditional sculptural art developed on a definite 

pattern in the Sub-Himalayan region of Darjeeling.  It has been featured by an open square 

hall room around which various chambers and other necessity were pledged on all sides.  

Stress was however, laid on simplistic and utilitarian considerations which had been the focus 

of earlier planning concept of the Buddhist establishments.  In the course of time, the Sangha 

activities became multiplex which necessitated a monopolistic area for congressional 

function. 69 It was those parameters of the monastic architecture and also sculptural art which 

were received in the Buddhist establishments of Sub-Himalayan Darjeeling area.  

Unfortunately no complete and cognizable structure or architectural evidence of the ancient 

Buddhist establishment has been found in Sub-Himalayan Darjeeling area and other adjacent 

area of Himalaya, due to the reason that the monastic establishment in the sub-Himalayan 

Darjeeling area scattered and mutilated structural elements of the ancient monastic structures 

are to be seen.  In the interiors, where the structures were built with profuse use of timber, the 

wood based monastic structures underwent repeated modification.  But now-a-days we can 

see that the various monasteries in Sub-Himalayan Darjeeling constructed or re-constructed 

by concrete in the place of wood based structure.  The main reason is that the sculptor created 

a various sculptural figures on the wall.  The figures are mainly related with Buddha and the 

story related with the Buddhism.  For example we can say that the Salugara Monastery and 

Kadamtala Monastery and also other monasteries located in the Sub-Himalayan Darjeeling 

area.  When the Indian Buddhism virtually disappeared from other part of Himalaya, it left its 

latest imprints on the folk consciousness resulting into the progress of indigenous architecture 

as well as sculptural art which indicated definite Buddhist architectural undertone in layout 

pattern and embellishment. Many Buddhist motifs were adopted for architectural decoration 
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of the structural component of wood and stone. The Buddhist chakra flourished as a popular 

decorative motif on the door panels, ceilings etc. Similarly, the naga and serpentine linear 

decorative motifs became popular on the door frames, rafters, brackets, caves, etc. 70 

We can see the sculpture of vajradhara and his shakti in some monasteries .which the 

sculpture is in yab-yum71 posture. This precious symbol indicate the health, wealthand clan, 

the three general aspirations of human beings are still exist. Here if we do not explain the 

yab-yum postures then the whole symbolize meaning is valueless. Basically this is a yogic 

posture and it is also a common symbolic position in the Buddhist art. It is the embryonic 

union of knowledge or consciousness about nature and compassion. Similarity can be found 

in the Uma- alingana sculpture where the male deity shiva in union with his female 

companion Parvati. Both in the sculpture male figure illustrate goodness and effective means, 

on the other side the female associate represents the perception about the universe. Another 

sculpture of Buddhism is padmapani or Avalokiteshvara who exteriorize the clemency of all 

Buddhas. This bodhisattava is infrequently delimitate or illustrated and also imprinted in 

different cultures as either male or female. Infront of the Tibetans this deity is known as 

“Chenrezik”. The original meanings of the name match the Buddhist Understanding of the 

contribution of the Bodhisattava. The rendering presenting him as an iswara indicate a strong 

ascendancy of Hinduism. This explanation generally connected to the conjecture of Vishnu or 

shiva as the paramount lord, and as well as creator of the universe. In another deity 

padmasambhava , the founder of the red cap sect . He is sitting in posture of lotus with the 

Vitarka mudra position. ‘Vitarka’ means adjudication, in this position the thumb and the 

index finger join to form a circle white, other fingers are little twirled and face upwards. This 

sculpture indicate the rid of life and connect to the universal truth. In the Dali monastery 

another remarkable goddess is seen called “goddess tara”who saves from transmigratory 

existence. She seated on lotus .Her right hand is with the position of Vitarka mudra and the 
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right hand is with the position of Harini mudra. ‘Vitarka mudra’ which already have 

depicted. But the ‘Harini mudra’ (stag of deer), in this form of the hands the thumb touching 

the ring finger, corresponding ring or circle, the other finger little straight and held upwards. 

It is a spiritual gesture. The very left of the statue of Buddha the sensational deity is 

“Kunkhen pedma karpo” sitting with the lotus gesture. It is symbolized the relief from sorrow 

and spread happiness and his hand posture is being called ‘Dharma Chakra mudra’. It is one 

of such amazing and distinguishable hand gestures, which denote the wheel of Dharma in 

Buddhism. In this mudra the thumb and the index finger of both the hands touch at their tips 

and form a circle. This circle means, in the conjectural evolution, the union of method and 

wisdom or prajna. Likewise we also found some Bardo72 deity of some monastery.one of the 

twenty four “wang- chung –ma”.These animal and bird headed deities come into view in the 

vision of the deceased before judgement and resurrection. 

Usually we will try to make a sense of how manufactured a visual culture of its soul 

through its art work because of the exactitude of the represented object and figures the give 

and idea that this artist is very trustworthy with the nature as well as very faithful to the living 

creature and no doubt about that.  On the other hand when we look at the different stylistic 

and the structural elements of this art works we also have a feeling that everything may not 

be realistic as it appears in the first clips.  Secondly in many cases what is unmistakably there 

is a great amount of compassion and as well as the great amount of feelings towards the 

subjects or towards the object has been represented or delimitate. Then we also have the 

factor of material, materiality particularly in traditional Indian sculpture played a very 

significant role of course there are factors like subject matters like the content like an 

individual objective. Having said that the material quality if it is a stone, bronze whatever it is 

quality it does play a very crucial role in concealing a individual sculpture and also an 

executants. Now here we look at the sculptural figure.  It is a bold and very powerful figure 
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and in order to express the boldness, of this character …… in the uprightness of this 

character, in order to express the royal power of the character the sculptor use the 

permanence of the stone itself.  So this is a very interesting a kind of visual appreciation 

where an artist uses or utilizes the character of the material itself to convey to character of the 

figure the sculptor or artist are represented.  So the strength and power of the figure became 

synonyms with the strength and power of the stone as a material.  The looking the rest of the 

figure, the body the posture the way the figure is standing which two legs likely apart from 

each other.  The simply look at the body the very execution.  It evokes the normal strength 

and power, which comes not only from its symbolic representation of the body but it also, 

comes from the medium that is used to executive. And here artist has been used the stone 

which is very reliable medium or material for this figure to convey this sense of strength of 

power.  The another important aspect to understand the relation between the traditional visual 

perception and visual culture in the context of Indian sculptural of Sub-Himalayan Darjeeling 

is to pay attention to the narrative aspect of Indian art.  Not all Indian artist narrative.  There 

are many examples of Indian art which are iconic in nature. The sculpture from the 

Kadamtala monastery that belongs to Sub-Himalayan Darjeeling region, which  represents 

the synoptic symbolic manner but the attempt is actually to convey the importance of nature.  

The head of this figure represent the goat head which is very closed to the nature.  It 

symbolized the fertile land.  By and large throughout Indian art we see where narritivity or 

narrative elements are shaping not only visual perception that is reflected in their art forms 

but also in the visual perception that is reflected in the visual culture of a particular period.  In 

order to recreate the symbolic assimilation with nature in the tradition sculptural art form of 

Sub-Himalayan Darjeeling be it painting on sculpture the artist take certainly form of the 

usual visual perception or the perceptual experiences.  So space in Indian sculptural art was 

always conceived as something flexible and non-specific.  Indian traditional artist have 
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always played with the notion of space in the most exercising a great amount of freedom and 

at the same time they have deliberately kept the space very non-specific, which will enable 

them to play with space. So space has always lent itself to be used as an ever changing fluent 

phenomenon. That is why Indian artists have never hesitated to create a sculptural art on the 

most unusual spaces and surfaces.  The motion of the space, the space is something that is not 

fixed, that is not specific space is something that we can play with that we can make it very 

very flexible this very notion and a great faith in this notion have always help the Indian 

traditional artist to use and go for a slightly alter visual perception where space does not 

dominate but new motivation recreates space at very moment.  For example we can say that 

the Kadamtala monastery now looks like perfectly finish and well decorated monastery or 

gumba needed a different kind of visual perception where imagination and flexibility of space 

played a crucial role.  So the visual perception in Indian traditional sculptural art has a 

peculiar miature on combination, on the one hand the artist have imagination, freedom-non-

specific notion of space on the other hand he has also observed the life, people, and also 

observed the social and cultural characteristic features from the traditional point of view, and 

we can arrived at a visual language which enables us to incorporate all this factors.  That is 

why it possible for them along with plethora of symbolic and iconographic elements in 

Kadamtala monastery and Salugara monastery.  Where we can find the narratives and 

imaginary narratives from Buddha’s life with also have very human movements depicted in 

nature.  So it is possible for traditional Indian artist to create a space where he can combine 

the non-specific imaginary elements of visual perception with something that is very specific 

and something that is anchor in real life and real emotion. 

If we look at this figure we feel as it this figure have just rived from the life around 

and love around always time.  So, this is a brilliant example of not only of this affinity 

between life and art but also look at the figure itself the posture.  The very strange and 
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complex posture is also possible only when the sculptor has observed the real life, real human 

figure, real anatomy and also the real emotion very very keenly and very carefully.  While we 

talking about the visual perception of Indian sculptural art special reference to Sub-

Himalayan Darjeeling, that provide a support system to this visual perception and art we 

always need to keep in our mind that how the sculptors and painters all over India have 

always being trying to strike the balance between what is very tangible, what is really 

touchable and what is actually very suggestive and not so specific.  So specificity of visual 

experience combined with non specificity of another visual experience.  It’s something that 

the Indian traditional artists have always being trying to explore.  So in a place like 

Kadamtala monastery we have found imaginary mythical beings along with real life creature. 

The traditional sculptural art of Sub-Himalayan Darjeeling that affect us strongly use 

structural principles based on the way we have to react in the real world in order to survive.  

As soon as we realize this and understand these principles, we begin to feel the connection 

between the visual reality and visual perception and more importantly, how this connect 

keeps influencing the visual communication in arts including its emotional contents.  But the 

moment if we have some vertical shapes which appear to be more exciting and more active 

than the horizontal shape.  Vertical shapes rebel against the earth’s gravity.  So here at this 

moment the principle we are mention about have something to do with the gravity that we 

experience in our real life and the real world.  So the sculptors and artist imply energy and a 

tendency reaching toward the heights or the sky or the heaven.  So the traditional sculptural 

art of Sub-Himalayan Darjeeling created by sculptors or as well as artist who evokes sense of 

stability and sense of dream or aspiration through nature.  Another principle that has been 

often used by artist is centrality of composition. 

The sculptural art of Sub-Himalayan Darjeeling area as it best, equal to any that was 

produced in India.  It was also influential in forming religious art elsewhere in Asia, 
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particularly the Buddhist art of Nepal and Tibet, and south-east Asia.  In many ways early 

traditional sculptural art of Sub-Himalayan Darjeeling continued the traditions of the late 

Gupta sculptural art such as those also associated with the Tibetian and the Chinese style.  

This can be seen for example, by the Buddha figures whose robes tie close to the torso either 

smoothly or with stylized folds indicated by low ridges and also in the handling of larger 

compositions and the treatment of Jewellery and various design.  These traditions and subject 

matter of this region were extended beyond previous conceptions of religious sculpture.  This 

was probably due to two main reasons, a period of comparative peace and prosperity 

following the foundation of traditional thought of this region (Sub-Himalayan Dareeling) and 

the culmination of a long period of ferment in religious ideas.  Their combination provided 

conditions under which wealthy patrons were above to pay for the building, or support, of 

temples and monasteries such as Kadamtala monastery, Salugara monastery, Buddhist 

monastery Gurung Basti, Ghoom monastery, etc. dedicated to the pursuit of religious 

learning, for sculpture to decorate them, and the performance of rituals all of which resulted 

in these new ideas becoming more widely accepted.  Since the early decades of this previous 

century Buddhism of this region had begun to move away from the traditional concept of 

sculptural art towards a less restricted concept of the possibilities of religious self fulfillment 

in which the secular worshipper could find a place.  At the same time a similar evolution 

occurred in Hinduism as a result of the growth of texts comprising legends and religious 

instruction which affected the tradition sculptural art in Sub-Himalayan Darjeeling region.  

But a further development also affected the traditional concept of sculptural art where we 

have seen local folk practices rooted in the mind of people, artisans, sculptor of Sub-

Himalayan Darjeeling region.  This placed more emphasis on ritual and the worship of 

female deities.  It also carrying their elaboration to a yet higher pitch of complexity, it sought 

through a semi-scientific approach not only to worship and placate deities but to coerce them 
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and offered ordinary people the possibility of acquiring supernatural powers.  One of the 

consequences of all these movements was the increase in the number of deities represented in 

traditional sculpture.  The way in which they were represented in stone sculpture seems 

quickly to have become a formula. 73 An additional convention was to make the central figure 

larger than the others, obviously in order to indicate that it was of greater significance.  It is 

possible that some of these deities were regarded as being auxiliary to the main deity in 

worship. 

The line of the development of traditional sculptural art of Sub-Himalayan Darjeeling 

took its difficult to trace with any charity and fidelity.  Some stylistic analysis have been 

made in an attempt not only to divide the pattern of sculpture into a number of motifs, which 

can be arranged traditionally, but also to distinguish between Buddhist and Hindu styles. But 

apart from the doubtful utility of the later, the characteristics that are said to distinguish one 

group or period from another tend to merge thus obscuring any clear difference between 

them. However, it is likely that these limitations will be only temporary and a well defined 

picture will emerge in the not too faraway future. It may be prospective that this will enable 

the style of individual centres.  Such as Salugara monastery and many more, to be identified 

with greater assurance as well as increasing the exactness with the time slap. The broad 

progress of the latter however is already fairly clear.  Towards the beginning of the traditional 

Buddhist sculptural of Sub-Himalayan Darjeeling area where we can find the object of 

idolization or appreciation is believed to bring salvation for living creatures. This is the 

concept which adopted by the artisans or sculptor to use for the purpose of sculptural art.  The 

design and execution of early traditional sculpture tends of Sub-Himalayan Darjeeling to be 

relatively simple with restrained use of embellishment. This moderately gave way to greater 

perplexity in which the empty spaces found previously often disappear beneath enormous 

decoration covering the whole surface.  The effect of this was increased by the day by day 



61 
 

when individual motifs, such as garlands, jewellery and foliage were treated with great 

attention to detail. The stone sculpture, eastern India shared the enhancement in both quality 

and quantity of metal images or icons that took place in the several monasteries of Sub-

Himalayan Darjeeling. The finest show a superlative technique is highlighted the softer 

modeling of the bronzes as well as tending to make the composition less stubborn than in 

stone sculpture. Also subject matter is simpler; there are more single figures and these are 

often adjacent by mandorlas of flames. The extent to which people took part in the religious 

life of their community is shown by the several sculptural designs that are on many 

monasteries of Sub-Himalayan Darjeeling region.  In both techniques stone and metal, as 

well as the small amount of sculpture where reflected the traditional view point that has 

survived, the style of execution associated with the nature’s perception in Eastern Himalayan 

region as well as Sub-Himalayan Darjeeling remained similar not only for Buddhist and but 

Hindu Jain as well.  Although the globalization on modern trends may have serious effects on 

traditional sculptural art which is uneven and at some levels soon began to wear off 

exceptionally in rural area of Sub-Himalayan Darjeeling. Thus it is likely that folk art 

continued almost unchanged while the production of sculpture for the enlightened religious 

was disrupted. Though the evolution of changes of the monasteries Buddhism never 

recovered its former status, but Hinduism was sustained by its links with the traditional trend 

and continued even if at times somewhat latently. With governing inhibitions regarding 

figure sculpture, and without the acceptance of royalty and the wealthy classes, the making in 

large numbers of images for worship remained stagnant although figures were used in the 

terracotta type and wood decoration of temple on monasteries. The Indian theory, in origins 

and formulation, seems at first sight to Sui generis. But merely because of the specific 

idiomatic and mythical form in which in finds expression, it need not be thought of as 

otherwise as universal. It does not in fact vary from what is inherent in the far eastern view of 
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traditional sculptural art, or on the other hand in any indispensible from the traditional point 

of view, or what is propounded in the aphorisms of content of art, it does vary materially 

from the modern non-intellectual interpretations of art as sensation.74  What are probably the 

most important component in the Asiatic theory are the views that aesthetic experience is an 

ecstasy in itself indefinable, but in so far as it can be defined, a delight of the cause and that 

the work of art itself, which serves as the fervour to the release of the spirit from all 

inhibitions of vision, can only come into being and have being as a thing ordered to specific 

ends. Heaven and earth are united in the reflection of tradition sculptural art of Sub-

Himalayan Darjeeling region, which is an ordering of sensation to intelligibility and tends, 

towards and ultimate perfection in which the seer perceives all things imaged in traditional 

art. 75 Not-with-standing that aesthetic experience is thus revealed to be an inscrutable and 

uncaused theological activity that is morally ever-present and potentially realizable, but not 

possible to be realized unless and until all pensioned and mental barriers have been 

determined, all knots of the heart undone, it is necessarily admitted that the experience arises 

in relation to some specific representation.  The elements of this representation, the work of 

art itself, can be and are discussed by the Hindu and Buddhist elocutionist at great length, and 

provide the material and much of the terminology of analysis and criticism.  For present 

purposes it will suffice to present these constituents of the work of art in a brief form; but it 

must not be forgotten that here only is to be found the tangible (graha) matter of the work of 

art, all that can be explained and accounted for in it, and that this all includes exactly that a 

priori knowledge which the spectator must possess or came to possess before he can pretend 

to deftness in the sense above defined. 76 The elements of the sculptural art of Sub-Himalayan 

Darjeeling region are (a) Determinants viz. the physical stimulants to aesthetic reproduction, 

particularly the theme and its parts, the indications of time and place, and other appliance of 

representation – the whole factibile. The operation of determinants takes place by the 
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operation of an ideal sympathy, a self imposition with the imagined situation. 77 Aesthetic 

sympathy is ideal, without any ethical component; that is to say, it is felt equally with respect 

to good and evil, gladness and pain, as represented in the traditional sculptural art of Sub-

Himalayan Darjeeling. The impartiality of aesthetic reproduction is a fact that art as such is 

associated rather to law than to equity. 78  (b) Consequents, the specific and conventional 

means of registering emotional matters or theme is individual gesture. (c) Moods, the sensible 

emotional states as represented in traditional sculptural art. These include thirty three fugitive 

or Transient moods such as joy, agitation, perturbation, etc., and eight or nine permanent 

moods, the erotic, Heroic, etc., which in turn are the vehicles of the specific emotional 

colorings.  In any work, one of the permanent moods must constitute a master motif to which 

all the others are subordinate or as we should now express it, the work becomes excitable, 

embarrassing rather than moving. 79  (d) The representation of involuntary physical reactions, 

for instance fainting.  All of these determinants and symbols are recognized collectively and 

indivisibly in aesthetic experience, the work of art being as such a unity; but they are 

recognized differently in approximate analysis. 80 

A symbolic expression is one that is held to be the best possible formula by which 

recumbence may be made to a relatively unknown thing, which referent, however is 

nevertheless identified or postulated as existing. The use of any symbol, which implies a 

conviction and usually a traditional agreement resting on authority, that the relatively un-

known or it may be unknowable, referent, cannot be any more clearly represented.  A sign on 

the other hand, is an analogous or abbreviated manifestation for a certainly known thing; 

every man knows or can be informed by indication of an object, as to what the sign means.  

Thus wings are symbols when they mean angelic independence of local motion or tradition, 

but signs when they denominate an aviator; the cross is a symbol when used (metaphysically) 

to represent the structure of the universe with respect to hierarchy and breadth, but a sign 
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when used (practically) to warn the motorist of a nearby cross road.  If we use blue pigment 

to represents blue eyes or blue sky, it is as a sign; but if we make the virgin’s robe blue, then 

blue becomes the symbols of an notions, and the reference is no longer to the thing sky but to 

certain abstract attributes such as unendingly which we have hurled to the thing we see 

overhead.  In this particular case the sign and symbol are the same viz. blue pigment, and just 

as in the case of the sign or symbol puskara, lotus the meaning must be understanding of this 

kind is all significant; for if we take the sign for a symbol, we shall be sentimentalizing our 

notion of blue eyes, and if we take the symbol for a sign.  We are reducing thought to 

recognition. 81 In any case, one could not, if one would wish to, turn back the movement of 

time.  To be other than we are would be for us the same as not to be; to wish that the 

sculptural art of any period had been other than it was is the same as to wish that it had never 

been.  Every style is complete in itself, and to be supported accordingly, not to be judged by 

the standard of a former or any other age. 82 
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 Pic -1, Guru Padma Sambawa 

        

                                                                                               Pic-2, Avalakiteshvara 

                                                                Source: collected by researcher, from Dali Monastery 
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 Pic-3.White Tara 

            

       

   

                                                                                        Pic-4, Kunkhen Pedma Karpo 

                                                                Source: collected by researcher, from Dali Monastery 
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 Pic-5, Dragon Motif Sculpture 

 

 

 

    

   

                                                     Pic-6, Inner Beauty of Dali Monastery 

                                                       Source: collected by researcher from Dali Monastery 
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Pic-7,Uma – Maheswara Bronze Sculpture, Acc.No.04 ,A.K.M.Museum   

       
Pic-8,Uma- Maheswara , Acc.no. 113, A.K.M.Museum 

                                            Source: collected by researcher, A.K.M. Heritage Museum,N.B.U 
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 Pic-9, Vajradhara and His Shakti in Yab – Yum,

                                                                 

                                                                                  

   

Pic-10, Vajrapani, the Demon Queller  

                                                     Source: collected by researcher, from Kadamtala Monastery 
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 Pic-11, Bardo Deity 

       

                                                             Pic-12, Bardo Deity,  

                                                   Source: collected by researcher, from kadamtala Monastery 
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 Pic- 13, Bardo Deity 

 

   

                                                                                     Pic-14, Bardo Deity,  

                                                     Source- collected by researcher, from kadamtala Monastery. 
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 Pic-15, Bardo Deity 

   

                                                                                            Pic-16, Bardo Deity, 

                                                    Source- collected by researcher, From Kadamtala Monastery.                                                                                                                                                                                                                                 
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Pic- 17, Bardo Deity,  

Source: collected by researcher, from kadamtala Monastery. 

      
Pic- 18, Lord Buddha sitting with the Bhumisparsa Mudra 

                                            Source- collected by researcher, from Dali Monastery, Darjeeling. 
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Pic- 19, Statue of Lord Buddha (15Ft.), Samten Cholin Monastery 

Source: collected by researcher from Darjeeling. 

      

   

Pic- 20, Lord Buddha with Abhaya Mudra posture, Jambolind Monastery 

                                 Source: collected by researcher,from Mirik. 
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