Indian Bronze Sculpture

The cire-perdu or ‘lost-wax’ process for casting was learnt as long ago as the
Indus Valley Culture. Along with it was discovered the process of making alloy of
metals by mixing copper, zinc and tin which is called bronze.

Bronze sculptures and statuettes of Buddhist, Hindu and Jain icons have been
discovered from many regions of India dating from the second century until the
sixteenth century.

Most of these were required for ritual worship and are characterised by exquisite
beauty and aesthetic appeal.

At the same time the metal-casting process continued to be utilis d for making
articles for various purposes of daily use, such as utensils for cook g, eating
drinking, etc.

Present-day tribal communities also utilize the ‘lost-wax proces for their art
expressions.

Perhaps the ‘Dancing Girl’ in tribhanga posture from Mohe jodaro is the earliest
bronze sculpture datable to 2500 BCE.

The limbs and torso of this female figurine implif d in tubular form.

A similar group of bronze statuettes hav been di overe on archaeological
excavation at Daimabad (Maharashtra) atable to 1 00 BCE.

Significant is the ‘Chariot’, the wh els of which ar represented in simple circular
shapes while the driver or human derhasb  elongated, and the bulls in the
forefront are modelled in sturdy for s. Interesting images of Jain Tirthankaras
have been discove dfro Ch usa, Bi r, belonging to the Kushana Period during
second century CE.

These bronzes show ho the Indian culptors had mastered the modelling of
masculine huma p siqu nd simplified muscles.

Remarkable is he depiction o Adinath or Vrishabhnath, who is identified with
long hairlocks roppingt his shoulders.

the tirtha karas e noted by their short curly hair.

M ny sta ding Buddha images with right hand in abhaya mudra were cast in

Nort In articularly Uttar Pradesh and Bihar, during the Gupta and Post-
Guptap ods, i.e., between the fifth, sixth and seventh centuries.

Th sangh i or the monk’s robe is wrapped to cover the shoulders which turn over
theri tarm,

while th other end of the drapery is wrapped over the left arm.

The Buddh s figure is modelled in a subtle manner suggesting, at the same time,
the thin quality of the cloth.

In the typical bronze from Dhanesar Khera, Uttar Pradesh, the folds of the drapery
are treated as in the Mathura style, i.e., in a series of drooping down curves.
Sarnath-style bronzes have foldless drapery.

The outstanding example is that of the Buddha image at Sultanganj, Bihar, which
Is quite a monumental bronze figure.



The typical refined style of these bronzes is the hallmark of the classical quality.

Vakataka bronze images of the Buddha from Phophnar, Maharashtra, are

contemporary with the Gupta period bronzes.

They show the influence of the Amaravati style of Andhra Pradesh in the third

century CE and at the same time there is a significant change in the draping style

of the monk’s robe.

Buddha’s right hand in abhaya mudra is free so that the drapery clings to the right

side of the body contour.

At the level of the ankles of the Buddha figure the drapery makes a conspicuous

curvilinear turn, as it is held by the left hand.

The additional importance of the Gupta and Vakataka bronzes is hat th y were

portable and monks carried them from place to place for the purp se findiv dual

worship or to be installed in Buddhist viharas.

The hoard of bronzes discovered in Akota near Vadodar establ hed that bronze

casting was practised in Gujarat or western India bet the sixth nd ninth

centuries.

Most of the images represent the Jaina tirthankara ke Maha ra, Parshvanath or

Adinath.

A new format was invented in which tirthankara re se ed on a throne; they can

be single or combined in a group of thr  or ina gr up of twenty-four tirthankaras.

Female images were also cast repr  nti g yakshin or Shasana devis of some

prominent tirthankaras.

Stylistically they were influenced  the features of both the Gupta and the

Vakataka period bronzes.

Chakreshvari isthe  as nadevi f Adinath and Ambika is of Neminath.

Himachal Pradesh and ashmir reg ns also produced bronze images of Buddhist

deities as well as Hindu g ds and goddesses.

Most of these were created d ing the eighth, ninth and tenth centuries and have a

very distinct s le in com arison with bronzes from other parts of India.

A notewo thy d velopme tis the growth of different types of iconography of
shnu i ages.

Fou hea ed Vishnu, also known as Chaturanana orVaikuntha Vishnu,was

worship dinth e regions.

W ile the entral face represents Vasudeva, the other two faces are that of

Nar imhaand Varaha.

The Na simha avatar and Mahishasuramardini Durga images of Himachal

Pradesh ar among the very dynamic bronzes from that region.

In Buddhi centres like Nalanda, a school of bronze-casting emerged around the

ninth century

during the rule of the Pala Dynasty in Bihar and Bengal regions.

In the gap of a few centuries the sculptors at Kurkihar near Nalanda were able to

revive the classical style of the Gupta period.



« Aremarkable bronze is of a four armed Avalokitesvara, which is a good example
of a male figure in graceful tribhanga posture.

» Worship of female goddesses was adopted which is part of the growth of the
Vajrayana phase in Buddhism.

» Images of Tara became very popular.

» Seated on a throne, she is accompanied by a growing curvilinear lotus stalk and
her right hand is in the abhaya mudra.

« The bronze casting technique and making of bronze images of traditional icons
reached a high stage
of development in South India during the medieval period.

« Although bronze images were modelled and cast during the Palla a Peri d in the
eighth and ninth centuries, some of the most beautiful and exquis s atues w re
produced during the Chola Period in Tamil Nadu fromthe thtot twelfh
century.

« The technique and art of fashioning bronze images i skillfully ractised in
South India, particularly in Kumbakonam.

« The distinguished patron during the tenth century as the wi  wed Chola queen,
Sembiyan Maha Devi.

« Chola bronzes are the most soughtafter ¢ llector item by art lovers all over the
world.

« Among the Pallava Period bronzes fth eighth ce tury is the icon of Shiva seated
in ardhaparyanka asana (one leg k pt dangl g)

« The right hand is in theachamana mudragesture, suggesting that he is about to
drink poison.

The Lost-wax Process

« The lost-wax p ocess is a echnique used for making objects of metal,

« especially inH achal Pr desh, Odisha, Bihar, Madhya Pradesh and West Bengal.

o« | eachr gion,as htl different technigue is used.

Th lost-wax process involves several different steps.

o« Firstaw xmo  of the image is made by hand of pure beeswax that has first
b nmel doveran open fire, and then strained through a fine cloth into a basin
of c dwat . Here it resolidifies immediately.

o ltisth pressed through a pichki or pharni— which squeezes the wax into
noodle-lik shape.

» These wax wires are then wound around to the shape of the entire image.

» The image is now covered with a thick coating of paste, made of equal parts of
clay, sand and cowdung. Into an opening on one side, a clay pot is fixed. In this
molten metal is poured.

« The weight of the metal to be used is ten times that of wax. (The wax is weighed
before starting the entire process.)



« This metal is largely scrap metal from broken pots and pans.

« While the molten metal is poured in the clay pot, the clay-plastered model is
exposed to firing.

« As the wax inside melts, the metal flows down the channel and takes on the shape
of the wax image.

« The firing process is carried out almost like a religious ritual and all the steps take
place in dead silence.

« The image is later chiselled with files to smoothen it and give it a finish. Casting a
bronze image is a painstaking task and demands a high degree of skill.

« Sometimes an alloy of five metals —qgold, silver, copper, brass and lead  is used
to cast bronze

NATARAJA-

« Shiva is associated with the end of the cosmic world with hich this dancing
position is associated.

 Inthis Chola period bronze sculpture he has been sh wn balancing himself on his
right leg and suppressing the apasmara, the dem  of ig orance or forgetfulness,
with the foot of the same leg.

« At the same time he raises his left | g in hujangatr sita stance, which represents
tirobhava, that is kicking away the veil of m ya o illusion from the devotee’s
mind.

« His four arms are outstretch d and th main right hand is posed in abhaya hasta or
the gesture suggesti ¢

o The upper right holdst damaru h favourite musical instrument to keep on the
beat tala.

« The upper left hand carries a flame while the main left hand is held in dola hasta
and connects w th the ab ya hasta of the right hand.

o Hishair | cksfy on both he sides touching the circular jvala mala or the garland

f flame which's ou ds the entire dancing figuration.
Th well known dancing figure of Shiva as Nataraja was evolved and fully
develo e during he Chola Period and since then many variations of this complex
b nze im ge have been modelled.

« Awderang of Shiva iconography was evolved in the Thanjavur (Tanjore) region
of Tam Nadu.

o The ninth entury kalyanasundara murtiis highly remarkable for the manner in
which Pan grahana (ceremony of marriage) is represented by two separate
statuettes.

o Shiva with his extended right hand accepts Parvati’s (the bride’s) right hand, who
Is depicted with a bashful expression and taking a step forward.

« The union of Shiva and Parvati is very ingeniously represented in the
ardhanarisvara murtiin a single image.



Beautiful independent figurines of Parvati have also been modelled, standing in
graceful tribhanga posture.

During the sixteenth century, known as the Vijayanagar Period in Andhra Pradesh,
the sculptors experimented with portrait sculpture in order to preserve knowledge
of the royal patron for posterity.

At Tirupati, life-size standing portrait statues were cast in bronze, depicting
Krishnadevaraya with his two queens, Tirumalamba and Chinnadevi.

The sculptor has combined the likeness of the facial features with certain elements
of idealisation.

The idealisation is further observed in the manner the physical bod is m delled to
appear imposing as well as graceful.

The standing king and queens are depicted in praying posture, tha is both h nds
held in the namaskara mudra.





