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ABSTRACT

Ornamentation in Muslim architecture is an art of the
surface. In an overall estimation, architecture is an art only
by reason of its surfaces, its skin of mosaic, stucco, ceramic
or marble, the verses of the Quran to be read on its walls and
the fascination of its geometric patterns and abstract decoration
of arabesque. This is also the view of the Muslim architect who
transformed the architectonic elements into purely decorative
compositions. 1In fact, Muslim artists were rarely inventive in
the domain of forms, but their contribution to surface ornamen-
tation was indisputably original. Muslim artists not only made
the most use of almost all the traditional ornamental media or
techniques, but also invented a few ones enriching the world art
thereby. They strove to realize the artistic potential of every
technique to the fullest, irrespective of its material nature.
Even the craft of terracotta was raised to an art of excellence
in Muslim decoration. The present study aims at an investigation
into the character, quality, technique and technicalities, and

the influence of the Muslim terracotta art of Bengal.

The study has been designed into seven chapters, the first
two being devoted to background discussions for the setting of
the rest = the thesis part of the study.

Chapter I deals in brief with the meaning, aesthetics,

characteristics and themes of Muslim ornamentation. It also
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presents an over-view discussion on the various ornamental
techniques used in Muslim architecture, tracing their beginning
and following their course of progress across the Muslim lands
including Bengal, the study area., The point of view has been
to place Muslim art in Bengal in the context of the pan-Islamic
art movement and establish links of some sorts between Bengal
art and that in other Muslim countries, particularly Persia,

which led to the genesis of Indo-Muslim art.

Chapter 1] presents a summary discussion on the terracotta

art of India in historical perspective from the Peasant Cultures
(ce 3rd millennium B.C.) down to the architectural reliefs of

the Buddhist Viharas in Bengal (up to c. 12th century). Through
the ages, Indian terracottas mostly consisted of figure subjects
of cult deities, men, women and animals, either in relief or in
the round. Architectural terracotta is not known in India prior
to the time of the Guptas (4th-6th centuries). In the post-Gupta
period, terracotta reliefs in architecture remained confined to
Bengal, that too, in the eastern and northern parts of the country.
But the art appears to have died out by the 10th century. The
Muslim conquerors of Bengal, however, revived the terracotta
tradition in the 14th century, infusing thereto a new dimension
in character, quality and application. They also continued a
number of older indigenous motifs of Bengal, those that did not
smack of imagery and hence, were not abominable to Muslim icono-

phobic taste. Muslim terracotta art in Bengal is, therefore, a
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hybrid style bred of antithetic art idioms, but developing a
distinct personality of its own in compromise with the land of

its birth.

Chapter III is devoted to an analytical study of the

terracotta ornamentation in the Muslim architecture of Bengal.
The chapter has been divided into six sections vis-a-vis the
chronology of Muslim political history in Bengal, the purpose
being to observe the condition of the art during each of the

phases of political rule.

Section A covers the pre-independence (pre-Sultani) period
of Muslim rule in Bengal when the political and cultural ideas
of the ruling élite were largely fed by streams coming from
Delhi, and through it from the wider Muslim world further beyond.
The terracotta art of the period is represented by the Bari
Masjid (c. 1300) at Chhota Pandua in Hooghly, where a preponde-
rance of Muslim abstract motifs occurred with minimal use of
local elements, which were probably the choice of the native

artists engaged in the work,

Section B observes the state of the terracotta art during
the first phase of independent Bengal represented by the early
Ilyas shahi rule (1342-1414). The Ilyas Shahi rulers identified
themselves with local interests and made liberal concessions to
local elements in the political and cultural arenas. The social
tone of the period is reflected in the terracotta ornamentation

of the Adina Mosque (1375) at Hazrat Pandua in Malda, where there
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occurred an onrush of local folk motifs side by side charac-
teristic Muslim patterns. But the ornamentation appeared
incongruous with the stone surface of the structure, nor were

the two art traditions synthesized.

Section C shows the evolution of a purely brick architecture

and integrated terracotta ornamentation in Bengal under the

local converted House of Raja Ganesa (1415-32), represented by
the Ekl3akhi Mausoleum (1415-32) at Hazrat Panduda. The monument
set the modus of surface decoration of the subsequent Sultani
architecture of Bengal and by effecting a synthesis between the
characteristically Muslim and the local elements, evolved a
common art formula. The terracottas now became integrated into
the masonry of the structure and also improved in finesse of

execution,

Section D consists of a discussion on the terracotta art
of the restored Ilyas Shahi period (1433-86), which was marked
by brisk building activities both at the capital of Gaur and in
the outlying areas of Bengal. The local aims and ideals that
had taken shape during the rule of the converted dynasty conti-
nued to be ceaselessly pursued by the Ilyas shahi rulers, so
that the Muslim rule and culture in Bengal became fully accli-
matized. In the process, architecture reached its classical
phase by means of balanced proportion of its various elements,
and terracotta ornamentation attained its excellernce both in
substance and execution. 4 group of monuments built at

Khalifatabad (modern Bagerhat) in Khulna district during the
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period and known as Khan Jahan style distinctly betrays
Tughluqian features from Delhi. Besides, certain decorative
elements of Persian antecedent are also noticed in the terraco-
ttas of the period. All these suggest Bengal's cultural contact
both with Delhi and Persia during the period under study.Although
sparse use of glazed tiles appeared in the monuments
of the period, terracotta remained the almost exclusive

decora-tive technique.

Section E studies the terracotta of the Firuza Minar

ascribed to sayf al-Din Firuz 3shah (1486-89), the Abyssinian
ruler of Bengal. The terracottas of the monument are restrained
but graceful art products anu xept up the classical heritage of
the Ilyas Shahi period. The combined use of glazed tiles and
terracotta in the monument as well as its shape and interior

spiral staircase betrays Perso-Iraqi influence.

Section F deals with the terracotta ornamentation in the
monuments of the Husain Shahi period (1493-1538). The period
witnessed the most extensive building activities throughout the
Kingdom of Bengal. DBesides brick buildings, there now came to be
erected buildings with brick core and stone facing, called the
'brick-and-stone style'. The period offers nothing signi-
ficantly novel either in architecture or in ornamentation. The
brick buildings merely imitated the terracotta designs of the
Ilyas 3hahi period for their decoration with no newness in themes
or artistic improvement. The attempt at executing terracotta

motifs in stone did not also succeed well. There occurred, on
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the other hand, an over-richness in the details of the terra-
cottas and meaningless repetition of stereotyped panelled
decoration. In fact, the period marked the beginning of deca-
dence of the Muslim terracotta tradition in Bengal. An increase
in the use of glazed tiles is noticeable in the monuments of

the Husain §Qéhis. This perhaps speaks of the opulence of
Bengal at the time and also suggests the continued influence

of Persia - the land of tiles, on Bengal decorative art.

Chapter IV dwells upon the terracotta ornamentation in the

Muslim architecture of Bengal during the interregnum between the
end of the Sultanate (1538) and the Mughal conquest of Bengal
(1576), and under the Mughal rule. There were little building
activities in Bengal during the interregnum with the least use
of terracotta decoration. The Mughals preferred plaster deco-
ration and under them, the terracotta art received no royal
patronage. However, the popular love for the art kept it alive
in sporadic instances away from the centres of Mughal rule till
late 17th century. But by then, the ornamental motifs as well
as the designs had lost their artistic appeal and were reduced

to a faint reflex of their past glorious self.

Chapter V contains a discussion on the occurrence of the
Sultani terracotta motifs and features in the Hindu temple
ornamentation of Bengal from the 16th to the 19th centuries.

The temples of late medieval Bengal, mostly built of brick, were
local in origin with characteristic Bengali features such as

curved cornice, panelled ornamentation in terracotta, panelled
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arched entrance etc. — features initiated by the Eklakhi
Mausoleum (1415-32) and commonly used in the Sultani buildings
of Bengal. Even the ground plan of the ratna style of temples
and the interior vault of the temple styles in general are held
to have been influenced by Muslim precedents. A large number
of Muslim geometric patterns and strip motifs continued almost
unchanged in temple ornamentation. Besides, some of the temple
terracottas closely imitated Muslim abstract designs such as the
arabesque. These influences were extensive in the 16th and
17th centuries temples, but diminished in the 18th and 19th
centuries; nevertheless, certain Muslim elements lingered in
temple decoration till the end of the temple building movement

in Bengal.

Chapter VI investigates into the making technique and the

technicalities of seating the Muslim terracotta. It also
discusses the nature of formation of the terracotta designs and
attempts at their classification. Incidentally, it throws side
light on the making centres of the terracottas and the diffusion

of the technical knowledge of the art.

Chapter VII summarises the nature and general characteristics

of the Muslim terracotta ornamentation in Bengal in the light of

the discussions made in the previous chapters.



TRANSLITERATION

The scheme of transliteration for Arabic and Persian
words folloﬁed in this monograph is that given in the
Encyclopaedia of Islam (New Edition) except J for 7 and
a for &

For Bengali words, the National Bibliography of Indian

Literature has been followed.,

In both cases, however, anglicized words or those that
have obtained currency in English vocabulary have been left

unattended.
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CHAPTER I

ORNAMENTATION IN MUSLIM ARCHITECTURE

Ornamentation is the soul of Muslim architecture. Muslim
buildings all over the world are characterized by spacious
planning, rich colouring and intricate carving, Muslim artists
and craftsmen were rarely inventive in the domain of forms,
but their preoccupation with surface decoration was highly
original., "They perfected a type of decoration whose purpose
was first and foremost that of providing buildings and objects
with an intricate and complex overlay, covering their structural
cores (often with a different material) as with an outer skin

or a 'mantlc'.“l

Muslim ornament is both a visual pleasure, a practical
exercise and an intellectual meditation., "It is an exercise in
the sense that it consists for the most part in isolable formu-
las; yet it is also a meditation for there always is in it, to
use a colloquial expression, more than meets the eye.“2 The
complex geometric designs and the perplexing arabesques convey
a8 meaning beyond the visual; they represent the continuum and

order of the cosmic phenomena amid the apparent chaos. The

J'l:)a.‘].u Jones, "Surface, Pattern and Light", in Architecture

of the Islamic wWorld, ed. by George Michell (London: Thames &
Hudson, 1 s Pe 16,
2

Cleg Grabar, The %%rmation of Islamic Art (New Haven:
Yale University Press, 1¢ 's Pe .



forms are abstract, since attempt at depicting the natural
smacks, in Islamic eye, of competing with the creativity of

God or imitating Him - an unpardonable sin., Abstraction implies
the unreality of the visible and proves the divine permanence.
Thus is reflected in Muslim ornaments the attitude of Islamic

religion and culture as a whole,

Muslim ornamentation is predominantly an art of decorative
themes thqt occur generally independent of material, scale and
technique, Unlike in the west, there is no dichotomy in Muslim
art as secular and religious, and ornamental themes do not
suffer from stricture of use, There is thus never one type of
decoration for one type of buildings; conversely, the same
decorative designs, themes and techniques were employed for
entirely different buildings - a sort of pan-Islémism in the

domain of arti

In almost all phases of European architecture, ornament.
served principally to clarify and exhibit structural functions,
besides signifying iconographic and connoting didactic purposes.
Muslim ornament, on the other hand, softens architectonic con-
trasts, creates non-tectonic values and never indicates the
purpose of the structure it decorates. Structure is indeed
emphasized by the decogation, but the definition of proportion
and alleviation of monotony are of greater importance, In

Islam, the primacy of human life and social needs decide the



function of a structure and hence it is adaptable to a variety
of purposes, These characteristics remained for centuries and
the magnificent fagades that came to adorn the many Muslim
structures from the 12th century onward never indicated if a
building was @ mosque, a ribat, a caravansarai, a palace or

anything else,

Muslim ornamentation is characterized by a reversion from
the classical monumentalism and naturalism, and although natural
motifs like plants, creepers and leaves formed an integral part

i Styli-

of Muslim ornament, they were intensely schematized.
zation of motifs suited Muslim aesthetic most as much as satis-
fied their iconophobic tendency.2 Decorative combinations of
various plants and fruits in an unreal manner were characteris-
tic of oriental art and became popular with Muslim artists.
Unreal rosettes and palmettes together with the Greek acanthus
stylized to the verge of abstraction were favourite themes with
Muslim craftsmen, They transmuted the physical form into a
vehicle for the expression of something else than itself, But

"it would be a mistake to attribute symbolic or allegorical

1Marsha11 G.S, Hodgson, The Venture of Islam, vol. II
(Chicago: The University of Chicago Press, 1974), p. 506.

2'rhomas Arnold (Painting in Islam, Oxford, 1928) notes
among other points the expressionlessness usual on human faces
in Muslim painting being an effect of iconophobia. According
to Richard Ettinghausen, the iconophobia spread to a larger
category of deliberate unrealism which took a great many forms.
(See "The Character of Islamic Art", in The Arab Herltage, ed.
by Nabih A, Faris (Princeton: Princeton University Press, 1944),
PPes 259=-62).




meaning to these natural motifs when they appear in fantastic
stylization ...."1 Such a view, however, represents the common
Western concept of Muslim art as an abstract art in the same
sense as modern Western art, but the two stand at poles
opposite, "The one #eeks to evade the uglineés of naturalistic
and condensed forms of nineteenth century European art by appeal
to @ mathematical abstraction of a purely human and rationalis-
tic order., The other seeks in the archetypes residing in the
splritual empyrean the concrete realities of which the so-called
realities of this world are nothing but shadows and abstractions.,
It, therefore, seeks to overcome this shadow by returning to the
direct reflections of the truly concrete world in this world of
illusion and abstraction ... The process of so-called 'abstrac-
tion' in Islamic art is, therefore, not at all a purely human
and rationalistic process as in modern abstract art, but the
fruit of intellection in its original sense, or vision of the
spiritual world, and an ennobling of matter by recourse to the
principles which descend from the higher levels of cosmic and
ultimately Metacosmic Roality“.2 Muslim art thus expressed in
stylization has had a2 meaning and a spiritual significance,

"It is the earthly crystallization of the spirit of the Islamic

1Ernst Kuhnel, Islamic Art and Architecture (London: G,
Bell & Sons, 1966), p., 24.

ZSeyy.d Hossein Nasr, "Foreword"”, in Titus Burckhardt's
Art gf Islam:; Language and Meaning (England: World of Islam
Festival Trust, y Pe XV,



revelation as well as a reflection of the heavenly realities
on earth, a reflection with the help of which the Muslim makes
his journey through the terrestrial environment and beyond to
the Divine Presence Itself, to the Reality which is the Origin

and End of this art."1

Without great painting and sculpture2 which led the artistic
thought of the West, Muslim craftsmen effected a revolution in
the domain of ornament by decorating their monuments with themes
applied to minor arts like pottery, carpets, tapestry etc. In
other words, the so-called minor arts of the West reached the
level of major arts in the manual of Muslim ornaments, However,
the universality of ornamental themes is ever present; a theme
from any origin was taken in and used. Thus alongside the
predominantly vegetal and geometric motifs, there also exist

animal, human and epigraphic themes in Muslim ornamentation,

A distinctive feature of Muslim ornamentation is the
ubiquity of patterns in time and space, the unchangeability of
the same design from one medium to another and repetition of

the same design on different scales, often within the same

1

2The Quranic prohibition of sculpture is contained in Surah
XIV:35, which reads: 'Abraham said, "O Lord make this land
secure, and turn aside me and my children from serving idols";
also in Surah V: 90, that reads, "Verily wine, and games of
chance, and statues (ansa3b), and divining arrows are an abomi-
nation of Satan's device., Leave it aside in order that Ye may
succeed", Abomination of the worshippers of idols are also
found in Surahs IV: 76; V: 60; VI: 138; IX:; 1-17 and in many
others of the Qur’3an, The prohibition was more strictly defined
in later writings., See Mishkat, trans., by James Robson (Lahore:
Ashraf Publications, 1963), book XX, Chap V, and book XII,
Chap. I.

Seyyed Hossein Nasr, op. cit., pe XVI.



building. These may be explained by the fact that in Muslim
decoration each motif is part of an overall patterning of surface,
achieved by the counterposition and superimposition of a variety
of different designs and materials, each of which retains its
identity within the whole composition. No single pattern or
design is given pre-eminence over others and all can be reused

in newer and newer yet somewhat familiar compositions,

Muslim decoration consists of patterns capable of symmetri-

cally repeated ad infinitum., Just as the structural elements,

such as the arch, the dome etc., so it is with the patterns.
The principles are of repetition and continuous permutation of
motifs and designs. In it, the decoration continually reflects
and multiplies patterns creating an art which is dynamic, yet
unchanging. Thus fagades and walls are mostly decorated with
symmetrical repetitions of units which in turn are made up of

smaller repeated units,

In the art of ornamentation, the Muslim craftsmen were
always ruled by the celebrated ‘'horror Vacui'.1 A vacant space
on the wall surface was considered negation of divine presence
and hence the principle of ‘'overall surface covering' was édopted.
But strongly emphasized contrasts between ornamental surfaces
were scrupulously avoided; so was the case with individual motifs,

which were used in rows and repetitions "to give the most fluent

lxn fact, rather than being intolerant of vacant space, the
Muslim craftsmen made complete exploitation of the surface in
its possibilities of line and colour,



general impression without giving any plastic prominence to

one or another."1

A striking feature of Muslim ornamentation is the emphasis
given on the interior of the structurez as opposed to the outside
or the fagade. Such a spatial emphasis may have been dictated
in early Islam by the qﬁfi concept of 1ife in which the enrich-
ment of the soul is of the utmost concern. Similar attitude is
also exegetically supported, In later times, however, the
emphasis on the interior appears to have become lessened and
Muslim monuments in India and Bengal, in particular, received
decoration both inside and outside, the latter often predominating.
In fact, Mughal buildings in Indis may be defined as a 'proclai-
ming architecture' because of the stupendous entrance portals and
elemental disposition of the architecture and decoration outside.
The Buland Darwaza at Fathpur-Sikri (1568-85), the entrance gate
to Akbar's tomb at Sikandra (1613), the tomb of I‘timad al-Dawla
(1627) or the Chinika-Rauza (163972) at Agra proclaim imperial
grandeur in scale and decoration, rather than mystic esoterism

of the early Muslim structures,

Love of colour of the Muslim craftsmen is proverbial and
almost bordered on obsession, The creation of surface effects
with colour techniques like mosaic, lustre painting, opaque glaze

etc., appeared early in the monuments of the Umayyads and the

lsrn't KUhnal' Ope Cito’ ps 26,

2Cf. Ernst J, Grube, "what is Islamic Architecture?", in
Architecture of the Islamic world, op. cit., p. 1ll.




Abbasides and constitutes the raison d'etre of Muslim ornament
in time and space. The mode of colour decoration attained its
full bloom in the Il-Khanid monuments in Persia in the 1l4th
century. Under the Timurids and the Safavids from the 15th to
the 17th century, colour decoration attained its highest
excellence., Whole surfaces were covered with mul ticoloured
tiles which developed certain designs independent of architec-
tural needs, Colour appeared in almost all the technigues and
its virtuosity practically exhausted itself at the hands of the

Muslim craftsmen,

Muslim ornamentation is not only an applied art, it is
structural as well, Structural elements like the arch, the
column, the bracket, the dome and even the material of construc-
tion itself add to the beauty of the building, besides performing
tectonic functions. The airiness of the arcades in the Mosque
of Damascus (705-11) or in the Qairawan Mosque (817-38) or in
the Masjid-i-Jami at Isfahan (1l1th-14th century) surrounding the
spacious courtyard conveys an impression of majesty, charac-
teristic, perhaps, of Muslim architecture alone., The tiered
arches in the sanctuary of the Cordova Mosque (788) has trans-—
formed an otherwise vacant space into a dreamland of ethereal
beauty. The squinch arch which began its career with a structural
connotation ended in Muslim architecture as the most sumptuous
and bewildering decorative stalactites, They were used across
Muslim lands in entrance portals and in domes and also as

supports of balconies of towers where they were spread with great



cunning over expansive surfaces. Stalactites also came to be
carved in long rows to form cornices and they appeared on wooden
beams and brackets, on capitals and other unexpected places.

The wide-open portal arches of the Muslim buildings are not only
catholic and welcoming in spirit, but also marks of elevated
beauty of the structures. Arches and columns were too often
used on wall surfaces as decorative elements out of structural
context., Arched niches - recessed or shallow - contained in
rectangular frames were used in buildings of all purposes both
in western and eastern Islam, Fagades, walls and even ceilings
were punctuated by rows of arched niches of various depths and
scales. Striking examples of the use of the motif are found in
Iran and India., The dome in Muslim architecture is more than a
roofing device and an engineering feat, It is, besides beauty,
an element of majesty, and Muslim experiment with its shape was
as varied as it was adventurous. The rows of mini domes over
the portal, the parapet or the roof in Indo-Muslim architecture
produce a sight unsurpassable in elegance, and were at one time
so popular that the Muslim painter portrayed them as symbol of

a desired place or dreamland full of love and happiness, In the
Ottoman architecture, the riwags surrounding the mosque courtyard
are surmounted by mini bowl-shaped domes, a feature adding to the
magnificence of the lofty domed sanctuary, flanked by pencil

minarets.1 The brick, itself an element of construction, was

lrhe feature is markedly noticeable in the Selimiye Jami” at
Edirne (1569-74), Sultan Ahmed Jami, Istambul (1609-17) and some
others.
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also a decorative medium, The decorative potentiality of brick
was nowhere realized to the extent done in Muslim architecture.
Muslim technique of brick-setting reached an all-time high in
Islamic Persia and endowed the monuments with the most abidingly
pleasant surface producing a texture of unending beauty. The
Samanid tomb in Bukhara (907)1 is both an architecture in deco-
ration and decoration in architecture.2 Thus Edward Lutyens
justly exclaimed, "Don't speak of Persian brickwork but rather

of Persian brick magicl"3

Ornamentation in Muslim architectﬁre often appeared as if
contesting with the structure for prominence.4 Even when in
equilibrium, the two sometimes seemed as different and opposing
that were not érganically related. Often the structure functioned
as mere skeleton to receive the decoraéion. Héwever, in good |
examples, ornament waé visually organic with the structure, often

appearing as if inherent in the material, like the graining of

11t is the earliest example of ornamental brickwork technique
showing superb craftsmanship, The kinship of the technique may
perhaps be related to the brick-setting in the Baghdad Gate at
Ragga (8th century). However, the technique subsequently became
very popular in Persia and elsewhere including Bengal.

2

cf., A,U. Pope, ed,, A Survey of Persian Art, vol., II
(London: Oxford University Press, 1939), Pe 1267,

3Edward Lutyens, "Persian Brickwork", London Country Life,
(Feb. 1933), p. 118; also A,U, Pope, Persian Architecture
(New York: George Brazeller, 1965), p. 145.

4An admirable example is provided by the Madrasah or College

of Mahmud Gawan (1472) at Bidar in the Deccan where the decora-
tion dominates the architecture, Cf, Percy Brown, Indian

Architecture (Islamic Period) (Bombay: D.B,. Taraporevala sSons
& Coe Private Ltd.’ 1 v P 75.
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wood or veining of marble, It identifies, defines and empha-

B §

sizes the component elements and their functions by means of

patterns appropriate in scale and character;l

Muslim art is an eclectic creation produced by "a world of
movement and tension™ in which artisans and elements from the
entire world of Islam were available everywhere, Thus an endless
veriety of themes -~ Syrianized, Hellenic, Iranian, Armanian or
Caucasian, Central Asian, Indian, Chinese and even nomadic occur
in Muslim decoration, Besides, Muslim artists and craftsmen were
most ingenious in the creation of new themes, They created a
vocabulary of forms, purposes and idgas suiting to their taste
and cul ture out of these heterogeneous elements and that "it was
unmistakably different from any of the cul tures which were near

it or which followed or preceded it.“2

Muslim ornamentation is characterized by a concerted avoi-
dance of symbols and figures.3 Its difference in this respect
from other medieval cultures is too obvious., It is thus in sharp

contrast with the elaborate naturalistic sculptures of the Greek

ICf. A,U, Pope, ops cit., p. 138,
2

Derck Hill and Oleg Grabar, Islamic hrchitecture and Its
Decoration (London: Faber and Faber, 19 90.

3Islamic Sharish banned all figural imagery on the ground
that it might tempt the weak to idolatry. "Hanafi and Usuli
shii law books banned images apropos of avoiding what might
distract from the sal3t worship: ghafiis and Malikis implicitly
linked art to luxury by discussing the question apropos of

accepting an invitation to a wedding feast; but they all came to
like conclusions." (Marshal G.S. Hodgson, op. cit., p. 503).
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temple, the Roman triumphal arch, the fagade of the Gothic
Cathedral or the Hindu and Buddhist temples, The appearance of
figure motifs in the religious structures of the 8aljugs speaks
rather of the arbitrary nature of Muslim ornaments which are
seldom organic with the base on which they appear than a matter
of predilection, The function of these sculptures is, unlike
other medieval art languages, merely decorative, if at all, and

not in the least predicatory.

Muslim art fed on the compost of earlier cultures, but
differed with them not a little. Besides the Shari3h ban on
figure representation, the "inherent temperamental dislike of
the Semitic races for representational art“l made the Muslim
artists rule out the art of myth and of objective symbolism, and
thus set before them a problem, It was a task challenging but
inspiring and inventive,and the solutions the artists developed
set the tone of Muslim art in general, From the perplexing
geometry shimmering & massive dome to the orchestral play of
colour in the crammed scenes of a carpét, the artists created a
new world of imagination, "a world no longer that of the nature

myths but yet rich in its own expression of wonder and delight:."2

In Muslim decorative scheme, vegetal themes occur at a scale
unrivalled by any others, While palmettes, half-palmettes,

grape leaves and bunches and rosettes predominate, almost every

lx.a.c. Creswell, "The Lawfulness of Painting in Early
Islam®, Ars Islamica, XI-XII (1946), pp. 159-66; also M. Bonamy
Dobree, "Arabic Art in Egypt", Burlington Magazine, (July, 1920),
pp. 184-85,

2Marsha11 G.S, Hodgson, op. cit., ps 506,
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motif of vegetal origin found in the classical, early Byzantine,
Sasanian, Central Asian and Indian ornament can be found at least
once in Muslim art, Besides, the Muslim artists created infinite
number of variables, many of which were independent of the motifs
themselves, Like the arabesque and the geometric motifs, the
vegetal elements signify more than a visual pleasure; they are
éerhaps related to the Islamic concept of the paradise as an
arboretum and their occurrence in Muslim buildings may represent
the arbor inversus, inasmuch as the ablution basin inside a

mosqgue compound is said to represént the stream flowing underneath

the paradisal home of the virtuous,

Geometrical interlacement plays a significant role in Muslim
ornamentation, It is the most intellectually satisfying form to
a8 Muslim artist. Abstract forms of geometric shape are found
throughout Muslim art and architecture in a bewildering variety
of combinations at all periods, Muslim art inherited the motif
from later classical art, but developed it in complexity and
sophistication to an extent previously unknown, Geometric
designs are characterized by a tension between a complete and a
broken unit, The main geometric units translated into lines are
circles and rhombs, The generating source of much of Muslim
ornament is the circle, with the radius functioning as a basic
linear unit, The basic unit may be developed into a square, a
triangle or a polygon. Squares, pentagons, hexagons are all
contained in the circle, The forms are elaborated by multipli-

cation and subdivision, by rotation and systematic arrangements,
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Here the design develops around a variable number of axes or
centres which are most often forms of visual imaginations than
physical entities; the axes have no existence of themselves, but
exist because of the rest of the design., For the designs to be
meaningful, the inter-relationship between the axes and the

parts must be recognized, The star also appears in countless
variations in every material, scale and variety of application.
In all these patterns, particular attention is paid to the prin-
ciples of repetition and continuous permutations of designs which
can extend beyond the forms they decorate and by implication
beyond the world of reality. These infinitely extensible designs
have been thought of as indicating ‘unity in multiplicity' (al=-

wahdah fi'l-Kathrah) and 'multiplicity in unity' (a2l-Kathrah
fi';-wahdah_).l

Ornamental calligraphy has given the Muslim architecture a
distinct mark, Despite stylistic differences and local variations
in script, calligraphy has at all times done most to unify diffe-
rent types of buildings throughout the Islamic worlde. The Arabic
script with the rhythmic alternations of horizontal and vertical
strokes is particularly well suited to decoration, whether the
square or angular script known as kufic, or the round and cursive
script known as Naskhi and its graceful Persian derivative known

as Nastaliqe.

1
Dalu Jones, op. Cite, pe 170; cf. Titus Burckhardt,
op. cite, pe 63,
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Calligraphy is closely linked with geometry and in Arabic,
it is referred to as 'the geometry of line' implying thereby that
the proportionsof its letters and curved strokes are governed by
mathematical measurements. Beginning with the Dome of the Rock
(691), Calligraphy constituted almost an invariable element of
decoration of the Muslim buildings throughout the centuries. By
the 10th century, Calligraphy shared with other elements of
decoration a multiplicity of planes and an emphasis on textured
effect, It often became part of arabesque composition and
letters assumed foliated and floriated characters, appearing
against a background of vegetal scrolls, Inscriptions were mostly
used as a frame along and around the main elements of the buildings
they decorated, portals and cornices in particular. The mihrab
panel often received similar treatment., Epigraphs on wmonuments
generally consist of Quranic passages, the sayings of the Prophet,
eulogies to builders and triumphal inscriptions. "By lending
itself to two simultaneous and partly contradictory functions -
the iconographic and the ornamental - and by providing at the same
time a legible message and a decorative motif, calligraphy solves,
to some extent, a tension always latent in Islamic art between
representation and sbstraction; it gives an identifiable contentv
to abstract patterns and thereby provides a substitute for the

figural decorative repertoire of pre-Islamic and non-Islamic

cultures.“1 But the recurrent use of patterned calligraphy and of

1Dalu Jones, op. cit., pp. 168-69, Some writers treat the
Quranic texts as a replacement of the images of the old nature
divinities. Cf, Marshall G.S, Hodgson, gf. cits, ps 510; also
ting

Richard Ettinghausen, "The Man-Made Set W, in The world of
Islam, ed. by Bernard Lewls (London: Thames & Hudson, 1 sPe 6l.
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intricate and symmetrical abstract designs, both carried

further the bent towards stylization,

A most satisfying art motif in Muslim ornamentation repre-
senting visual representation of the unity of God1 underlying
the inexhaustible variety of the universe is the arabesque.2 It
was used as marginal decoration in pre-Islamic Coptic and
Sasanian art.3 It is characterized by a continuous stem which
splits regularly, providing a series of counterpoised leafy
secondary stems which can in turn move again or return to be
integrated into the main stem, This limitless rhythmical alter-
nation of movement, conveyed by the reciprocal repetition of
curved lines, produces a design that is balanced and free from
tension, Compositions were often made with other means, notably
through pure geometric inventions of circles, triasngles, squares
and other polygons 1nterquen in complex patterns, Also favoured
were combinations of the vegetal motifs with tﬁe highly cultivated

lines of Arabic writing, besides atypical animal and human

1Carl J, Lamm, "The Spirit of Moslem Art", Bulletin of the
Faculty of Art of Cairo University, 3 (1935), ppe 1-7/, The
writer views the arabesque as expressive of monotheism and as
at the heart of Muslim art.

ZOriginally signifying something that '‘pertained to the
Arabs', particularly a surface ornament formed by the combina-
tion of conventional plants and foliage combined with artificial

objects and geometric lines, the arabesque afforded the nece-
ssary reaction from the imitation of nature, Cf., Martin S,

Briggs, Muhammadan Architecture in Egypt and Palestine
(Oxford: The Clarendon Press, 1924), p. 173,

3ﬁarshall GeS, Hodgson, op. cit., pe 509.
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figures (which sometimes were simply variations of the leaves
growing out of the stems of the arabesque). The form of the
arabesque was so effective even without the enshrinement of
texts that it came to be used in every context and in every
material: not only on the walls of buildings but as the carving
on wooden doors or chests, as frontispieces or covers of books,
as monumental carpets. The underlying formulae governing
arabesque designs are based on the same mathematical principles

that determine geometric patterns,

The development of the arabesque from the classical vine
tendril to extreme stylization occurred early in Muslim art.
It is met with in the 8th century Umayyad palace at Mghatta
where it shows greater intricacy and a denser ingrowing quality
than its predecessors in Syria, By the 14th century, the
development of arabesque designs appears to have reached tech-
nical maturity wherein different superimposed planes became more
clearly differentiated and the design was used on a large scale
to provide overall monumental decoration, particularly in Iran

and Central Asia,

Muslim ornamentation is an art of space. The extensive
surfaces offered by the spacious planning of the Muslim buildings
together with the absence of @ riot of furniture help create
continuous space and decorative coherence that are characteris-
tic of Muslim architecture. A continuous space like the Mshatta

fagade or the Samarra walls allows the artist the most freedom
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to plan and extend his designs at will in any direction, Such

a spatial treatment also liberates the observer from the shackles
of restricted view; he can amuse himself from one plane to
another, from one design to another, in the vast expanse of

the space, But decoration in Muslim architecture is not limited
to the covering of surfaces, it also helps to transform space,
This is achieved by artful use of structural elements beyond

their natural context,

Muslim structures erected before the Dome of the Rock (691)
are not known to have had any decoration, Perhaps the nature of
the materials of their construction (e.g. sun-dried bricks,
reeds etc,) was not worthy of ornamental treatment.1 The censure
of the Prophet Muhammad against erection of buildings2 (and for
that matter against ornamentation) may also have made the first
Muslim structures go without decoration. It was only during the
Umayyad period (661-750) and in the Dome of the Rock (691) that

ornamentation appears earliest in Muslim architecture,

Muslim architecture employed a countless number and variety
of motifs for its decoration, But the same motifs appeared in

different media or techniques at the same time, It may, therefore,

1The rude architecture of the Arabian Oases, built of
sundried bricks, was devoid of decoration and ornament. Cf.

F.K, Hitti, History of the Arabs (London: Macmillan & Co.,
1970), ps 256, The fradition may have held on the initial
Muslim structures.

2 =

Ibn Sa'd, Kitab hé-’ribigag Al-Kabir, vol. I, Pt. II,
ps 18l; vol. II, pp. 7=C.
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be appropriate to discuss ornamentation in Muslim architecture

with reference to the techniques used,

Mosaics constituted the earliest decorative medium of
Muslim architecture, 1Its Arabic equivalent is fusaxfiséﬁ The
technique consists of "putting together pieces of various
materisls either white or particoloured in such a way as to
form definite patterns",l and had been used since ancient past
both in the east and the west, It was a8 popular form of deco-
ration in secular as well as religious architecture of North
Africa, Asia Minor, Syria, Egypt, Iraq and parts of Persia in
the early years of the Christian era, The Muslims adopted the
technique and employed it almost exclusively in their first

structures in Syria.

The mosaics of the Dome of the Rock (691) in Jerusalem
"constitute the first and the most ancient Muslim decorative
scheme known."z The upper part of the outer walls and the drum,
the vaults of the entrance porches, the spandrels of the arches
between the dome piers, the bands inside the drum and the area
above the tie-beams were all embellished with mosaics, Beautiful

glass mosaics were used inside the arcades and the drum most of

1G.C.M. Birdwood, The Industrial Arts of India (London,
1880), pe. 212, quoted by R, Nath, our Decoration in Mugha
Architecture (Bombay: D.B, Taraporevala Sons & Co, Private
Ltd.’ 19505, Pe 21 .

. WS Creswell, Early Muslim Architecture, vol. I,
Pt, I (London: The Clarendon Press, 1969), p. 32l.
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which still exist.l

The mosaics display fruits, vine and
acanthus scrolls and trees, some of which were adorned with
jewels, They also include a Kufic inscription recording the
date of completion of the building as 72 A,H,/691 A.,D, But
"none of the elements which later on became typical of Muslim
art are to be found here: geometric ornament and interlacing
patterns are wholly absent.“z The use of vegetal forms to the
exclusion of animated figures shows‘conformitj to the newly
emerging artistically restrictive attitude of Islam. "Seen
historically, the decoration as & whole has a new world-wide
aspect, for it combines Byzantine and Iranian motifs and applies
the mosaics - a Byzantine type of decoration - in the manner of

the Sasanian stuccoes.“3

Elaborate mosaic decoration appears in the Great Mosque of
Damascus, built by the Caliph al-walid (705-15). The walls of
the mosque, both inside and outside, were completely faced with
particoloured marbles and mosaics, glittering with gold and
depicting vegetable forms and architectural motifs., The battle-

ments crowning the building were originally covered with mosaics.4

1
G. Fehervari, "Art and Architecture™, in The Cambridge

History of Islam, vol, II, ed. by P.M, Holt and others
ZCambr*dge: The University Press, 1970), p. 702.
2

SR. Ettinghausen, Arab Painting (Cleveland, Ohio: The
world Publishing Company, 1962), p. 22.

4G..T. Rivoira, Moslem Architecture, trans., by MCN Rushforth
(New York: Hacker Art Books, 1973), p. 94.

KeA,C, Creswell, op. cit., p. 321.
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The piers and the arches with their gilt keystones received
decoration in mosaics and so did the windows, The principal
mihrab was a blaze of gilding and around it were inlaid great
cut-pieces of agate and turqnoise.l But "unlike the mosaics

of the Dome of the Rock to which they are stylistically and
technically related, the Damascus wall decorations show no
Persian influence."z The representation of architectural motifs
together with the landscapes recalls similar subjects in Pompeian
painting., Elaborate inscriptions in mosaic were used here for

the first time,’

The palace complex of the castle of Khirbat al—Miqua (708),
probably built by the Caliph al-walid (705-15), contained mosaics
in its floor showing geometric designs.4 Floor mosaics have also
been found in the palace of Khirbat al-Mafjar, built during the
reign of Caliph Higgim‘(?24-43). Here the main design consists
of a large apple~-tree flanked by a few leafy plants, It shows a
lion jumping on to the neck of a gazelle, These mosaics may be
connected with similar floor mosaics of the Byzantines at Antioch
and Constantinople, The animals, however, savour of the EBast
where the motif of a lion attacking a gazelle had been a popular

decorative theme since Achaemenid times.s

G.T, Rivoira, gp. gcit., p« 95.

R. Ettinghaysen, Arab Painting, op. cit., p. 26.
R. Nath, op. cit., ps 27.

Ernst Kuhnel, gop. cit., p. 40.

>David Talbet Rice, Islamic Art (London: Thames & Hudson,
1965), p. 22.

1
2
3
4
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Under the Abbasids (750-1258), brick became the universal
medium of construction and with it stucco and glazed tiles
replaced mosaic as decorative technique, But the use of mosaics
was not wholly abandoned, Excavations at Samarra (838-889) have
revealed "enamelled, engraved and coloured glasses, bottles,
goblets, lamps and small pieces of glass which were clearly used
in mosaic."1 Traces of the use of glass mosaic have also been

found in the Great Mosque of Samarra (847-61).2

Purnival reports some examples of glass-mosaics used in the
Muslim monuments of Egypt3 which may have been the work of
Banzantine artists, In Spain, the Great Mosque of Cordova (786)
received mosaic decoration in the mihrab panel and the dome in
front of it in the 10th century, For the execution of mosaic in
this sanctuary, "the Emperor of Constantinople, by request, sent
@ mosaic worker and a present of 320 quintals of tesserae ...."4
The art was practised traditionally in Asia Minor and the Ottomans
employed it in the Sulaimaniyah and the Ahmadiyah in Istambul as

late as the 16th and the early 17th centuries.s

1Andre Godard, The Art of Iran, trans, by Michael Heron
(London: George Allen and Unwin Ltd., 1965), p. 271.

2David Talbat Rice, op. cit., p. 35; also G. Fehervari,
op. cit., ps 709, Proofs of mosaic decoration have also been
found in the two small mosques and the palace complex of
Balkuwara in Samarra,.

3
WeGs Furnival, Lead%ess Decorative Tiles, Faience and
Mosaic (Staffordshire, 4), Pe 4e

4G.T. Rivoira, op. cit., pe 355.

sBanister Fletcher, A History of Architecture on the
ggmgarative Methods (17th ed.; London: The Athlone Press, 1961),

Pe 49,
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In India, a technique generally known as inlay but giving
the same effect as mosaic, and hence inlay-mosaic, was intro-
duced by the Delhi Sultdns, The work was done on the surface
of the monuments by preparing cut beds to receive contrast
stone chips to form patterns mainly geometric, but also floral
and arabesque, At the beginning, the bed was prepared on red
sandstone to receive marble bodies, the procedure being popu-
larly known as Opus sectile after the Roman method, but in later
time, particularly during the Mughal pericd, was extended to
marble bed, the chips then employed being of coloured marbles
and semipreqioua stonéé. To differentiate it from the earlier
one, this classification is generally known as pietra dura from
the Italian vocabulary and its supposed Italian origin. The
'A13i Darwaza, built by ‘Al® al-Din Khalji (1296-1316), provides
the earliest example of inlay-mosaic in India, The exterior of
the tomb of Ghiyath al-Din Tughluq (1320-25) in Delhi produces
a mosalc effect "by the free use of bands and borders of white
marble with a few panels of black marbles“l The buildings of
Dhar and Mandu (15th century) were ornamented with mosaics of
marble of different colours including white, yellow, slate and
others; while in certain interiors, semi-precious stones such
as jasper, agate and cornelian were combined with marble for

more decorative effect.2 Marble mosalics also decorated the

1ASIR. vol, I (Simla; Superintendent of Govt. Printing,
1871), pe. 216,

2Percy Brown, op. cit., p. 63.
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fagade of the Qils-i-Kuhana Mosque of Shér Shah (1540-45) in
Delhi, Here geometric designs were executed with pieces of
white, black and yellow marble and red sandstona.l In some
cases tessellated mosaics consisting generally of cubes of
equal sizes but bedded in cement mortar are also seen in the
ornament. This is in close harmony with the inlay works and
the resemblance is such that unless somebody is well acquainted
with both the methods, it is almost impossible to distinguish

between the two.

Inlay and tessellated mosaic constituted a major element
in the ornamentation of the Mughal buildings in India, Marble
inlay-mosaic in the floors and dadoes of Humayun's tomb in
Delhi (1565) is unsurpassable in fineness and beauty.z The
walls of the redstone tomb of Atgah Khan (d., 1562) in Delhi were
nicely decorated with coloured marble inlay.a Akbar's buildings
at Agra Fort such as the Delhi Darwaza (1566) and the so-called
Jahdngiri Mahal (c. 1570) were faced with beautiful white marble
inlay in red sandstone, Akbar's tomb at Sikandra (1612-13) was
embellished with mosaics both tessellated and inley, The whole
exterior of the southern gateway of the tomb has been covered
with tessellated ﬁosaic in geometricel designs in red, yellow,

white, black and green stones, The inlay patterns of white and

1A5xa. vol., IV (Calcutta: Superintendent of Govt. Printing,
1874), p. 74.
2ASIR, vol. I, ODe Cit.’ Pe 2230

Percy Brown, ope. cit., p. 98.
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black marble and white and green marble have been used in the
spandrels of the arches and the parapet, The Jami'Masjid at
Fatbpﬁr-Sikri (1571) provides the best example of inlay-mosaic

in the QOpus sectile pattern executed during the reign of Akhar.l

It is from the time of Jah3ngir (1605-27) that the inlay
of semi-precious stones in marble became popular and its first
important example 1s to be found in the.tomb of I‘timad al-Dawla
(1628) at Agra, "Hitherto the inlaid work had been of the kind
known as Cpus sectile, a marble intarsia of various colours, but
from now onward the art took the form of that called pietra dura
in which hard and rare stones such as lapis, onyx, jasper, topaz,
cornelian and the like were embedded in the marble in graceful
foliations.“z Almost the whole exterior of the main building
has inlay work in geometrical, floral and conventional patterns
intermixed with wine-vases, dishes, cypress trees and the like,
The pavement and the dadoes inside the tomb have also inlaid

mosaics forming star patterns predominantly.

Inlay, particularly the pietra dura variety, reached its
high water-mark in the reign of Shahjahan (1628-56). It appears
in the Diwan-i-Khdss, Rang Mahal, Shah Burj and other structures
at the Delhi Fort., The technique has been applied most beauti-
fully at Agra in the Muthamman Burj, the Diwén-iwggﬁgg (1637) and

the Taj Mahal (1634), Pietra dura decoration appears in the T3}

1
2

Cf. R, Nath, ops cit., pe 30.
Percy Brown, op. cit., p. 109,
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on the exterior dadoes of the portals, on the marble screen
around the cenotaph and the spandrels of the arches, inside
and outside, In the buildings of Shahjahan, "mosaics of colo-
ured stones on a white marble background were universally

applied and the art of inlay was carried to perfection.“l

Ornamentation in glass mosalics seems to have been intro-
duced in the Mughal monuments under §Q§hjah§n's patronage, The
shish Mahals in the forts of Agra, Delhi and Lahore show glass
mosaics in the walls and the ceilings, Glass mosaics also
decorated the walls,‘vaults and soffits of the residential
palaces in Delhi, such as the Shah Burj, the Rang Mahal and the
Mamtaz Mahal, Several palace apartments in the Agra Fort were
similarly decorated, These include the $hah Burj, the Hammam,

the Sard Khana and the Garm Khana,

Mosaic as a decorative medium does not appear to have been
an acceptable technigue to the Muslim builders in Bengal. The
character of Bengal architecture built of brick, together with
the scarcity of guality stones may have inhibited the develop-
ment of the art of mosaic in the region; at least no such
examples are known to have survived, Since factors like geology
and climate largely condition the character of an architecture
and its decoration, the absence of mosaic from the ornamentation
of Muslim monuments in Bengal seems obvious., What is more,

Bengal's preference for traditional terracotta art would naturally
weigh less in favour of other techniques of decoration,

1

R, Nath’ O« E-it., Pe 38,
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Stone carving was another of the earliest techniques of
Muslim architectural ornamentation, It began with the Dome of
the Rock (691) in Syria where there was already a long rich
tradition of carving in stone and where splendid Christian
Churches of cut stone were numerous, In the Dome of the Rock,
some of the columns of the arcades carried corinthian and other
complex capitals and the windows were originally covered with
plerced stone slabs, Beautiful marble slabs carved in geometric
patterns formed the grilles in the outer walls of the Great
Mosque of Damascus, built by the Umayyad Caliph al-walid (705-
15). But the most magnificent ornamentation in carved stone
under the Umayyads appears in the palace of Mshatta (743-44) in
the Syrian desert, The richly carved stone fagade is now preser-
ved in the German State Museum in Berlin, The decoration is in
deeply undercut relief, Vine tendrils, acanthus leaves and
rosettes constitute the dominant foliage carved, Here appears a
decoration composed of animals, birds and human figures amid vine
scrolis derived chiefly from the Christian art of Syria.1 "Some
of these are the most successful of the whole series being un-
surpassed in richness and decorative value."2 A careful analysis
of the ornament, however, reveals not only traditional Syrian and

Sasanian motifs, but also a new oriental style that may be termed

1M.S. Dimand, A Handbook of Muhammadan Art (New York: The
Metropolitan Museum of Art, 1°€ » DPe .
2

KeA,Cs Creswell, A Short Account of Barlf Muslim Architec-
ture (Harmondsworth: Penguin Books, 19 s De .
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Umayyad.1 "The uncertainty of the stone carvers is clearly
expressed in the different attempts to give unity of composition
to the mass of tendrils in the triangles. 1In their spasmodic
efforts to give ornamental stylization to the luxuriously ram-
pant and still naturalistic leaf and scroll work, we can witness
the birth pangs of the arabesque."z Other Umayyad monuments
containing ornamentation in carved stone are the Qasr al-Miniya
(705), Qasr al-Tubd (c., 720), the Rabat Amman, and the Khirbat

al-Mafjar (c. 743).

Under the Abbasids (750-1258), brick replaced stone as
building material and there occurred a consequent change in
the decorative technigue, The Abbasid palaces and mosques were
mostly ornamented in stucco and colour. However, a few examples
of carved stone decoration have survived from the Abbasid monu-
ments., Unlike under the Ummayyads, the practice of reusing old
materials for columns disappeared with the growth of Abbasid
architecture and finely carved column shafts and capitals were
made anew.3 Of special importance is a series of alabaster
capitals found at Ragga and the region between Rusafa and Dier

al-Zon, The carvings of these capitals are significant as they

1Cf. M.S, Dimand, op. cit., pe. 85.

ZErnst Kuhnel, op. Eit.’ Pe 43,

*Ronald Lewcock, "Materials and Techniques" in Architecture
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show the gradual replacement of the Syrian acanthus by the

Sasanian palmette.1 The carving is in low relief,

An excellent example of early Muslim stone carving is a
mihrab, now in the Baghdad Museum., E, Herzfeld found it in
the Jami” al-Khassakl at Baghdad, after which it is named, It
is a single block of marble with a beautiful conch supported on

engaged columns and having a8 central ornamental band in relief.2

Ornamentation in carved stone along with stucco, painting
and terracotta was a favourite art of the Ghaznavid rulers
(962-1186), The Bombaci-Scerrato excavations at the palace of
Masgid III (1099-1114) at Ghazni, carried out in 1957-58, have
revealed carved marble panels in the courtyard walls of the
palace, These are carved with human and animel figures, pal-
mettes, arabesques and lotus flowers in relief joined by fine

scrolls and also with foliated Kufic friezes.3

Decoration in stone carving was a3 highly developed art
under the Saljugs (llth to 13th century). The Saljuq carving

in stone is supposed to have been influenced by the cut terracotta

lTwo such capitals are now in the Metropolitan Museum, New
York, and show wavy scrolls formed of half-palmettes, split pal-
mettes and full palmettes, (M,S. Dimand, op. cit., ps 86).

crnst Kuhnel, op. cit., p. 44. Until recently, the 'Khassaki
Mihra@b' was considered to be an Abbasid work., The decorative
motifs, however, suggests an Umayyad date and a Syrian origin,
(G. Fehervari, op. cit., pe 707).

30ktay Aslanapa, Turkish Art and Architecture (Londons
Faber and Faber Limited, 1 )y Pe 260,



ornamentation of the Ghaznavids, The Sal juq ornamentation in
stone is known from a number of 12th century monuments in Iran
including the Masjid-i-Jami at Qazwin (1116) and the mihrdb of
the Imdm Zada Karrar at Buzun (1134). Besides, a number of
tombstones of the 12th century with Quranic verse, date and
name of the deceased and often with the sculptors' names have
come from Nihawand.and Yamd.l

Under the Saljugqs, figural éarvings of man and animal
became very popular and occupied a place of distinction in
architectural decoration in Mesopotamia and Asia Minor., Besides,
Arabic writing was given a monumental treatment with rich back-
ground of arabesque. The mihrdbs of the Great Mosque of Nur al-
Din in Musul (1148) are richly carved in stone with arabesque
decoration in relief. The Talisman Gate of Baghdad (1221-22)
had an arch with a relief that was one of the finest examples
of the Saljliq stone carving., It represented the Abbasid Caliph
al-NSqir (1180-1225) in a seated position flanked by two dragons
with knotted bodies carved in high relief on a background of

graceful arabesques.z

The physical and geological conditions of Asia Minor made
the Anatolian Sal jligs confine the decoration of their buildings
mostly to stone carving, The country had a harsh and rainy

climate which made other technigues of ornamentation unsuitable.

lu,s. Dimand, op. cit., p. 91.
21pid., pe 96.
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Two types of motifs were generally carved: the geometrical
motifs produced by various combinations of octagons and heza-
gons together with staers, swastikes etc, and figure motifs
which were perhaps the result of influence of the Uighur art

of Central Asia. The decoration was largely confined to the
entrance porches which reached a monumental scale of decorative
art in stone and at their highest development often outshone
the architectural base.1 Geometric designs of braid motifs
worked in stone decorated the porch of the Mengujukid mosque
(1180) in the Castle of Divrigi in northern Anatolia. Carved
geometrical patterns ornamented the mihrab of the Sal juq Tas
(stone) Masjid in Konia (1265), the porch of the Mengujukid
Sitte Malik Mausoleum at Divrigi (1195), the porch of the hos-
pital of KaykaUs at Sivas (1218) and many others.a Other motifs
carved in stone included arabesques, palmettes, lotus flowers,
scrolls etc., Very fine examples of sculptured motifs are also
found adorning madrasahs, tombs, fortresses and even mosques in

Anatolia.3

Ornamentation by stone carving was a favourite art even
in Muslim Spain where the technique was a heritage from the
Roman times, The magnificent palace of Madina al-Zahrad, built

by ‘Abd al-Rabman III (912-61), contained elaborate decoration

1thay Aslanapa, op, cit., p. 264,

21pid., p. 262.

Ibid,, p. 266, These include figures of animals, birds,
and human beings either separately or combined,
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in stone reliefs consisting chiefly of floral scrolls. The
disintegrated acanthus of Syrian variety is mixed here with
geometrical palmette scrolls wherein Byzantine and Visigothic
traditions are traceable.l Carved marble capitals and bases
of Muslim Spain show acanthus leaves deeply undercut, The
marble plaques carved with palmette scrolls and trees of life
which flank the mihrab of Hakam II's extension of the Great
Mosque of Cordova (965) are masterpieces of Umayyad stone car-
ving in Spain, The palace of al-Jafariya at Saragossa, built
by Abu Jafar Mugtadir (1046-81) was ornamented with stone reliefs
with deeply undercut palmettes., The marble columns surrounding
the Court of Lion in the Nasirid palace of the al-Hamrd (14th

century) were carved with stalactite decoration.2

In Egypt, carved ornamentation in stone was g developed
art under the Fatimids (909-1171), Ayyubids (11659-1250) and
Mamluks (1250-1516), The Fatimid art benefited by the freer
interpretation of the ban on representation of living creatures,
The Fatimid mosques were faced with dressed stones having richly
animated carvings on them.3 The splendid openwork rosettes at
Al-Agmar (1125) reveals the excellence of stone carving under
the Fatimids, The stone-work in the mosque of al-Hakim (990-

1012) was monumental.4 The windows, niches, bands and minarets

1M.S. Dimand, gp. cit., p. 104.

2sir Banister Fletcher, op. cit., p. 1249,
3Ernst Kuhnel, op. cit., p. 69.
4David Talbot Rice, op. cit., pe. 88,
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were carved with arabesques., The tendency of articulaﬁing the
fagade with sculptured decorastion continued under the Ayyubids
(1169-~1250) and the Mamluks (1250-1516). Under the Mamluks,
stone carving for ornamenﬁal purposes reached the status of a
passionate art. The characteristic niches and stalacéite galla-
ries of the Mamluk minarets were carved with geometric ornaments
in star-shaped compartments, Delicate carvings of various
geometric patterns also.decerated the Mamluk mihrabs, The fagade
of the mosque of Baybars I (1260-77) was richly carved in stone.
The magnificent marble screens in the madrasah of S$aldr and
Sanjar al- Gaull (1303) were open=-work objects carved with arabesg-
ques. The minaret of the madrasah of Sultan al-Nasir Muhammad
(1292-1304) at Cairo is an excellent specimen of Mamluk ornamen-

1 Under the Burjis (1382-1516), stone sculptures

tation in stone,
were more frequently used as architectural arnament.z The dome of
the tomb of Qait Bey (1463-96) at Cairo represents in its geo-
metric reliefs the height of Mamlik ornamentation in stone
carving.3 The Arab Museum of Cairo possesses a number of Mamluk
stone reliefs from various mosques dating to 14th and 15th

centuries.

In India - land of ancient stone carving, Muslim ornamental
works in stone date from the beginning of their political occupa-

tion, The earliest extant Muslim structures, built in Delhi and

1Davld Talbot Rice, op. ciﬁ., pe 145, Pl., 145,
ZM.S. Dimand, op. cit., p. 103,
3David Talbot Rice, op. cit., p. 146.
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Ajmer, were products of reconditioned stones made useable for
Muslim purposes. The Qutb mosques at Delhi (1195) and Ajmer

(ce 1205), the Qutb Minar (1200) and the mausoleum of Sultan
Il1tutmigh (1235) at Delhi were ornamented with rich carvings

of intricate arabesques, lotuses, scrolls and inscriptions in
stone, Even in these early monuments, Muslim carving in stone
took a totally different form of execution, being of low relief
and devoid of sculptural elements, as against the high relief
and figure carving characteristic of the traditional Indian art.
The sudden‘change in the nature of the art appears to have
caﬁsed no serious inconvenience to the Indian carvers who soon
adapted their skill to the new demand and produced surprisingly
beautiful pieces of stonework, As it is evident, ornamentation
in stone carving continued with equal vigour under the Khaljis
(1290~1320), but with less pronouncement during the time of the
Tughlugs (1321-1414), the Sayyids (1414-44) and the Lodis (1451-
1526), rising steeply again during the rule of the Grand Mughals
(1526-1707) and culminating in the periodsof Akbar (1556-1605)
and §b§hjah$n (1527-58). The carvings of the Turkish Sultdnas
House termed 'little architectural gen'l or the so-called Jodh
Bai's (c. 1570) and Birbal's palaces (1569) at Fathpur-Sikri
(1568-85) and those of the Jah@ngiri Mahal (c. 1570) in the Agra
Fort represent the best of the stone cutter's technique, after

which there was no further development but simply polishing. The

1
Percy Brown, op. cit., p. 103.
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The lattice marble curtain screens in the tomb of Selim Chisti
at Fathpur-Sikri "are some of the finest specimens of perforated

1 The stemmed

marble work to be found in Indian sub-continent,"
flavour trees on the dadoes of the walls of the Tajmahal (1634)
and the acanthus leaves on the capitals of the Diwan-i~Khass or
the Muti Masjid pillars in the Delhi Fort (1638-49) exemplify

the culmination of the beauty of Indo-Muslim stone carving, and

are with reason often reproduced as perfect examples of Muslim

artistic beauty,

But before its triumphal progress under the Mughals, the
art of stone éarving attained a high degree of excellence in
Gujrdt under the independent rule of the Begarha Sultans (1459~
1550). It is not unlikely that Akbar after his conquest of
Gujrat (1573) brought therefrom stone masons whom he employed
for carved decoration of his monuments. In Gujrat, exquisite
carved ornamentation in stone appears in the Jami’ Masjid of
Ahmadabad (1423), the Jami’ Masjid at Champanir (1485), the sidi
Sayyid lMosque at Ahmedabad (c. 1515) and others. The perforated
stone screens in the mosques of Sidi Sayyid and Muhafiz Khan
(1492) representing tree motifs with intricate twigs and flowers
are amazing examples of the stone cutter's art and have won
world-wide reputation, "There are some exquisite specimens of
tracery in precious marbles at Agrea and Delhi, but none quite

equal to this.“2

1A.B.M, Husain, Fathpur-Sikri and §t§ Architecture (Dacca:
Bureau of National Reconstruction, 1 y Pe 120.

2James Fergusson, History of Indian and Eastern Architecture,
vol, II (London: John Murray, 1910), pe .
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The ‘Adil $hahi rulers of Bijapur (16th and 17th centuries)
also used stone carving for ornamentation of their monuments.
The mausoleum of Ibrahim Adil Shah (1580-1627) and the mosque
attached to it,known as Ibrahim Rouza (1615), were entirely
covered by "exquisite and elaborate carvings".1 The carved
inscriptions in the tomb are so numerous that it appeared, as

if, the whole Qur’an was written on the walls.2

In the ornamentation of the Muslim monuments in Bengal,
carved stone played its part fairly well, Initially, the
Muslims appear to have used pre-existing carved stones taken
from Hindu temples, examples of which are found in the mosque
(1298) and the tomb (c. 1300) of Zafar Khan Ghdzl at Tribeni
in Hooghly. The carved decorations show creepers, rosettes and
chain-and-bell motifs in deep and bold carving characteristic
of the Hindu art.3 Distinctive Muslim decoration in stone
carving4 appears in the monuments of the Ilyas shahi (1342-1414

& 1433-86) and the Husain Shahi (1491-1538) rulers of Bengal,

! James Fergusson, op. cit., p. 561,

2
Cf. Percy Brown, ope. cit.,, pe 79.

3A.B.M. Husain, "The Ornamentation of the Sultani Archi-
tecture of Bengal", Shilpakala, I (1978), p. 3.

4A19xander Cunningham while praising the carved ornamen-
tation of Hazrat Pandud Jami” and Chhota Sona Masjid at Gaur as
"strikingly rich and beautiful", also complains of it as being
"too small and shallow", (ASIR, vol., XV (Calcutta: Superin-
tendent of Govt, Printing, 1882), pp. 74-75). Modern
Scholarship has, however, established that such is the character
of Muslim carving and moulding everywhere,
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such as the Adina Mosque at Hazrat Pandua (1375), the Chhota
Sona Masjid (1493-1519) at Gaur and the Mahisantosh Mosque
(1507) at Rajshahi, The patterns of the carving reveal that

they teke their origin from the terracotta art of the time.l

Ornamentation by stone carving showed a marked decline
after the fall of the Husain Shahi rule in Bengal (mid 16th
century). This degenerate state is represented by the carvings
in the Kusumba Mosque (1558) at'Rajshahi.z Hereafter, stone
works in Bengal appear to have remained confined to casual ins~

criptional tablets, a few cenotaphs and other minor objects,3

Synchronous with stone carving is another decorative
technique, known as stucco, in Muslim ornamentation., Stucco
is an ancient decorative medium and was used by the Egyptians,
Cretans, Greeks, Etruscans, Romans and Byzantines. It was also
known to the orients and from Parthian time (2nd century B.C.)
onward was one of the most characteristic techniques of Iranian

4

art. The lands of the Mediterranean knew the art which they

applied to repairs or rapid construction of unfinished works.

1A.H. Dani, Muslim Architecture in Bengal (Dacca: Asiatic
Society of Pakistan, 196l), p. 19,

2 m1d., p. 164. ", . .

3The pierced marble screen in the tomb of Bibi Pari (c.1684)
at Dacca must have been imported from Upper India,

401&9 Grabar, op. cit., p. 193,
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The use of stucco in Muslim architecture was influenced
by the tradition of the Byzantines, the Sasanians and the
Buddhists of Central Asia, Under the dispensation of Islam,
which effected a balance between regions, stucco rapidly spread
from Iran and Irag all over the Muslim world, Stucco decoration
appeared in the Umayyad monuments of Syria as esrly as the Qasr
al-Hayr al-Gharbl (724-27), the qasr al-Hayr al-Shargi (728) and
the palace of Khirbat al-Mafjar (c, 743). Fragments of a stucco
bas-relief and a stucco grille have been discovered from the

palace of Qasr al-Hayr al«ggarbz.l

The Khirbat al-Mafjar has
yielded stucco sculptures in the Sasanian and ancient eastern
tradition, Other motifs of stucco decoration included geometric
and leaf designs such as the hezagon, dismond, acanthus, palme-

ttes etc, that later formed part of purely Muslim style.2

In the Umayyad art, decorative ideas were mostly expressed
in stone which was the dominant material for construction till
late Cordovan phase, Under the Abbasids, it was stucco that
determined the form of decoration because of its association

with brick building, The most elaborate use of stucco under the

1Creswell remarks that "This is the first introduction of
stucco ornament in Muslim architecture, (K.A.C, Creswell, Larly
Muslim Architecture, vol., I, Pt. I, op., cit., ps 511)., The
Great Mosque of Damascus is reported to be one of the earliest
Muslim monuments to receive stucco decoration. (Hermann Goetz,
"Stucco in the Islamic world", in Encyclopedia of world Art,
vol, XIII (New York: McGraw-Hill Book Company, 1967), ppe. 642=43).
The report, however, is not corroborated by other authorities
on Muslim art,

zDavid Talbot Rice, op. cit., 23.
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Abbasids appears at Samarra where all the rooms of the palace
complex were furnished with stucco dadoes above which the walls
were decorated with paintings, Besides the palace, many of the
houses inside were coated with stucco which stood almost to
roof heiqht.1 Samarra stuccoes have been classified into three
groups from the point of technique of execution and motif,

In the earliest, the decoration was moulded and five-lobed vine
scrolls formed the main theme; in the second group, the stems
of the scrolls were omitted and only bud-like designs included;
in the third and distant group, the stuccoes were carved as well
as moulded, the carving being in low-relief with sloping edges,
usually called the 'bevelled carving'., The second style appears
to have served as the basis from which the stucco work, which
was later to become so important for the decoration of mihrdbs
all over Persia, was developed, The 'bevelled style' is the
artistic contribution of Samarra.z The Samarra style spread to
Iran where it was a factor from the 10th to the 12th centuries

and also to Egypt as seen in the Tulunid and Fatimid monuments.,

Stucco appears in the decoration of the Mosque of Nayin
(late 10th century) in the Samarra style., Excavations at
Nighapur has revealed the use'of stucco in private dwellings
in the 9th and 10th centuries, The greater part of stucco

decoration of the Abbasid period (750-1258) comes from several

1David Talbot Rice, opes cit., p. 33.
2Ernst Kuhnel, op. cit., p. 56.



buildings in the mounds known as Teppe Madrasah and Sabz Pughan
in Nishapur, The panels originally painted white, yellow, blue
and red were richly decorated with palmette scrolls and pal-
mette devices within foiled medallions similar to those at
Samarra, Some of the medallions show Sasanian animal styles.1
The Nighapur stucco is significant as it forms a link between

the Abbasid and the Saljuq styles of Iranian stucco decoration.

Stucco played an important role in the decoration of the
Sal jug monuments (l1lth to 13th century). Under the Saljugs, the
arabesque and monumental inscriptions became essential parts of
decoration, Saljuqg ornamentation in stucco is known from a
number of 12th century monuments in Iran such as the Masjid-i-
Jami” at Qazwin (1116), the Imdm Zada Karrar at Buzun (1134),
Masjid-i-Jami’ at Zzaware (1156) etc, The mihrabs of the Masjid-i-
Jami® at Ardistan (1160) were sumptuously embellished with stucco
containing several types of arabesques, Besides mosques and
tombs, stucco was used in the ornamentation of palaces and
houses of the nobles, The compositions often contained hunting
and court scenes, Sometimes the reliefs of the figures approa-
ched sculpture in the round.2 Statuettes of man and woman and
busts of amirs and princes, often palnted, found in the exca-

vation at Rayy in Iran, were used as ornaments in palaces and

) §
M.S. Dimand, op. cit., p. 91.
2Ibid., pe 92; Oktay Aslanapa, op. cit., p.;265.;



pavilions.l Stucco is also known to have been used in the

tombstones of the Saljugs.

From Iran, stucco spread to Mesopotamia, Syrias and Asia
Minor, Mosques, palaces and churches of Musul reveal rich
decoration in carved stucco in characteristic Sal juqg style., The
Kara Saray or "Black Palace" of Badr al-Din Lw 1v’ (1233-59) in
Musul contained stucco decoration showing figure subject§ mixed
with arabesque, 1In Anatolia, stucco was used for decoration

of the palace of Sultdn ‘Al3 al-Din Kaykubad (1219-36) in Konia.

The Mongols continued the ornamental use of stucco and
carried it to a most splendid climax of development, They used
the technique particularly for embellishing prayer niches in
mosques and mausolea, In the Madrasah Haydaria in Qazwin(second
half of 13th century), stucco decoration appeared in the ins-
cription frieze, in the arches and in the mibréb.z In the
mausoleum of Gunbad-i-‘Aldviyan (c. 14th century) in Hamadan,
both the interior and the exterior were completely covered with
carved stucc03 having predominantly vegetal motifs. The dado,
the frieze, the squinches, the colonettes and mouldings, all

presented a rhythmic tone and it was here that the "Mongol stucco

1
Cktay ASlanapﬂa, Cpe git:’ Pe 264,

2

A.U‘ Pope’ 9.2. city’ p. 155g

3

%gig., cf, Derek Hill end Oleg Grabar, op. git., p. 59,
Pls., 178-83; also A,U, Pope, ed., op. cit., p. 1301,
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technique reached its haight."l The minbar of the Masjid-i-
Jami’ in Isfahan (1310) was also richly decorated with stucco

containing inscriptions and arabesques.z

In Egypt, under the Fatimids (909-1171), stucco was almost
universally used for interior decoration, The earliest Fatimid
stucco ornamentation appeared in the Mosque of al-Azhar (970
72) in Cairo., Here the sanctuary and the qibla wall were
decorated with a dense pattern of palmette scrolls in stucco.
The Mosque of al-Hakim (990-1012) contained rich stucce deco-
ration in the windows and niches.3 Stucco continued to
decorate the Fatimid monuments during the 11th and 12th centu-
ries. The mibrdb of the tomb-mosque of al-Juyushi (1085), the
entrance cupola in the Mosque of al-Azhar (12th century) and
the triple mihrab of the mausoleum of the brothers of Ylisuf
(1100) were all ornately decorated with stucco. The stucco
mihrabs of the tomb of Sayyida Rugayya (1133) showed ornamen-
tation in tiers of stalactites, The windows of the Mosque of
Salih Talai (1160) were openwork products in stucco., In the
Fatimid mosques, the mihr3b was often kept flat with a mere
suggestion of pillars, arches, frames or jambs, all in stucce

relief.4

-t

M.S, Dimand, op. cit., p. 98.
Ernst Kuhnel, gop. cit., pe. 104.
+S5, Dimand, op. cit., p. 100,
Ernst Kuhnel, op. git., p. 70,

&= WwoN



43

In the ornamentation of the MamlUk monuments (1252-1516),
stucco enjoyed a welcome application along with mosaics and
stone carving, The Mosque of Baybars I (1260-77) still pre-
serves part of the interior stucco decoration consisting of
grilled windows with bands of kufic inscriptions and arabesques,
Other Mamluk monuments with stucco decoration are the mausoleum
of Sultdn Qal®’un (1285) and the madrassh of Sultdn al-Nisir

Muhammad (1295-1303).

Stucco was also the most common form of ornamentation in
the Maghrib from Tunesia to Morocco., Mosques at Tunis, Tlemcen,
Timmal, Fez, Maragish, Rab3t and other places contained deco-
ration in stuceco, In Spain, stucco was used in the Great Mosque
of Cordova (788), the al-Qdzar of Seville (c. 1200), the al-
Hamra’ in Granada (14th century) and the al-Ja‘fariya in Saragossa
(1046-81)., Stucco was equally a favourite technique of the
Ottoman ornamentation, Non-figural stucco decoration was used
in the inside chambers of mosques to cover wall surfaces including
fire-places and shelf niches, Fragments of a stucco niche,
probably belonging to the 15th century, have been unearthed at
Iznik and is now preserved in the Iznik Museum, The fragments
show the use of a meander border, geometrical interlacs, peonies
and rosettes, besides usual arabesques and palmettes, together

with floriated Kufic and Naskhi inscriptions executed meticulously.

In India, stucco had an ancient tradition of architectursal

use from the time of the Guptas (4th-6th centuries}l. But the
. _

S.K, Seraswati, EBarly ch%sture %f Bengal (Calcuttas
Sambodhi Publications Private Ltd,, 2), pPs 107,
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stucco of the Muslim monuments in India seems to havé been the
result of influence coming from Persia where the technique was
developed to the extent nowhere reached, Stucco was used in
the rubble-stone buildings of Firuz $h@h Tughluq (1351-88), In
the 15th century, an increased use of stucco is noticed in the
monuments of the Lodis (1451-1526), The Moth-ki-Masjid in
Delhi (c. 1505), built by the prime minister of Sikander Lodi,
made profuse use of coloured stucco for interior decoration.l
There was evidently a very talented group of craftsmen engaged
in this art during the fifteenth century, reminiscent of that
much greater school of artists who at about the same time were
perpetuating much wonders in a similar technique on the walls

% The mosque at Khailrpir in Delhi was

of the al-Hamrad”’ in Spain,
richly embellished in stucco; "the sharpness of the lines is
perfect to this day.“3 The vaults of the domes of the tombs of
the Sayyids and the Lodies also reveal the use of painted stucco
often in relief, 1In the Deccan, stucco was used in the Muslim

monuments of Bidar, Golconda and Bijapur.4

Ornamentation in stucco appeared also in the Mughal monu-

ments, Hum3yun's mosque in the village of Kachpura at Agra (1530)

1
2

R. Nath’ ‘.0_2. Eit. ’ p. 53.
Cf. Percy Brown, op. cit., p. 30,

3A$IR vol, IV (Calcutta: Superintendent of Govt, Printing,
1874), p. 68,

4G. Yazdani, Bidar: Its History and Monuments (London:
Oxford University Press, 1947), Pl, XX; Percy Brown, ope cit.,

Pe 763 Ibid., pps 78 & 82; Henry Cousens, Bijapur and Its
Arch;tectura% Remains (Bombay; Govt., Central Press, ’

1, Pls., XV, XXX, XXXIII-XXXVI, XCIXII-CV,
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bears traces of stucco over the mihrab and soffits of the
central dome.1 Stucco was used in the buildings of Sher Shah
(1540-45) inside the Purana QiYa in Delhi, Painted Stucco
adorned the tomb of Atgah Khan (1566-67) in Delhi,’ Stucce
appeared in the verandah roofs of Maryam Zamani's palace at
Fathpur-Sikri where it went with painting, Stucco decoration
was also'emp&oyéd in the dadoes and arch soffits in the Turkish
and Hakim's baths, Mughal stucco was used both in the incised
and relief styles, the latter coming into preminence after
Akbar (1556-1605), attained excellence in the tomb of I‘timad-

al-Dawla (1628) at Agra.3

Ornamental stucco was popular in Bengal from the time of
the Guptas.4 The Muslims continued the technique buﬁ appear to
have employed it sparingly in the pre~Mughal period when a
preference for terracotta ornamentation reigned supreme, How-
ever, some of the Sultdni buildings are known to have received
stucco facing., The Gumnmant Mosque (1493-1538)5 and the Jahanian
Masjid6 at Gaur (1535)are reported to have been faced with stucco.

i

R. Nﬂth, 22' Cit., p! 53.

2zafar Hasan, “A Guide to Nizamuddin", in ASI, Memoir No, 10
(Calcutta: Supdt., of Govt, Printing, 1922), pe 31,

3R, Nath, op. cit., pe 32.
4S.K. Saraswati, op. cit., p. 108,

Spass, 1875, p. 94.

saggn, vol, XV, ope. cite, pPe 73,
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Stucco was universally used in the Mughal monuments of
Bengal., "During the Mughal period the very basis of terracotta

ornamentation was destroyed by plastering the walls."1

Motifs
wrought were generally panels, rectangular and arched, The
interior of the celling contained net patterns and foliage

designs, some of which reveals use of colour,

Tile was another universal technique of Muslim decoration.
Its decorative potentialities were known in ancient Egypt,
Mesoptamia and Iran before the Hellenistic times and it was
used for ornamentation of walls and floors, The Sasanids (226~
641) revived the technigue and employed it in their palace at
Ctesiphon.z

Muslim use of ornamental tiles appears earliest at the
Umayyad palace in Damascus, called al-Khadrd (the green one),
built by MuBwiyah (661»80}.3 Coloured tiles seem to have been
used in Abbasid architecture from the beginning, References to
the existence of green domes in Baghdad during the early

4

Abbasid period are available, Al-Mansur's (754-75) audience

IA.H. Dan&., QP Sigqp Pe 30,

3P.K. Hitt%, op. cite, ps. 215, Abu al-Faraj al-Isfahani in
his Kitab al-Aghani reports that the palace had a dome known as
al-Qubbah al-Khadrd, (Ibid.,) The naming of the palace and the
dome may have been due to use of glazed green faience covering,

‘R. Levy, Baghdad Chronicle (Cambridge; Cambridge University
Press, 1929), p. 24.
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chamber in the Madinat al-Salam was capped by a green dome

(al-Qubbah al-Khadr®), Ibn Rusta, writing about 903, describes
the Great Mosque at Baghdad as being decorated with lapis

1

lazuli tiles, Glazed tiles were probably used at Samarra

(836-92) where the application of a metallic sheen was deve-

: Yafubi in the tenth century speaks of the Masjid al-

loped,
Bukhariysh as celebrated for its green minaret.> But the

development of full-scale ceramic decoration in Muslim archi-
tecture is known to have begun in Iran with the Great Sal jugs

in right earnest,

The Gunbad-i-Khdki of the old Mosque of Isfahd@n (1088) shows
the earliest attempt at coloured decorative effect under the
Saljﬁqt.4 Here black stone, grey stone, white stucco and plain
brick were used, Thenceforth, the use of coloured tiles in the
architecture of Iran appears to have become universal, Blue
tiles were used in the tomb of the Karakhanid ruler Jaldl al-Din
Husain at Uzgend (1152) and in the Maghaki ‘Attari Mosque at
Bukhara (11th century). The Ghaznavids (962-1186) also used
tiles of green, yellow and brown monochrome glaze in their

palaces.s

IA.U. Pope, ed., gp. cit., p. 1323,
2Goorge Michell, ed., op. cit., p. 139,
3Le Strange, Baghdad During the Abbasid €aliphate
(Oxford: The Clakendon Press, 1924), pe 134,
4anare Godard, ops. cit., p. 299.

50ktay Aslanapa, op. cit., pe. 62.
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Glaze appears to have been used initially for inscriptions
to make them visible, for example, at the Jami'Masjid at
Damghan (1106-7), the mosque at Sin in Isfahdn (1131-32) and
the Minar-i-<All and Minar-i-ghariban at Isfahdn (1131-55),
Before long, the best use of glazed decoration in Iranian
architecture appears at Maragha in the Gunbad-i-Surkh (1147)%
Henceforth, almost exclusively glazed tiles were used for
architectural decoration, Glazed tiles ornamented the surface
of the tomb of Mumina Eﬁﬁtﬁn (1186) at Nakhichevan and Gunbad-i-
Kabud (1197) at Maragha, The conical roofs of the mausolea of
Sultan Takesh (early 13th century) and Fakhr al-Din Razi (c.1208)
at Uzgend were faced with turquoise glazed tiles. But till the
time of Ghazan Khan (1295~1304), only turquoise glaze appears
to have been used, Thenceforth, polychrome - ultramarine, black
and white, in addition to turquoise -~ appears in the architecture

of Iran.2

Mosaic faience, "the most remarkable achievement in the
history of architectural decoration",3 is a8 type of ornamentation
whereby an architectural "surface is entirely covered by a
patterned arrangement of closely fitted small pieces of tile

which have surface glazes of different colcurs."4 It appeared

lAndre Godard, op. cits, pp. 299-300.

2£Eid. 9 p, 3°7‘
BA.U. Pope, ed., op. cit., p. 1328,

43.“. wilber, The Architecture of Islamic Iran (New Jersey:
Princeton University Press, 1 Jy Pe N
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in the decoration of the Sal jig monuments in Iran (11th-13th
centuries), but was later on extensively used by the Mongols
(1256-1349), the tomb of Uljaitu Khuddwanda at Sultdniya (1212-
13) being the first example where both the inside and the out-
side surfaces were completely covered with this decorative
technique.l From then on, mosaic faience of complete nature
continued with exciting colour combination in the monuments
under the Timurids (1369-1500) and the early Safavids till the
reign of Shah ‘Abbas (1587-1628) who substituted this ornamental
medium, owing to its slow setting and costly making process,

with painted tiles which henceforth came to universal use.

From Iran,glazed tile decoration spread to other Muslim
countries, 1In Spain, glazed tiles decorated the dadoes of the
palace of the al-ﬁamréiz The Ottomans used the technique in
Istambul in the mosques of Sulaimaniyah (16th century) and
Ahmadiysh (17th century), Beautiful tiles with flowers and
plants represented in rich colours were freely used in Syria and
Egypt after the Turkish conquest (1517).3 In Syria, the whole
exterior of the Dome of the Rock was covered with coloured tiles

by Sultan Sulaiman the Magnificant in 1661.

1Bef‘ere complete mosaic faience appears in the tomb of
Sultaniya (1312-13), the technique was perfected in the monuments
of Asia Minor by Iranian craftsmen who fled the Mongel invasion
and took refuge thither, Such examples survive in the Sircali
Madrasah (1242), the Madrasah Karatay (1252), the Laranda Mosque
(1258), the tomb of Fakhr al-Din (1269) and the Mosque of Sahib
‘Ata (1270), all in Konia, cf, D.N, wilber, ™The Development of
Mosaic Faience in Islamic Architecture in’ Iran®", Ars Islemica,
6(Reprint,1968), pp. 39-45,

zBanister Fletcher, gop. cit., p. 1234,

3Mart1n S. Briggs, op. cit,, p. 173.
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Coloured tiles appeared first in Indial

2

in the Muslim
monuments of the Punjab® (12th-13th centuries) due perhaps to
its proximity to Persia, the land of tiles., The chief colours
used were blue and white and patterns exclusively geometrica1.3
Fragments of blue glazed tiles of geometric designs of about the
time of the adjoining buildings have been excavated from the

4

site of the Qutb Mindr (1200) at Delhi,” Under Ald al-Din

Khalji (1296-1316), glazed tiles were used in the‘Idgah mosque

s The technique received favour under the Lodis (1451-

at Rapri.
1526) as a result of increased use of brick in construction,

The tomb of Sikander L&di (d. 1517) contained tilework, The tomb
of Khwaja Khidr (1524) at Sonepat and the Shish Gunbad were
decorated with tiles, Away from Delhi, glazed tiles were used
in the tomb of Shér Shah (d, 1545) at Sasaram and in Kashmir in
the tomb and mosque of Madani (1444). In the Deccan, the
madraseh of Mahmud Gawan (1472) at Bidar was embellished with

brilliant glazed tiles with geometrical and floral designs and

1The Muslims are credited with introducing glazed tiles in
India, Cf, ASIR, vol, V (Calcutta: Supdt. of Govt. Printing,
1875), Pe 128,

2Tbmbs of $hah Yusuf Gardizi (c. 1150), Bahl@l-Haqqg (13th
century) and others,

SPercy Brown, op. ¢ite, p. 125,

4A5xan, 1916-17, pe 3, Tiles of the same kind were also
recovered during Cunningham's excavation at the Qutb in 1871 and
also during Sanderson's excavation at the site in 1913, There
can be little doubt that "this particular kind of brickwork was
extensively used for the decoration of early Muhammadan struc-
tures", Ibid.

SASIR, vol. III (Calcutta: Supdt. of Govt, Printing, 1873),
PPe 21m-
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inecriptions on the extexior.1 The palaces and royal tombs at
Bidar also employed glazed tilcs,z The Malwa monuments of the
Khal ji Sultins (15th century) made use of encaustic tiles in

their ornamentation.3

The Mughals used glazed tiles both on stone and brick
surfaces, In Delhi, the Khair al-Manzil, a mosque near the
Purana Qila, contains brilliant tile mosaics; The tomb of Shams
al -Din ~Atgdh Khdn (c., 1567) in the Nizdm al-Din has green and
blue tiles combined with marble panels in geometric patterns,
The Jahangiri Mahal at Agra (c. 1570) and the so-called Jodhbai
palace at Pathpir-Sikri (c. 15?0§'contain dedoration in glazed

tiles in the fagade and the roof respectively.

Jahangir's love for fine arts is proverbial, ﬂnder him
glazed tile mosaic embellished the cupolas on the third storey
of Akbar's tomb at Sikandra (1612-13), At the Kanch Mahal
nearby, encaustic tiles of blue and green shades were used in the
canopied rooms of the balconies, "The combination of red sand-
stone with the blue and orange tiling is very effective and
harmonizes well with the tiling covering the roof of the bay

windows“.4 The most elaborate use of glazed tiles during

Percy Brown, OPs CiE-g De 75.
G. Yazdani, op. git., Pls. XII, XIV, XXVII-XXIX.
"Percy Brown, op. cit., p. 63,

Ee We Smith, "Mughal Colour Decoration of Agra", in
ASI, (NIs), xxX (Allahabad: Govt. Printing, 1901), p. 18,

w o -
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Jahangir's reign (1605-27) comes from the Lahore Port, executed
between 1620 and 1630, covering an area of about 24,000 feet.l
The panels show both figure motifs and geometrical and floral

designs,

Despite Shahjahan's preference for stone inlay mosaic,
tile decoration was a major feature of the buildings of his
reign (1628-58), Monuments of his time at Lahore, Sind and
Agra such as the Chauburji Gate (1646), the Shalimar Bigh Gate
(1655), the Mosque of Wazir Khan at Lahore (1634), the Jami‘
Masjid at Thatta (1644-47), and the tomb of Mulld’ Shukr All3h
ghirazi, known as Chini-ka-Reuza at Agra (1639) contain superb
examples of tile decoration in different blues, greens, oranges,

vermillions, lakes and others,

Tile was also used in the Muslim architecture of Bengal as
an ornamental technique, In all probability, the Muslim con-
querors introduced tile decoration in Bengal where it held sway
for about a hundred years, Blochmann reports about the use of
enamelled tiles in the interior wall of the Chhota Pandud minar
(ce. 1300) at Hooghly.2 But unlike stone carving and terracotta,
tile decoration appears rather late in Bengal, possibly as a
mark of Bengal's independence from the clutch of imperial Delhi

as well as growing Persian influence in the country.3 Glagzed

135 Ph, Vogel, "Tile Mosaics of the Lahore Fort", in ASI,
(NIS}' XLI (-Calcutta, 1920), Pe p

2pAgB, 1870, p. 122,

3Cf; A.B,M, Husain, "The Ornamentation of the Sultani
Architecture in Bengal®™, Shilpskala,op. cit., p. S.
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tile appeared in the tomb of Jal3l el=-Din Muhammad (d. 1432)
at Hazrat P3ndud, known as the Ekl3khi Mausoleum. Thereafter,
a number of Muslim monuments in Bengal received decoration in
this ornamental medium., These include the Chamkatti Mosque
(c. 1475), Lattan Masjid (1493-1538), the Firliza Mindr (1486-
89), the Gunmant Masjid (1493-1538), the Gumti Gate (1512),
the Chhoto Sona Masjid (1493-1519), the tomb of lusain Shah
(d, 1519), the Bars Sona Masjid (1526) etc., all in Gaur. The
Tantipdra Masjid (c. 1475) and the Chand and Nim Gates (15th
century) are also reported to have been decorated with encaus-

tic tiles.l

The technique travelled deep into the countryside
and appeared in the tomb of Khan Jah&n (d, 1459) at Bagerhat,
Khulna, where encaustic tiles of various colours were used on

the stepped terraces of the sepulchre.2

The Bengal tiles appeared different from those in Upper
India; unlike the latter, geometrical and inscriptional designs
were generally absent from the Bengal examples. Instead, there
was a dominance of the vegetal motifs mostly of indigenous
origin but sometimes also imitating Persian creeper. Persian
influence on Bengal art in the circumstances may perhaps be

surmised,

liai1a Arjuman Ara Habib, "The Art of Glazed Tile Decora-
tion in Medieval Bengal", Shilpakala, I (1978), p. 63,

2Muhammad Abdul Bari, Khalifatabad: A Study of Its History

and Monuments (Unpublished M,Phil, dissertation, University of
RajShahi, 1980}' Pa 225,
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Tile continued as an ornamental medium in the Mughal monu-
ments of Bengal, but in a limited way. The tomb of Bibi Pari
(c. 1684) inside the L3lbagh Fort at Dacca contained glazed
tile casing on the walls above the marble dadoes.l The hammam
(bath) within the Port was also decorated with tiles.2 The
Mughals used stucco for coating the surface of their structures

in Bengal as against the terracotta and tile decoration of the

Sultani period.

Like most of the techniques of Muslim ornamentation,
painting was also used in the architectures of the ancient
world, It appeared in Muslim architecture as early as the Dome
of the Rock in Jerusalem (691).3 The Umayyad desert palaces of
Qusayr Amrd (c. 712-15), Qasr al-Hayr al-Gharbi (724-43), Qasr
al-Hayr al-shargi (c. 728), Hammdm al-Sharq (725-30) and Khirbat
al-Mafjar (c. 743) have all yielded survivals of paintings on
walls, ceilings and floors. They show influence of both the
Greco-Roman and the Sasanian traditions, the latter on the whole
predominating, Painting also decorated the Abbasid monuments
at Samarra (836-92). The palace of Jawsaqg al-Kh3gani contained

wall-paintings depicting birds and animals, water nymphs and

lA. H. Dani, op. cit., p. 215.
2

Laila Arjuman Ara Habib, gp. cit., p. 66.

3Painting was used in the frame of the fan-light of the
eastern door, in the inner lining of the dome and also in the
circular coffers in the celling of the inner ambulatory.
(K,A,C, Creswell, Barly Muslim Architecture, vol. I, Pt. I,
OpDe E-'i‘-t’." PPe 909 .
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dancing girls rendered in red and bright blue colours ascribable
to Sasanian sources.l Some of the private houses and baths at
Samarra are also known to have contained mural paintings.2 The

figures as a whole show abstraction,

The Ghaznavid palace at Laghkaribazar (1030-4l1) has
revealed the application of wall-painting both in fresco and
tempgra,3' Human figures and busts as well as geometrical
designs and inscriptions were painted in ornate yellow, red and
blue colours, The Fatimids applied painting to the interior of
their buildings.‘ The wooden ceiling of the Fatimid mosques were
often decorated with painting.4 The roof of the lMosque of
Kairawan (836), restored under the Fatimids (10th century),
received painted decoration.s In Spain, the walls of the
Nasirid palace of the al-lamrd’ (14th century) were elaborately
embellished with painting.e Human figures on horseback, domestic
celebrations, hunting scenes etc, have been depicted., DMore than

a dozen of shades including gold were used here, Though much is

1
2

David Talbot Rice, op. cit., p. 33.
R, Bttinghausen, op. cit., p. 42,

30ktay Aslanapa, op. cit., pp. 58-60; A.U. Pope, op. cits s
Pe 99,

4Ernst Kuhnel, op. cit., p. 71.

*Ibid.

6

Banister Fletcher, gop. cit., p. 947.
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not known about the architectural painting under the lMongols
and the Timurids, "we have reasons to believe that there was
then in existence a flourishing scheol of wall-painting.”l

The Safavid palace of ‘Ali Qapu (1586-1629) had paintings in

floral designs on a stucco base.2

In India, the monuments of the Tug_l_xluqs3 (1320-1413) and
those of the gbarqis of Jaunpur4 (1360-1480) contained ornamen-
tal painting, The palaces of the Bahamani rulers at Bidar
(1422-1512) such as the Rangin Mahal had coloured decoration
"in brilliant schemes of mural painting and coloured tiles.“s
The interior of the Moth-Ki-Masjid in Delhi (1505) was painted
in brilliant colours of green, blue, red, white, black and
yallow.6 Coloured painting was used in the decoration of the
Shér Mandal (1540-45) inside the Purana Qila in Delhi.7 The
buildings of the“Adil Shahi rulers of Bijapur (16th and 17th

centuries) in the Deccan are also known to have used painting

for their embellishment.8

1Basil Gray, Persian Painting (London: Exrnst Benn, 1930),

Pe 5.2
Re Nath, OPe Cit.’ Ps 46,

3Percy Brown, op. cit., p. 23.
4M'! Pe 45.

Percy Brown, op. cit., p. 74.
ASIR, vol. IV, op. cit., pPs 67.

Ibid., p. 74; R. Nath, op. cit., Pe 54.

oy n

o =3

Percy Brown, op. cit., pe 82,
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At no time in India, perhaps, colour decoration reached
such an extent in technique and scale as under the Mughals.
The buildings of Akbar's reign (1556-1605) such as Khwabgah,
Maryam's palace, the so-called Jodhbai's palace and the Jami’
Masjid at Fatbpﬁr-sikri made extensive use of painting, often
done directly on the stone surface, The palace of Maryam
Zamani is the most profusely painted building, both inside and
outside, Painted decoration also appears in the tomb of Akbar
at Sikandra (1612-13) and in the tomb of Shaikh Selim Chisti
at Fathpur-Sikri., The tomb of Itimad al-Dawla at Agra (1627)
contains paintings on stucco in the interior walls above the
dadoes and in the ceiling. Fresco painting was done in the
buildings of the Lahore Fort (c. 1575) and also in Wwazlir Khan's
Mosque'(1634) in Lahore, Bulldings in the Delhi Fort were
gorgeously painted in colour, Floral patterns painted in
brilliant colours associated with gold spread from the dado to
the ceiling of the Diwén—i—gbéqg.l The plaster-coated Diwan-
i<Amm at the Agra Fort had gilded decoration, The entire
surfaces inside the Kh3ss Mahal at the Agra Fort and the Chinik3
Rauza (1639) on the bank of the Jamuna were painted in gold and
blue, Shahjahan's buildings at Agra, Delhi and Lahore were

almost all painted with brilliant colours, often gilded.

Examples of the use of painting in the Muslim architecture
of Bengal have not survived in large numbers. The only ins-

tances so far known are the painted plaster2 of the Ekl%g@i

lASIAR, 1911-12, p. 15.

2ASTH w1l . XYV oDne Cit- a  Waw 89- »
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Mausoleum at Hazrat Pandua (early 15th century) and the gilt
domes of the Chhotd-Sond Masjid (1493-1519) and the Bara Sond
Masjid (1526) at Gaur.1 It may ressonably be supposed that
many more Muslim monuments in Bengal, both of the Sultani and
the Mughal periods, contained painted decoration and that these
have succumbed to the ravages of time and the inimical damp-

sodden climate of the country,

Brick , itself an element of construction, also played its
role in the ornamentation of Muslim architecture, The origin
and development of the teéhnique, known as brick-setting, is
shrouded in mystery, but it is from Bukhara that the earliest
surviving decoration by brick-patterning has come up.2 From
Central Asia, the technique appears to have spread to Iran, Iragq,

Asia Minor and even to as far distance as Bengsal,

The versatility of brick for solution of structural problems
was realized quite early in Iran, but "its decorative possibi-
lities were not exploited until well into the Islamic period."3
Muslim Iran created magic in brick ornamentation and the tech-
nique was popular there for centuries, Even in the monuments
of the 17th century, for instance, in those in Bukhara, the

decorative possibilities of the medium was not forgotten.

1 "
ASIR, vol, XV, op. cit., p. 74,

2the tomb of Ism3il the Samanid (d. 907) at Bukhara is the
monument in point, See for photograph A.U. Pope, op. cit.,
P, 7;.

Ioids., pes 139,
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Brick characterized the architecture and decoration of the
Karakhanid monuments (842-1212) in Central Asia, The fagades
of their mosques were articulated by niches and the arched
mihrabs were decorated by brick-patterning.l The surface of
the Uzgend minaret (1lth century) shows alternate wide and
narrow courses of geometrical designs of bricks. The mihrab
of the musalla, built by Arslan Khan (1119-20) on the outskirts
of Bukhara is decorated with geometrical kufic inscriptions in
small, barnished, yellow and reddish bricks., Geometrical patterns
produced by the four-fold braid and other motifs in brick deco-
rated the porch and fagade of the Maghaki Attari Mosque in
Bukhara (12th century) and those of Baladzhi Khatun (Kazakist3n),
The entrance porch of the karakhanid caravansarais was contained
within broad borders decorated with lsrge star and cross patterns

in raised brick.

Brick-setting for decorative effect was also used by the
Ghaznavids (962-1186). The walls of the tomb of Arslan Jadhib
(997-1028), the Ghaznavid governor at Sangbast are decorated
with zigzag and stepped patterning of bricks as well as palnted
decoration, The Ghaznavid coravansarai of Ribdt-i-M3hi contains
rich ornamentation in brick with palmette and floriated arabes-

que inset in geometrical patterns.z

10ktay A-Slanapa, 920 Cit-’ Pe 460

zlbid., p. 623 Derek Hill and Oleg Grabar, op. cit.,
Pl, 541.
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Decorative brick-lay was caﬁried to maximum effectiveness
during the Saljugq period.1 Variations in brick-setting came not
merely to emphasize the architectural lines of the building as
at the Ghaznavid towers (12th century), but also to distinguish
the surface to be ornamented, The manner of laying bricks
transformed into a linear zigzag pattern the carved surfaces
of the dome as seen at the mausoleum of Arslan Jadhib at
Sangbast (1028), Masjid-i-Jami” at Isfahan (12th century), Mas-
jid-1-J3mi‘ at zawdri (1135), Masjid-i-J3mi’ at Ardistan (1158-
60) and others., In many minarets such as those at Ghazni (12th
century), Damghan (11th century), Bukhara (12th century) and
Saveh (12th century) and tombs such as the Chihl Dukhtaran at
1sfahdn (1107) and the Bayazid at Bistam (1120), it is brick
that gave texture to the walls, 1In richer examples, bricks were
patterned into designs; in simpler ones, briéks were separated
from each other by interstices of varying length which were
either left vacant or filled in with stucco designs. Sometimes,
bricks were used in their full purity and superb masses of
brickwork were composed as in the walls of the mosque of All
$hah at Tabriz (1310-20)., The brickwork gave life to the walls,

furnishing the structures with an expressive vitality.

Various kinds of bondings and joints and sizes of bricks
were devised early in the 1llth century to carry on the decorative

effect of brickwork, Joints were treated in several ways to

1D.N. Wilber, ope cite., Ps 79
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create deep and thin lines so that a play of 1light and dark
could be produced, The combination of horizontal and vertical
lines made possible a great variety of patterns as in the
Gunbad-i-Surkh at Maragha (1147) where "brickwork reached its
ul timate beauty."l Other schemes were developed and the
surface was further enriched by bricks, both sunk and projected,
Ccreating shadowed zones as at the Damghan minaret (1026-29).

An ingenious setting of bricks based on the form of the squinch
with its pointed apex bending outward gave birth to the first
stalactites which began in the portal of the Gunbad-i-Q3bis in
Gurgan (1007) and eventually came to fill squinches and hollows
in many parts of the structure, They appear as supports for
the platforms of minarets and, like little squinches, mark the
transition from the corners of a8 square base into the circle

of a dome, But despite its great beauty, naked brick was
thought to be a little harsh, Simulated brick designs in plas-
ter began to be used towards the end of the Sal jug period as

at Ardistan and reached its sumptuous expressiveness under the
Mongols (1256-1349) in the vaults of the mausoleum of Ol jaitu

at Sultaniya (1305-1313),

In Iraq, ornamental brick-setting appears to have been used

towards the end of the 12th century for interior decoration and

- 2
achieved extrasordinary results in the Qala iwan at Baghdad.

1A.U. Pope, op. cit., p. 144.
2E:nst Kuhnel, op. cit., p. 88,
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The surface is here treated in the manner of wood panelling
by dividing it into angular sections, The effect carries the
impression of a ceramic facing., In Anatolia, the minaret of
Yakutiye madrasah (c. 1310) was decorated on its surface by a
fantastic interlaced brickwork design in high relief.l Arrow-
heads, regular and inverted, covered with turquoise tiles,
formed the centres around which the design was executed, Brick
was also used in the tomb of Kaykals at Sivas (1217), in the
unnamed minaret in the town of Akserai,z in the tomb of Zaynul
Beg (mid 15th century) at Hisn Kayfr3 and other monuments of

Asia Minor as an ornamental technique,

Muslim monuments in India being built of stone had no
room for ornamentation by brick patterning. In Bengal, deco-
rative brick-setting appeared in Muslim buildings as early as
the Adina Mosque at Hazrat Fandua (1375). Here the tympana of
the mihrab arches were decorated with variegated designs of
patterned bricks often with superimposed rings of receding
contours. Somé of the patterns are formed with intersecting
diagonals, some others, of rows of diamonds simulating textile
weave, The contour of the principal arch is often decorated

with cusp designs with a pendant hanging from the Keystone,

1
2
3

Derek Hill and Oleg Grabar, op. cit., Pl. 341,
Ibid., Pl. 463,
Ibid,, Pl, 514.
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Beautiful designs by brick-setting decorated the spherical
pendentives in the Sulgﬁni mosques in Gaur and elsewhere,
Bricks have been set edge-wise and corner-wise in horizontal
rows giving an appearance of delicate carved pattern in high
relief, This technique appears to be unique in its kind and
may be considered as“one of the most distinguishing features
of the Sulta@ni architecture of Bengal."1 Brick-setting was also
used in the rings of the arches where they consist of several
depths of bricks set edge-wise and vertically, sometimes pro-

jecting out of the wall boldly,

A distinctive decorative brick design appears in the mosque
of Ronbijoypur at Bﬁgerhétz where the dome surface contains
circular rows of bricks set edge-wise, The pattern is compa-
rable with similar brick-setting in the dome of the tomb of
Ism3il the Samanid (d, 907) at Bukhara. The Bengal example
was perhaps the result of artistic influence coming from Irani-
an lands whence some other decorative technigues like stucco

and tile are generally supposed to have come,

Brick-setting as an ornamentation continued throughout the
Sulténf period and is even found in the monuments erected under

the Mughals in Bengal.

IA.B.M. Hysain, Shilpakala, ope cite, ps 6.

2Muhammad Abdul Bari, op. cit., ps 183; Cf, A,U., Pope,
op. cit., Pl. 77.
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Terracotta constitutes yet another technique of ornamen-
tation of Muslim architecture in medieval times, The medium
consists of ceramic fragments specially moulded or formed to
£ill certein areas or to develop certain designs and was more
peculiar to the Iranian lands, The technique was known to the
ancient Persians and was used by the Parthians (2nd century
BeCs) in Central Asia. It appears that terracotta was brought
into use to execute finer details in decoration after the
brick-setting technique had failed to do the work.l The new

medium would also economise time and cost of production,

Terracotta appears in the Muslim monuments of Iran,
Afghanistan and Central Asia from the end of the 10th century
either as sections or plagues, or as subsidiary filing and
enrichment of the interstices in a brick or stucco framework,
The beginning of the technique and the monuments it first
decorated are not precisely known, but the earliest welle
developed examples date from the early 1lth century from east

Iran.2

The brick architecture of the Karakhanids (842-1212) in
Central Asia is known to have been decorated with terracotta
along with stucco and brick carving, The Karakhanid monuments

such as the Maghak-i-Att3ri Mosque in Bukhara (1llth century),

1
cf, A,U, Pope, ed,, op. cit., p. 1290,
Ibid., p. 1321.
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the Talkhatan Baba Mosque in Merv (llth century), the tomb of
Arsb Ata at Tim (978) and those of ‘Aigha Bibi and Baladzhi
Khatun at Talas (12th century) in the present Tazakistan are
all decorated with terracotta. The Karakhanid tombs at Uzgend
(12th century) were alsoc decorated with various geometrical

and foliate ornaments in brick and terracotta.l

Terracotta also appears in the monuments of the Ghaznavids
(962-1186) such as at Ribat-i-M3hi (early 1llth century) and in
the upper section of the throne room of the Great Palace at
Lag@karibézﬁr.z Some of these are now preserved in the Kabul
Museum, The technique found surprising elaboration in the
Tower of Mastd III (1089-1115), which contains four contrasting
zones of rectangular panels of intereecting patterns, besides
the inscription with delicate leafage background, The upper
section of the Tower of Bahram Shah (1117-49) is also decorated

with a kufic inscription with foliate background in terracotta.

Various tomb-towers and minarets in Iran of the 11th cen-
tury were ornamented with terracotta facings. These include the
Pir-i~Alamdar (1021) and the Chihl Dukhtaran (1058) at Damghan,
the minaret of Simnan (11th-12th century) and others, Terra-
cotta plagques continued to be used throughout the 12th century
but in cruder forms, Both the tympana in the corridor in the

shrine of Bayazid at Bistam (1120) are filled with double pattern

1Oktay Aslanapa, op. cit., p. 260.
szid., pP. 58,
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schemes executed in terracotta, and worked into ingenious
border designs, it frames the arches and decorates the soffits.
Terracotta also decorates the Mausoleum of Sultdn Sanjar

(de 1157), the minaret at Gulpayagam (1104-18), the Kalyan
Mosque minaret in Bukhara (1127) and the minaret at Vebkent
(1198-99) to 1list only a few of an innumerable host. At Qala-
i-Bist (12th century)f the technique reached almost perfection
in teste and beauty, Here carved terracotta panels of varied
designs have been set in the interstices of the geometrical
designs, Similar schemes of decoration in terracotta were also
employed in the Mosque of Varamin (1326), Terracotta decoration
appears to have reached its apogee in the iwan and the mihrab

of the Masjid-i-Jami’ at Yazd (mid 14th century) where the panels
were executed with the most finesse.z These terracotta panels
were probably produced in moulds despite the fact that they

show 8 great range of patterns, for carving individual pieces
with such complex and minute designs would have been impossibly

slow and expensive.

Terracotta inlays were applied to relieve the bare brick
surface of the interior in some of the Saljuq buildings., In
the small dome chamber of the Isfah@n Masjid-i-Jami’ (1lth
century), terracotta plaques decorate the tympana of the arches,
while rosettes and octagons occur in brickwork, Similar
terracotta pieces are to be found distributed in the squinch

1A.U. Pope, op. cit., fig, 155,

2&.0. Pope, ed,, op. cit., p. 1322,
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panel of the Great dome chamber,

Simul taneously with Iran and Central Asia, terracotta
appears in the decoration of the Sal juq monuments in Asia Minor,
The technique may have reached there by way of Nakhichevan in
Azefbaijah, where a number of monuments such as the mausolea of
Yusuf b, Kathir and Mumina Khatun (12th century) show rich
terracotta decoration along with the use of stucco and brickwork.
Iranian craftsmen who fled the Mongol invasion were employed in
Asia Minor to build and decorate the Sal jug monuments there.

From the early 14th through the 15th century, terracotta
decoration was effectively used interspersed with geometrical
strap work of enamelled tiles or similarly in a subordinate
capacity to fill in spaces left between the framework of tiles,
The result was a sharp contrast of surface both in texture and
design, Beautiful examples of this type are found at Yazd and

especially in the fagade of the Khangah at Natanz (1316-17).

Architectural ornamentation under the Timurids (1369-1500)
and the Safavids (1502-1736) was mostly carried with coloured
glazed tiles and decoration in terracotta appears to have been
resorted to very little, However, the technique did not die
out from the repertoire of Muslim art, what happened, was a
shift of place of its occurrence from Iranian lands to distant
Bengal wﬁere the art attained a new lease of life in scale and

magnificence hitherto unknnwn.l

1 See Chapter III,
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Architectural use of terracotta was the traditional
practice in Bengal going back into the times of the Palas (8th-
12th centuries) and their contemporaries, nay earlier, Survival
of the ancient Bengal architectural terracotta are found at
Padharpur in Rajshahi (c. 800 A,D.) and Mainamati in Comilla
(6th-12th centuries) districts, Muslim architecture in Bengal
during the 14th and 15th centuries made the most use of orna-
mental terracotta which, however, appears distinct in style
and motif, As in the case of the local tiles, Muslim terracotta
in Bengal shows little use of geometric designs, which were the
gine gua non of this art in the Persian lands of contemporary
times. The supposed influence from Persia on the Muslim terra-
cotta art of Bengal may not, therefore, have been of much
consequence, Conversely, although largely fed by the traditional
motifs of Bengal like rosettes, lotuses, plants, foliage etc.,
Muslim terracottas do not justify fully locel ascription for a
number of reasons: firstly, unlike the pre-Muslim terracottas
of Bengal, Muslim terracottas are non-iconic in character;
secondly, unlike the local tradition, the Muslim terracottas
introduced the scheme of total overlay of the buildings and
finally, in the technique of execution, the two styles are
widely dissimilar, In the circumstances, it may be inferred
that Muslim terracotta art in Bengal is neither the product of
Persian influence alone, nor owes totally to the indigenous
traditional art, but that, it was both an assimilation and an

original art style. 1It, therefore, constitutes an independent
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distinct development and need be treated as such, Sultani
monuments such as the Tantipara Masjid (1480), the Darasbari
(1479), the Rajbibi and the Dhunichawk Mosques (mid 15th
century) and the Qadam Rasul building (1531) all in Gaur, and
the Jami’ Masjid at Bagha (1523) in Rajshahi, to cite only a
few, contain some of the best examples of terracotta ornamen-
tation, But the technique suffered from an invasion of stucco
under the Mughals, Terracotta, however, continued sporadically

in the Muslim monuments of Bengall till late 17th century.2

Al though not structually organic, carved wood is a signi-
ficant technique of ornamentation of Muslim architecture, The
earliest use of this deccrative medium is found in the wooden
consoles of the al-Aqsa Mosque, built by Abd al-Malik (685-705)
in Jerusalem, A number of wood carvings dating to the Umayyad
and Abbasid periods have survived and are now preserved in
different museums. The carved pieces include pulpits, doors,
panels and others, The motifs commonly carved are arabesques,

scrolls and other abstract compositions,

In Egypt, ornamental wood carving was a popular craft in
all periods of Muslim rule, Fragments of carved wooden doors,
ceilings, friezes and furniture of the Tulunid period (868-904)

are preserved in the Arab Museum in Cairo, Besides abstract

lA fuller treatment of Muslim terracotta in Bengal has been

made in Chapter III of this monograph,

2sor instance, in the Sidi Mosque (1652) and at Shah
Muhammad Mosque (1680) at Eg3rasindur in the Kishoreganj sub-
division of Mymensingh district,
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designs, figured motifs also occur.® The Mosque of Ibn Tulun
(876-9) has yielded the earliest specimens of carved door panels
with bold and large sculptured ornaments.2 The Fatimids (909~
1171) employed elaborate carved wood in their palaces and
mosques, The richly carved boards and doors; discovered in the
hospital and the tomb-mosque of the MamlUk Sultadn Qal@in
(1279-90) and his son, Nasir Muhammad (1293-4, 1298-1308,1309-
40) originally decorated the Fatimid palace.3 The wooden tie-
beams of al-Hakim's Mosque (990-1013) and the door of the
mosque of al-Azhar (970) contained slant carving, distantly
related to the Samarra style, wooden mihrabs and minbars4 of
the Fatimid time executed both in Egypt and Syria show rich and
intricate carving on them in arabesque and vine scrolls, Wood
carving also continued under the Ayyubids (1169-1250) and the
Mamluks (1250-1517), Exquisitely carved wooden minbars deco-
rated the MamlUk mosques, A significant woodwork of the Mamlik
time was the lattice work (Mushrabiya) done on screens used in
mosques and houses, The technique reached perfection in the
l14th and 15th centuries and continued as late as the 19th

century.

 1on Tulun's palace is reported to have contained wooden
figured relief, (Ernst Kuhnel, op., cit., p. 58).

2Martin S. Briggs, ope. cit., p. 214,
3M.S. Dimand, ope. cit., p. 113,

4The pulpit of the Great Mosque of Qairawan (end of the
10th century) is perhaps the oldest surviving example,
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Decorative wooden panels found in buildings of the early
centuries of Islam in Iran and Turkestan are preserved in the
museums of Tashkent and Samargand, A number of carved wooden
columns of the 10th and 11th centuries are still in situ in
the Jami” Mosque at Khiva, Ornamental wood carving also survive
from the Ghaznavid (962-1186) and the Saljuq (1037-1157)
periods, They show in general arabesques, geometrical, star

and palmette motifs and inscriptions,

Carved wooden doors, minbars, sarcophagi, lecterns and
other pieces occupied a special place in the monuments of the
Sal jugs of Asia Minor (1177-1300). The minbars in the mosque
of ‘Ala al-Din in Koniya (1155) represents the finest workman-
ship in wood and is carved with arabesques, Figure motifs,
so favourite with the Sal jugs, are also represented in wood
carving.,! The Mongols (1256-1349), the Timurids (1369-1500)
and the Safavids (1502-1736), all used carved wood for embelli-
shment of their monuments, Flne wooden doors carved with
arabesques, Kufic inscriptions and geometrical interlacings,
dated about 1307-9, still exist in the mosque of Bdyazid at
Bistam (d.c., 878). The Timurid wood carving is survived by a
number of doors which include, among others, those of the Gur-
i-Mir (1405)2 and the mosque of Shah 2inda (15th century) at

Samargand, Carved wooden doors of the Safavids are preserved

1Cf‘ M.s. Dimand' 22. Cit-. Pe 118-

2The door pieces /3Fflow in the Hermitage, Lelingrad.
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in the mosques of Iran and Western Turkestan and also in the
Islamic Collection of the Berlin Museum, Motifs represented on
them include arabesques, floral designs, inscriptions etc.,

often in relief,

In Spain, the wooden magsurah and the minbar of Hakam II
(961-76) in the Great Mosque of Cordova (788) were art pieces
of beautiful carving.l The palaces of the al-qazar in Seville
(1199-1200) and the al-Hamrd in Granada (1298-1359) have also
yielded artistically carved door pieces, Carved wooden minbars
are also known from the Ottoman buildings, The minbar at the
Sulaimdniyah (1550~57) represents the most mature example of

the Ottoman craftsmanship in wood carving.2

Early Muslim monuments of Lahore and Multan in India are
reported to have used wooden door-~frames with carved designs.3
But of later Muslim wood carving in India, not much is known
except stray instances from the Deccan.4 At least not countable
examples of the craft have survived, The situation in Bengal
is no better, It appears that the ornamentation of Muslim
architecture in India and Bengal in this particular aspect

lagged far behind that in countries outside the subcontinent,

1s.M, Imemuddin, A Political fistory of Muslim Spain
(Dacca: Nazma and Sons, 1 » PP. 186-87,
2

Oktay Aslanapa, op. cit., ps. 269.
BPercy Brown, op. cit., pp. 33~34,

“4The Rangin Mahal at Bidar built by the first Barid shahi
King‘Ali Barid (1482-1518) contained "lovely wood-carving",
(G, Yazdani, CPe Citt; Pe 25; Pl. XI).
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Speaking in general of the ornamentation in Muslim
architecture, it may be said that one cardinsl principle was
observed throughout, COrnament was used chiefly to break up
large flat surfaces, perhaps because such vacant spaces reflec-
ting the glare of the sun are trying to the eye in the climate
of the Bast. In the initisl phase, ornamentation appears
somewhat confined within the interior of the structures, but
it was subsequently exteriorized, and both within and without,
Muslim architecture was overlaid with decoration. But unlike
western architecture that depended for variety on plastic forms
in high relief or in silhouette, on boldly carved naturalistic
forms and on strongly marked mouldings, Muslim ornamentation
generally dispensed with mouldings and high relief. Instead,
all effort was devoted to produce texture, and texture being
in many ways akin to tint, colour rather than form was the

predominant factor.1

As already stated, Muslim art fed on the compost of earlier
cul tures of the East and the west; nonetheless, it was different
from both, It created a vocabulary of forms of its own distin-
guished by abstraction and schematization, The casual appea=-
rance of sculptured motifs in Muslim ornamentation is as a rule
atypical to the general principle of aniconism, and even in
such cases, most of the figures represent heraldry as those of

the Mamluks of Egypt or of the Saljugs of Asia Minor.

1Cf. L., March-Phillipps, Form and Colour (London: Ernst
Benn, 1915), March-Phillipps, however, generalizes the art of
the East as essentially feminine, emotional and a matter of
colour, which is of course not always accurate,
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Muslim ornaments not only exhausted the entire repertoire
of techniques of the classical worlds, but alsoc added novel ones
including the faience mosaic. Besides, the decorative potential
of the ancient techniques was extracted to extents previously
unknown, creating thereby newer and yet newer modes of art expre-
ssion., Contrasts of form and space and also of colour were most
scrupulously balanced, so that Muslim ornamentation is an expe-
rience of harmony and repose, of delight and contentment., Monuments
like the mosque of Gawhar Shad at Mashhad (1405-6), the Masjid-
i-shah at Isfahan (late 16th century) or the Taj at Agra (1634)
are the culmination of an art attaining the supreme perfection on

the canvas of the earth,

Though devoid of didactic intent, Muslim ornaments connote
@ spiritual meaning and as such are meditative., The complex
geometrical arsbesque, so universal in Muslim architecture, and
the calligraphic rendering of the word of God on the walls,
prayer niches, pulpits, domes and in fact everywhere, suggest
an all-pervading divine association (hence the horror Vacui)
beyond the phenomenal world, Beauty being the substance of art
is, in Muslim view, a divine qualityl and has a double aspect:
"In the world, it is appearance; it is the garb which, as it

were, clothes beautiful beings and beautiful things; in Ged,

lhs has been rgported in thc sayings of the Prophet

(JL—;J J ;}‘”‘Dwidl (Surely, Allah is

beautiful; He loves beauty). See Ibn Majah, p. 137; Ahmad ibn
Hambal, ppe 133, 134 and 151, R =
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however, or in itself, it is pure inward beatitude ; it is

the divine quality which, among all the divine qualities
manifested in the world, most directly recalls pure Being."l
Muslim ornamentation thus serves as a key to the understanding
of the spiritual realities lying at the root of the cosmic and

human worlds.,

1
Titus Burckhardt, op. ¢cit., p. 1.



CHAPTER 1II

TERRACOTTA ART IN INDIA AND PRE-MUSLIM BENGAL

Of all the plastic media, terracotta or burnt clay is the
most ancient and constitutes the earliest art products, It has
served as the medium of figure sculpture in all the early
cultures of the world - the Minoau, the Egyptian, the Greek,
the Mesopotamian, the Iranian, the Chinese, the Polenesian, the
Indian and also the Pre-Columbian American. BEarth or clay is
the most easily and readily available material, the most pliant
and also the least resisting to shape. "It thus satisfies the
creative impulse of the ordinary man as much for aesthetic
expression as for domestic and ritual needs.“l Clay objects were
either baked in the sun or fired into terracotta for hardening
and durability and were used by man in his daily life since

pre-historic times,

The history of terracotta art in India goes back into ancient
past. Terracotta had been the medium of cult figurines and art
objects long before the use of stone became common.2 Terracotta
ob jects have come up from the sites of the peasant cul tures of
Kulli and zhob (3rd millennium B,C,). The urban culture of

Harapps has also revealed the use of terracotta human and animal

ls.K. Saraswati, A $urve¥ of Indian Sculpture (Calcutta:
Firma K.L. Mukhopadhyay, 1 )y p,"§3,

2Cf. A, Goswami, ed,, Indian Terracottas (Calcutta: Rupa &
Coey 1959}, pe 11,
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figurines in abundance.l

The art "seems to represent the popular
plastic idiom of the common man having connection with the terra-
cotta tradition of the peasant cultures, This idiom seems to

have continued in the succeeding phases and terracotta remained
one of the most favourite mediums of artistic expression for the
common people."2 This is proved by the enormous mass of terra-
cotta figurines discovered at the various ancient sites throughout
India, particularly in the riverine piains of the Indus and the
Ganges. Though terracotta objects appear 1nsignificant compared
with the monumentality of works in stone, in respects of their
extensive use and varied purpose, they have no equal. Objects in
terracotta served domestic and ritual purposes; these were used

as household utensils and decorative elements, as children's toys
and as religious and magical artifacts, Their use even spread to
official and literary functions, Wwhat is more, the poor and the
humble satisfied their desire for personal adornments with terra-
cotta beads and other ornaments., Brick structures looking drab

to the eye received variegation and decoration of the wall surface
with terracotta facings. It will thus appear that terracotta has
held its sway through centuries and has been used for varied and

multifarious purposes in Indian art much more than other plastic

mediac

1padho Sarup Vats, Excavations at Harappa, vol. I (Calcutta:
Govt. of India Press, 1940), p. 292.

23.&. Saraswati, op., cit., p. 97.
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Scholars have classified Indian terracottas into two broad
types with reference to form and technique of production., One
type, modelled by hand and conforming to the terracottas of
antiquity found also in other countries, is known as 'Primitive’.
These primitive terracottas consisting of figurines of man and
animal are known from various ancient sites of India1 and may
range in date from pre-historic Indus civilizations to the present
day. The figurines of this type are characterized by a simple
description of the main physical featﬁres, the appligue technique
having been applied for ornaments and trapings and sometimes also
for eyes, ears, 1lips, hair, navels etc., in case of human figu-
rines, and ears, horns, manes etc, in case of animals, Most of
the human figurines represent females with heavy and protruding
hips and large rounded breasts. These earliest examples are
taken to represent the Nude Mother or Earth Goddess which, in the
ancient past, was widespread from the West Asiatic lands to the
Gangetic Valley in the east. These figurines are attributed to
the Indus Valley cultures of Mohenjo-daro and Harappa dated about
the second millennium B.C.2 The animal figurines were similarly

modelled into cylinders, cones and other geometric forms,

1The primitive terracottas - roughly modelled and roughly
pinched in clay to the desired shape by hand - have been disco-
vered in Bhita, Kausambi, Patliputra, Basarh, Mathura, Ahicheha-
tra, Bangarh, Lauriya-Nandangarh, Ghosi and other ancient sites

(Cf. Parmeswari Lalgupta, Gangetic Valley Terracotta Art
(Varanasi: Prithivi Prakashan, 1972), pp. 1 ) .

2Cf. A, Goswami, ed., op. cit., p. 1l.
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The other type shows the impress of progressiveness and
has been designated the "timed variatien".l Terracottas of
this type were both modelled and moulded., The bust or the body
was modelled by hand and the face was Eurned out of mould.2
The hair, head-dress and even ears were separately made and then
added as in the case of the 'Primitive' variety. In fact, the
additive technique in terracotta art "has been the most persis-
tent and figurines with moulded faces and modelled bodies are
known to have survived in all phases of Indian art even up to

the present day.“3

The vast mass of terracotta objects discovered in various
ancient sites across India reveal features characteristic of
individual places of manufacture., Attempts have, however, been
made to classify these finds into broad divisions, Stella
Kramrisch recognizes three distinct types in the objects disco-
vered respectively at Patna, Buxar and Mathura and holds that
terracottas from other sites represent local variations and
adaptations of the types from these sites.4 But Saraswati differs
with Kramrisch on such division, because of the existence of

general resemblance in certain features of the objects and also

1St. Kramrisch, "Indian Terracottas", JISOA, VII (1939),
pe 105,

zparmeswari Lalgupta, ops cit., p. 26.
BS.K. Saraswati, op. git., pp. 10203,
4St. Kramrisch, op. cit., p. 106,



the mode of production, To him, the products of various sites

i It will be evident from the

belong to one "common movement",
discussion that follows that no sharp division of terracotta
objects of different sites as such is possible in view of their

common general characteristics,

The earliest terracottas belonging to pre-historic times
that have been found in India come from a number of sites in
South India.2 They show figure representation, No such repre-
sentation either in stone or @nod‘ér ahy other medium has
survived from this age, From the Indus Civilization age,a
Comparative study of Indian terracotta can be made with reference
to stone and bronze figurines, But even at this period, the
terracotta human figurines are by far more numerous than human
images in stone and bronze, In respect of modelling also, the
terracotta figurines differ from those in other media, In the
post~-Indus Valley pre-Mauryan period, terracotta figurines are,

as a matter of fact, the only art productn.s

Terracottas ascribed to the Mauryan age (4th-2nd century B,C,)
‘are identifiable by certain broad features, They are charac-

terized by remarkably individual traits in respects of physiognomy

1S.K. Saraswati, op., cit., p. 102,
2

CsCe Das Gupta, Origin and Evolution of Indian Clag
gﬁgkggggg (Calcutta: University of Calcutta, 1961), p. 259 )
The major sites of the finds include Ebgoda, Hokupolism, Todanad,

Kunhakkilabetta, Tuneri, Nilgiri Hills, Shevaroy Hills, Kupgal,
Mohuri, Bellampur, Rayan, Guddah and Nadubetta,

31bid.
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as well as expression, Such individualized features are rarely
to be seen in any other phase of Indian terracotta a:t.l In
size, the Mauryan terracottas are larget2 than those of other
periods, which are generally of miniature dimension, The Mauryan
terracottas are generally crude and primitive "“corresponding in
this respect with the indigenous stone sculptures of that age."3
Terracottas with modelled bodies and moulded faces and with
jewellery and apparel affixed are generally treated as belonging
to the Mauryan period, But the identification is not rigid in
all cases, for terracotta figurines with similar features are

also known to have continued into the Sunga age (2nd century

B,Ce=1lst century B,C.).

Terracotta pieces assignable to the Mauryan period are not
numerous, Most of the examples have been discovered at Patli-
putra, the Mauryan capital and at Taxila.4 Most of them are of
religious character showing the Nude Mother or Earth Goddess, A

few of them have been found at Bulandibigh,5 Biknépéhéri,e and

IS.K. Saraswati, op. cit., p. 106,

2Cf. J. Marshall, Taxila, vol, III (Delhi: Bhartiya
Publishing House, 1975), Pis, 138 and 139,

3CHI, vol, I, ed, by E,J, Rapson (Reprint, Delhi: S, Chand
& Co., 1962), p. 583; C.C, Das Gupta, op. cit., pe 260,

4J. Marshall, Taxila, vol. I (Delhi: Bhartiya Publishing

fig. Ke

SK.P. Jayaswal, "Terracottas Dug Out at Patna", JISOA, III
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Galakpur.l Some figurines found at Buxar (Bihar)z and Tamluk
(Bengal) have been assigned to the Mauryan age on stylistic

grounds.,

with the Sunga period (2nd century B.C.-lst Century B.C.),
there dawned a new phasé in the history of Indian terracotta
art. The period is marked by introduction of miniature plaques,
each bearing a figure or figures in relief, The most charac-
teristic types show charming female figures and scenes of every-
day 1ife.3 Some of these were modelled on flat plinth as in the
case of the contemporary stone reliefs; the majority were made
to lean against the wall, A large number of the plaques have
holes at the top suggesting thereby that they were meant to be
hung on the wall.4 The figures are heavily colffured and wear
elaborate dress and rich jewellery, The ears have heavy pendants
and the neck is covered by beaded chain, The fore-arms are
‘covered with pairs of bracelets, while the waist shows a girdle
of several rings. As under the Mauryans, female figurines are
predominating, The use of the mould comes into general vogue

in this period,

1k.P. Jayaswal, op. cit., Pl. XXXI,

2p Baner ji-Sastri, "Remains of a Pre-historic Civilization

in the Gangetic Valley", JBHS, III (1930), pp. 187-51.
3Parameswari Lalgupta, op. cit., pe 35.

4St. Kramrisch, op. cit., p. 104, A terracotta mould of
such plaques has been discovered at Bangarh in Dinajpur. (K.G.
Goswami, Excavation at Bangarh (Calcutta: University of Calcutta,
1948), p. 19, '
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Terracotta figurines and objects belonging to the éuhga
period have been discovered from many ancient sites, From
Bhita in the United Provinces, Marshall has unearthed a number
of terracotta figurines which he assigns to the Sunga period,’

At Nagari, were found a large number of ancient figurines,2 some
of which show 5unga characte:istics.3 The Sunga terracottas have
also come up from Lauriya-Nandangarh in Bihar4 and Mathuré.s

In Bengal, éuhga terracotta figurines have been discovered at
Mahasthan in Bogra district,6 Bangarh in Dinajpur7_and at
Gitagram in Murshidabad.8 A number of figurines of this perioed
have also been found in the west and north-west India, Besides
human figurines, most of which are females, a few terracotta
animal and bird figurines ascribable to the $unga period have
also been discovered, They show figures in the round or reliefs

on plagues.

1J¢ Marshall, "Excavations at Bhita"™, ASIAR, 1911-12,
ppe 71 ££,, Pls. XXII, 18; xxIIx.17, 19,20,22,29 & 31,

29. R. Bhandarkar, "Excavations at Besnagar", ASIAR,
1913-14, p. 84,
3C.C. Das Gupta, op. cit., p. 163,

4N.G. Majumdar, "Excavations at Lauriya-Nandangarh",
ASIAR, 1935-36, pp. 64-65,

SASIAR, 1930-34, p. 260,
7K.G. Goswami, Oop. ¢it., pps 11,13,19,
8

The figurine is now at the museum of the Vangiya Sdhitya
Parisad, Calcutta,
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To the Sunga period is also attributed a type of terracotta
plaques narrative in character., To this category belong the
plaque of the so-called hunting scene of King Dushyanta in
Kanva's hermitage1 and also the plagque from Mahasthan represen-
ting a rider on four-horsed chariot and discharging an arrow
at a herd of dear and a centaur.2 The figurines of this period
served both religious and secular ends, The religioﬁs ones show
similarity with the Suhga stone sculptufas at Bhafhut, Sanchi,
Bodh Gaya, Mathura and Amaravati, Thie shows that the artists
in clay and stone followed almost the same art formulae. But

the execution of clay figurines was often better than in ston¢.3

Indian terracottas of the Saka-~Kushana period (1st century
BeCa=2nd century A,D,) represent the racial influx in India that
occurred at this time, The female figurines show a marked enrich-
ment in their ornaments and have been executed with such tender-
ness that they appear to be miniature replicas of the lithic
representations of the period.4 Besides figures of already known
types and motifs, "various homely scenes and popular stories
enrich the subject matter of this art."s The figurines are

characterized by sensuous physical form and joyous mood. Like

lasiar, 1912-13, pp. 35-36.

2\SIAR, 1928-29, Pl. XLII.D.

3cf, ASIAR, 1911-12, p. 35.
4parameswari Lalgupta, op. cite, p. 40.
°S. K. Saraswati, op. cit., p. 116,
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the éuhga period, male plaques of the Kushana age are extremely

limited in number and are known from Ahichchatra only.1

Terracotta figurines ascribable on stylistic grounds to
the Kushana period have been unearthed from various ancient
sites in India, Such specimens have come from Basarh (ancient
Vaisali)? in Bihaf, Bhit&s in the United Provinces, sankisa®
in the United Provinces, Mathura, the capital of the Kushanaé,s
Ghosis in the United Provinces, Besnagar in the Central Provinc07

and Kosam (ancient Kausambi).a

In Bengal, Kushana terracotta figurines and objects have
been found in a number of sites such as Bangarh in Dinajpur,
Berachampa, Atghora and Harinarayanpur in 24-Parganas, Bahiri
in Midnapareand Tamluk (ancient Tamralipti).g In north-western

India, Kushana figurines have been discovered at Shdh-ji-ki-

-

“Parmeswari Lalgupta, op. cit., pPe 45.
ASIAR, 1903-04, p. 73, Pl., XXXIX,
ASIAR, 1911-12, p. 73, Pl, XXII., 33-35, 40, 42-44.
PHS, 1927, p. 113, Pl1, IV, fig. IIX,
K, de B, Codrington, "Iconography: Classical and Indian%,
Man in India, XXXV(1935), pp. 65-66, Pl, E.
6gggﬂs, IX (1934), pp. 59-64.

7
ASIAR, 1914-15, p. 84,

8
ASIAR, 1921-22, p. 45,

9
IA, 1954-55, p, 20; 1956-57, p. 30; 1957-58, pp. 52,70

& Bl.
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dheril and Taxila.z Other find-spots include Baramula3 in

Kashmir, Bikaner4 in Rajasthan and Kasias in the United Pro-
vinces, The figurines as a whole show decisive Hellenistic

influence, but Indian elements are not totally lacking,

Terracotta figurines and objects constitute a large chunk
of the art productions of the Gupta period (4th-6th centuries).
Under the Guptas, who established "the classical phase of Indian
ért";s piastic exercises in clay went hand in hand with lithic
productions, The popularity of the clay art was so extensive that
'lypa~karma' or terracotta menufacture became a technical term
of the time.7 During the Gupta rule, "the image had taken its
place in azchitecturo"g and terracotta secured a place in archi-
tectural decoration.g Henceforth, the history of Indian terra-
cottas runs into two distinct channels - one, the terracotta

figurines and objects, and the other, architectural terracotta,

Lo

ASIAR, 1210-11, pp. 25-32,

s 1914-15, pp. 15, 18 & 21.
ASIAR, 1916-17, Pt, I, Pl, IV, awe,
PRASI, W,C., 1921-22, pp. 112-16,

Gasx_;_\a, 190607, p. 56,

A.K, Coomaraswamy, History of Indian and Indonesian Art
(New York: Dover Publications Inc,, 'y Pe .

7Mot1 Chandra, "A Study of Terracotta from Mirpurkhas",

BA.K. Coomaraswamy, ope cit., p. 71.

QCf. Zulekha Haque, Terracotta Decorations of Late Mediaeval
Bengal: Portrayal of a Society (Daccas Asiatic Society of
Bangladesh, 1930)’ Pe  §.

W N
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Both the types were extensively used in India, particularly in
the Gangetic Valléy, as it is evidenced by discoveries and
chance finds,

In Bengal, terracottas ascribed to the Gupta age have been
found at a number of ancient sites. Dikshit has discovered a
few terracotta figurines and otherpbjects from Mahd@stha@n in
Bogra district.l A clay seal, a terracotta female head and
relief plaques discovered at the éiti.are attributed to the Gupta
period.2 Bangarh in B;najpur has aiso yielded a few Gupta
terracottas including human and animal figurines and boys.3 Other
find-spots of Gupta terracotta in Bengal are Tamluk in Midnapore,
Gitagr§m4 in ﬁurshidabad, Chandraketugaxhs in 24-Parganas and

Rangamatis in Berhampore.

At Kasia in the United Provinces, Vogel discovered a number
of terracotta figurines which on stylistic resemblance are ascri-
bed to the Gupta age.7 Some figurines found at Kasia are dated

by Coomaraswamy as belonging to the Gupta period.a Gupta

1ASIAR, 1928-29, pp. 92-96, Pls, XLI. b-d, e, £; XLII.d,

2Nazimuddin Ahmed, Mahasthan (Dacca: Department of Archaeo-
logy & Museums, 1975), p. .

K.‘G. %swami, CPRs Citc' p’ 11.
ASIAR, 1928-29, p. 98,

ASIAR, 1904-05, p. 47,
A.K, Coomaraswamy, ope cit., p. 87.

.~ o0 b W
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terracottas have also been found at Rajghat in Benaresl and
Kesamz in the United Provinces, Terracotta ascribed to the
Gupta period were also found at Besnagar in the Central Province,
Basarh in Bihar and Bhita in the United Provinces, Cunningham
has also discovered a number of terracotta figurines from
Kurukshetra3 assignable to this period, About these figurines
Marshall writes, “Apart from their artistic interest, these
figurines are valuable for the information they furnish as to
the fashion in vogue during the Gupta period, Thus the modes of
dressing the hair were as numerous thea as they are among women
today, and perhaps even more startling. The men certainly must
have been foppish to a degree, with their long curls falling
loose on one side only, or elaborated like a full Georgian wig,
or coiffured with jewels in the Antoinette manner, or arranged

more severely in the regal style of Persia,"

The terracotta figurines reveal no general style as seen in
the stone sculptures of this period.s However, the cult figu-—
rines are not much different but followed almost the same art
formulae, The situation was otherwise with the secular figurines,

which "being essentially the representation of the folk art",

IV.S. Agrawala, "Rajghal Terracottas™, JISOA, XI (1941),
ppe 1-8,

2ASIAR, 1913-14, P1, LXX,

3&5;&, vol, XI (Calcutta: Superintendent of Govts Printing,
1880), P1, III.

4\sIAR, 1909-10, p. 41.
5C.C. Dasgupta, gp. cite, Ps 214,
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were not covered by sastric iconography and followed more or

less the fancy of the artists, Female life with ornate make-up
ceases to be represented in the terracottas of this period;
instead, it relies more on natural charms of the body showing
full-rounded breasts - a trait so often mentioned in the Kavya
literature of the period.1 "From the standpoint of facial
expression, dress and ornaments, these figurines are extremely
valuable as they are the only extaﬁt evidences regarding these

matters.“2

The age of the Guptas inaugurated the artistic monumenta-
lism in architecture and sculpture of Indian art, Under them,
the scope of the terracotta art widened greatly following cons-
truction of brick structure in large numbers, The natural orna-
mentation for a brick building is terracotta, Thus apart from
the traditional use of the medium for human and animal figurines,
cult deities, articles of day-to-day use, seals and sealings,
toy goods etc,, terracotta now came to be employed in architec-
tural ornamentation, Terracotta plaques with figures of divine
and semi-divine beings, mythological scenes, popular stories and
scenes of everyday life were used to decorate the walls of temples
and other buildings, Carved bricks and tiles of the period with
vegetal, human and animal motifs have been discovered at a number

of sites in India,

lce, Ancient India, 4 (1947-1948), pp. 137-38,
2C.C. Dasgupta, op. gcit., pe 226,
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The oldest surviving brick structure in India is the
Bhitargaon temple in the United Provinces where Vogel discovered
a number of terracotta plaques some of which served as bas-relief
on the outer walls of the temple.l Coomaraswamy dates these
terracotta pieces to the Gupta age.2 In his account of the
Bhitargaon temple, Cunningham makes mention of the brick buil-
dings of the Gupta period with terracotta ornamentation, He
writes, "In the plains of northern India, owing to the scarcity
of stone, ornamental brickwork muét have been extensively used
for sacred buildings, both Brahmanical and Buddhist, At every
old site, carved and moulded bricks are found in abundance, and
I have now ascertained that many of the most famous buildings in
northern India at the time of the Muhammadan invasion must have
been built entirely of brick, and were decorated with terracotta
ornaments and alto-relievos, This was certainly the case with
the great temple of the Sun at Multan, with the famous shrine of
Jagsoma at Thaneswar, with the great Buddhist buildings at Sankisa,
Kosambi and Sravastl and with all the Brahmanical tenples of the
Gupta period at Bilsar, Bhitargaon, Garhwa and Bhitari, 1In the
more easterly provinces of Bihar and Bengal, the same causes of
the want and costliness of stone gave birth to the great brick
temples of Bodh-Gayd and Nalanda, Even at Mathura and Benares,

within a few miles of the stone quarries of Rupbas and Chunar,

lASIAR, 1908-09, p. 10, fig. 2.
ZA.K. Coomaraswamy, ODe C‘lito, Pe 87‘
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moulded and carved bricks are found in great abundance."l Vogel
also writes about the terracotta ornamentation of the brick
buildings at Sravasti ascribed to the Gupta period on palaeolo-
gical ground.2 Regarding the beginning of architectural terra-
cotta Marshall holds, "we do not know how long this peculiar
style of carved brickwork remained in vogue, but we may safely
assume that it flourished during the rule of the great Gupta

emperors, i.e., the 4th and Sth centuries.“3

The walls of the Bhitargaon temple are decorated with
terracotta panels of Brahmanical subjects.4 Cunningham calls it
a Visnmu temple judging the figural contents of the terracotta
facings.5 Besides figure sculptures of deities, men and women,
animals and birds, geometrical patterns like the chequer and the
scroll occur on the terracottas.6 Other temples of the Bhitargaon
surrounding are also reported to have been built of brick and
decorated with terracotta.7 The Bhitargaon temple has similarity
with the brick temple of Bodh-Gaya in its sculptured terracotta

ornamentation,8 The lower part of the Bodh-Gaya temple consists

1&§;§J vol. XI, op. cit., P. 42.
2ASIAR, 1907-08, p. 96.

SASIAR, 1908-09, p. 6.

: <K, Coomaraswamy, op. cit., pe 80.

ASIR, vol. XI, op., cit., p. 42.

ASIAR, 1908-09, p. 10.
ASIR, vole. XI’ CPe Cit" Pe 41.

Ibid., p. 43.

0. N0
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of plain bold mouldings above which the walls are faced with

groups in terracotta., Some of the panels contain only flowers
and foliage or single elephants. The execution of these terra-
cotta plaques is "far superior to that of most of the existing

stone temples of later period.“l

Other ancient brick temples are also known to have been
decorated with terracotta facing, The‘tegple of Parauli, two
miles from Bhitargaon, is a fine example of geometric carving on
bricks, ™outside, the whole face of the walls is richly deco-
rated with deeply cut arabesque ornament in perpendicular lines,
the edges of each face being distinctly marked by sunken lines by
the omission of a brick in every alternate course, The effect is
decidedly good, as the different faces are all clearly defined."2
Similar decorations appear in the temple of Rar, also in Cawnpore
district, U.,P, and "the same flowered ornament being repeated
from top to bottom."3 The moulded bricks of these temples are
considerably smaller in size than those of Bhitargaon, The temple
of Kurari contains bricks of 13"x8"x2" almost like those used in
the Parauli temple, but the bricks of Bhitargaon measure 17%"x

1035"::3".4 These smaller bricks have been assigned to the 10th

et

ASIR, vol. XI, opes cit., p. 44,
Ihido, Pe 47,

e —————

Ibid,
ASIAR, 1908"09’ p‘ 6’

W M

P
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century by Growse, Decorative brickwork on small-sized brick

was extensively used in the Gangetic plains, not only in
Brahmanical temples, but also in Buddhist sanctuaries. The
temple of the Buddha's nativity on the site of the Lumbini Garden
in the Nepalese Tarai is decorated with carved brickwork of this
type and excavations at Sarnath in 1906-7 revealed the basement
of a large Buddhist monastery ornamented in the same fashian.l

The average size of the Sarnath bricks is stated to be 8lsxT7i"x2n,
the maximum length being 12", Carved brickwork also decorated
the temples at Tinduli, Bahua, Thithaura2 etec., in the Fatehpur
district, U.P, The brick temple of Lakshmana at Sirpur in the
Central Province dated to the Gupta period in the 5th century
A.D.3 Contains rich sculptured decoration in carved brick

showing figures in panels arranged in vertical rows.4 Many other
temples of the reglon, both Brahmanical and Buddhist, are reported
as having contained terracotta ornamentation.s The Buddhist
stupa at Mirpurkhas in $ind had its plinth decorated with terra-
cotta Buddha figures in reliefs which have been assigned to the
Gupta period on the basis of similarity of the haloes that occur

in the stone sculptures of the period, 1In the debris of the site,

lce. ASIAR, 1906-07, pp. 81 f£f, Pls, XXIV and XXV,
2

ASIAR, 1908-09, pp. 17-21.

3AS;R, vol, XVII (Calcutta: Supdt, of Govt, Printing, 1884),
pe 28,

4
AS R’ 19‘09-1@, pp. 10“14, Pls. I & II.
Ibid., pp. 14-17.

A,K, Coomaraswamy, Op. cit., pe 73.
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carved brick of terracotta fineness with motifs of blown lotus
within roundels, weave-pattern by intersecting diagonals, child
in mother's lap, foliage pattern etc, have been found in
ahundance.1 Architectural terracotta plaques have also survived
from Ahichchatra in U.P.2 and Devnimori in Gujrat., Over three
hundred terracotta panels in Gupta style depicting stories from
the epic Ramdyana have come up from @ ruined temple at Saheth-
Maheth in U.P.3 Regarding the size and placing'of the plaques,
Vogel writes, "These panels are uniform in size, their height
being 12" and their width 15", There are indications which prove
that these bas-reliefs were meant to fhrm a continuous frieze

on the walls of the build:!.ngs.“4 Similar panels decorated the
outer walls of the Gupta temple at Deogarh. Terracotta panels
have been also found at Rang Mahal in Bikaners and Baraphl.6
These plaques show a mixture of Hellenistic and Indian elements7
and have been dated by Coomaraswamy as belonging to late Kushdna

or early Gupta period,8 till which time some of the Hellenistic

1ASIAR, 1909-10, p. 85.

2M0f1 Chandra, op, cit., pps. 14-16, 21; V.5, Agrawala,
"The Terracottas of Ahichchatra", Ancient India, 4 (1947-48),
PPe 167~71.

3Y.D. Sharma, "Exploration of Historic Sites"™, Ancient
ndia, IX (1953), pp. 144-45,

4\sIAR, 1907-08, p. 96.
ASIAR, 1917-18, Pt, I, Pl, III, figs. 1-3,
Ibid., figs. 4-7.

C.C, Das Gupta, op. cit., ps 212,
A.K, Coomaraswamy, op. cit., ps. 87,
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influencesmay have lingered on Indian art, Architectural
terracotta of the Gupta age was also discovered at Kasia
(Kusinagar).l At Harwan2 in Kashmir and Chauaa3 in Patna were
found a number of terracotta plaques assignable to the Gupta

period,

Indian terracottas of the post-Gupta medieval times have
come up from a number of sites outside Bengal, Of the find-spots,
Nalanda has been the most prolific.4 Marshall has discovered a
number of terracottas from Saheth-Maheth in the United Provinces
which he ascribes to this period on grounds of stratification.s
Medieval terracottas have also been excavated from Ayantipur in

Kashmir.6

In Bengal, architectural terracotta and ornamental bricks
assignable to the late Gupta period (5th-6th century) were found
in the temple wall of the Govind Bhita, an adjacent site to
Mahasthan in Bogra district.7 The plaques illustrate Yaksha
figures and also dieties of the Buddhists and the Hindus., Also

1ASTAR, 1910-11, Pl. XXXIV.

2R.C. Kak, Ancient Monuments of Kashmir (Reprint, New Delhi:
Sagar Publications, 1971), ppe. 108-09, Pls. XVII-XLII; ASIAR,
1918"’19, Plt xIv

SK.P. Jayaswal, "A Note on 2 Terracotta Ramayana Panel of
the Gupta Period", Modern Review, LII (1932), p. 148,

4\SIAR, 1919-20, Pl. XXIC; 1934-35, p, 40, Pl. XVII.6.

SASIAR, 1910-11, Pl., X.1-3, 5,6.

SASIAR, 1913-14, P1, XXX.d.
TASIAR, 1936-37, p, 53,
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among the plaques are two, one representing an amorous couple
(the mithuma) against the background of a blown lotus, and the
other, the dream of Maya, and hence from the life of the Buddha,
On stylistic ground, the plaques have been assigned to the Gupta
period.l The ornamental bricks show a variety of designs such
as chevron, chess-board, cross-~petal, dentil, inverted pyramid,
corbelled arches, and flowers such as the sun-flower, lotus,
lily etc.2 Some relief plaques have also been dug up from Gokul,

a8 nearby site.3

The terracotta art of Bengal, as indeed Bengal art in
general, was related to the art movement of northern India and
the Gangetic Valley up to the end of the Gupta period.4 It is
evident from tﬁe diécussion made in the foregoing pages., But
Bengal appears to have cut itself cff from the traditional
trans-deltaic artistic dominance in the post-Gupta time and went
on her own, The move is distinctly manifest both in the clay

and lithic products of medieval Bengal,

In the deltaic Bengal, sbundance of quality clay and
scarcity of stone have through ages made the people dependent
on clay products which consisted of articles of daily use as well

as votive objects, The Bengal potters manufactured another kind

1S.K. Saraswati, Barly Sculpture of Bengal (Calcutta:;
Sambodhi Publications Pvt., Limited, 1 sy Pe 107,
°ASIAR, 1936-37, p. 53,Pl. XVII,

3ASIAR, 1934-35, pp. 41-42, Pl, XVIII.1,3; 1935-36,
PPe 68-69,

4Cf. S.K, Seraswati, Early Sculptures of Bengal, op. cit.,
pe 109,
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of terracotta objects of more durable nature; these were plaques
or tablets wrought with designs meant for hanging from walls,
windows or stages and thereby served decorative purposes.1 Demand
for such terracotta objects by the local people kept the art
living through ages in Bengal, Evidences are available that such
terracotta objects were manufactured on commercial scale also and
exported outside the country.2 Such plagques with inscriptions in
the Bengali script of the 1lth century have been found at Arakan,
Burma and Nalanda.3 Generally, images of divinity were not made
in terracotta, nor were the iconographic rules of the éilgaﬁéstras
applicable to making such images, The terracotté artists ordina-
rily represented folk events of day-to-day life, not any serious

rendering of thought, philosophy or 1deal.4

The post-Gupta terracotta bas-relief art is confined to
eastern India, particularly Benéal, where it developed profusely
and became the established tradition for architectural ornamen-
tation.s It is, however, to be noted that even within Bengal, the

pre-Muslim sites of only the eastern and northern Bengal have

1

Nihar Ranjon Ray, Bangalir Itihas (Adiparba) (Calcutta:
Book Emporium, 1356 8.5. s Pe B
ZN.K. Bhattasall, Icanmgraehx of the Buddhist and Brahmanical
§§%é¥§g£e§ in the Dacca Museum (Dacca: Dacca Museum Committee,
i Pe mx.
Ibid,

4Nihar Ranjon Ray, ope. cit., pe 762,
sParmeswari Lalgupta, op. cit., p. 69.
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yielded proofs of a rich tradition of terracotta art whose
evidence is lacking in the contemporaneous brick structures of
West Bengal built on ancient tradition.l A major site of Bengal
terracotta art is located at the Lalmai-Mainamati ridge in Comilla
district, The area also contains the largest assemblage of the
ancient Buddhist remains in Bengal, Of a large number of cul tu-
ral mounds identified here, only three have so far been systema-
tically excavated,2 while other ruins have yielded remains of a
rich cul tural heritage of ancient Bengal, Excavations have
revealed at S3lban a Buddhist Vihara, like the one at Paharpur,
with @ wealth of cultural finds datable from the 7th to the 12th
century A,D, Built roughly on @ square plan, the monastery is

@ monumental structure arranged round a central shrine on cruci-
form plan - "a fully developed and finished example of Buddhist
architecture of the 7th-8th century Bengal.“3 Made of burnt brick,

_ the central shrine or stupa is an imposing edifice having its

1Cf. David McCutchion, Late Mediaeval Temples of Bengal

(Calcutta: The Asiastic Society, 1972), p. 13.

%the excavated sites are Salbanpur Mound, Kotila Mura and
Charpatra Mura, Excavation exposed remains of a large Buddhist
monastery at Salbanpur (8th-10th centuries) renamed Salban Vihara,
the Triratna Stupas (7th-13th centuries) at Kotila Mur3d and a
rectangular shrine (c. 1000 A,D,) at Charpatra Mura, A large
rumber of antiquities, objects of art and utility, including
eleven copper plate grants have been recovered from the sites,
These finds represent the only available stratified material from
South-Eastern Bengal, thus providing a dependable archaeological
basis for the reconstruction of history and chronology of this
region,

3F.A. Khan, Mainamati (Karachi: Department of Archaeology,
1963), p. 11, Si ar structure on cruciform plan with an
ambulatory path around was revealed by excavation at Bangarh in
the Second Stratum ascribable to the Pala period, (K,G., Goswami,

9_2- Q_t_n, Pe 8)-
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basement walls decorated with a string-course of "delightfully
sculptured terracotta plaques"l set within slightly projected
parallel bands of ornamental bricka.z Besides the panels

in situ, @ number of terracotta plagues have been found loose

at the site. They represent men and women in various movements,
animals and birds, divine and semi-divine beings, trees, plants
and flowers, Some of the plaques also represent symbols such as
Dharmachakra and Tri-ratna as seen on the Deva coins, seals and
Copper Plates, The finds at the site also included minor terra-
cotta objects like animal figurines, beads, net-sinkers, toys
etc.3 The monastic establishment of the Salban Vihara was built
by king Bhavadeva, the fourth ruler of the Buddhist Deva dynasty
of Samatata (South-Eastern Bengal) as is evidenced by a terracotta

sealing4 discovered from the site,

A large number of terracotta plaques were also discovered

from Ananda Vihara, a magnificent monastic establishment at the

IM. Harunur Rashidi "Bangladesh: A Profile in the Light of
s

Recent Archaeological Discoveries"™, Bangladesh Historical Studies,
IIX (1978), p. 11,

2F.A Khan, Architecture and Art Treasures in Pakistan
(Karachis Elite Publishers Ltd,, 1969), p. 165,

3F.A. Khan, Hainamati, ope cit., pp. 33-36,

4The Sealing reads “Sri Bhavadeva Maha Vihara - Arya
Bhikshu Sanghasya", that is "Sri Bhavadeva, the builder of the Maha
Vihadra", Bhavadeva, the fourth ruler of the Deva dynasty has
been assigned a reigning period in the second half of the 8th

century A,D, ( See Abdul Momin Chowdhury, Dynastic History of
Bengal (Dacca: The Asiatic Society of Pakistan, 1967), p. 147,
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Mainamati site and "focus of the last great Buddhist University
which developed here from the 7th century onward".1 The ruins
here revealed plan of a square monastery with a central stups
based on a Greek cross with projecting angles between the arms.
The recessed angles of the central temple revealed the arrange-
ment of walls which were relieved on the outer face by projec-
ting mouldings and cornices of ornamental bricks on top with
designs of stepped pyramid, lotus petals (cyma recta), chess-
board patterns, and bands of terracotta plaques set in recessed
panels running around the basement, The plaques represented the
Buddha and a host of semi-divine, monstrous and secular subjects
including warriors, acrobats, musicians, sages, animals and
plants.2 From the debris were also recovered a number of terra-
cotta plaques with similar representations, ornamental bricks
and other decorative pieces of terracotta material that had gone

to dress the fagade of the basement walls.3

The plaques reveal dynamic movement and are expressive of
popular fancy and folk imagination, They betray little of the
hieratic artistic tendencies of the Pala-Sena school, The themes

are drawn from the daily life of the people, in various stages of

IM. Haruhur Rashid, op. cit., p. 14,
2

. "Cf, R,E.,M, wheeler, f;gg g%gusand Years of Pakisfgn
(London: Royal India & Pakistan Soclety, » Pps 101=02,
3T.N. Ramchandran, "Recent Archaeological Discoveries Along
the Mainamati and Lalmai Ranges, Tippera District, East Bengal"®,

in B,C, Law Volume, Part II, ed, by Bhandarkar and others
(Poona; The Bandarkar Oriental Research Institute, 1946), p. 220,
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activity, emotion, movement and rest, and from all creations of
God and nature, "There is a purposeful rhythm running through
the whole series, as at Paharpur, which intimately connects
this folk art with contemporaneous stone representationé of the
hieratic religious art of Bengal of the period."1 The richness
of decoration of the stupa "though not perhaps in quality" must

have rivalled that at Péhérpur.z

Bricks found at the site are of various sizes and shape,
the largest being 133"x9“x2&“.3 While rectangular bricks cons-
titute the majority, square bricks and tiles also occur,
Ornamental bricks which decorated the mouldings and which agree
in design and decoration with those found at Pahd@rpur and
Bangarh, present very interesting major and minor designs and
geometrical patterns, The bell-shaped stupa was a major design
as elsewhere and zigzag, chevron, stepped pyramid and the dental
edges with zigzag course between were popular decorative patterns.
Similar designs occur on the potsherds together with straight

lines, herringbone, square and trellis,

Terracotta plagues representing semi-divine, hybrid and
animal figures and ornamental bricks of various sizes have also

been recovered from a nearly mound locally known as Rupban Kanya's

1
2
3

T. N, Ramchandran, op. cit., p. 220.
R.E,M, wheeler, op. cit., p. 102,
TsN, Ramchandran, gp. cit., p. 223.
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Palace'. The ruins here showed traces of a central structure
and enclosing walls which were probably faced with the terracotta

plaques discovered from the debris.l

The ruins of the so-called 'Bhojaraja's Palace' revealed
fragments of massive brick walling of a central square temple
with its basement "profusely decorated with terracotta plaques

and ornamental bricks."2

The plaques represent human, divine,
semi-divine, animal and bird lives and also flora as at Ananda
Vihara, Some of the plagues exhibit a character similar to that
of stone sculpture of the times.3 Exuberant in conception and
in the richness of subject matter, the Maindmati artists did not
scruple to represent small matters and situations and no subject

appeared to them too sm2ll or unworthy of attention,

A few terracotta plaques and ornamental bricks were also

discovered from another nearby mound locally called 'Itakhola’.

As at Ananda vihara, @ large number of terracotta plaques
discovered from the basement of 2 ruinous cruciform brick struc-
ture at the locally known 'Rupban Mura' reveal scenes from the

daily life of the people in various stages of movement, emotion

1
R.B.M, wheeler, op. cit., p. 102,

ngid.; T.N, Ramchandran, op. cit., p. 224,

3T,N. Ramchandran, Ibid,
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and experience. Besides, all lives are represented in the
plaques - divine, semi-divine, human, animal, bird and flora -
not to speak of popular stories and decorative patterns, motifs
and compositions, With simple tools and cheap materials like
mud and clay, the local folk artists have achieved a marvel in

scul ptural art,

An excellent group of corner brackets of terracotta materials
was gathered from Rupban Mura, The designs executed include
stepped pyramid around squares, Greek vases with fillet bands,
pumpkin offsets and fuil-jar motifs, The site also yielded a
number of ornamental bricks containing designs of lotus rosettes
in 8 row and within squares and circles, lotus petals within
voluted lines and arched bands, stepped pyramids, serpant hoods,

chess-boards and scallops in horizontal courses,

The terracotta plaques from the Main3matl sites are wider
in size than those at Paharpur, while the art represented on them

is of a "higher class of excellenae."l

Bodhisattva Vajrapani,
Padmapani, Trailokyavijaya and Prince Sidhartha are popular

divine figures, Among semi-divines, Yakshas, Vidyadharas,
Gandharva, Kinnara, and Kimpurusha are common, Of human, warriors,
archers, man fighting with tiger, dancing and playing on flute,
women in their toilet and sleeping and cowherdess churning milk

are mostly represented. Animals represented by lion, antelope,

1T.N. Ramchandran, op. cit., p. 226,
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elephant, rhinoceros, wild boar, bull and squirrel show fasci-
nating animal study. Some of the animals are also seen in
decorative compositions and motifs. Such are makara and
Kirtimukha, Hamsas and parrots had thematic appeal for the

Mainamati artists like their brothers at Paharpur,

Some scholars are inclined to antedate the Mainamati
terracotta art to that at Pdhérpur and other medieval sites of
Bengal. Harunur Rashid holds that "since the Mainamati reliefs
are'undeubtedly earlier in dete and since the Pahd@rpur and other
series show some definite developments in technique and style,
this remarkable art may have originated in this region under the
patronage of the well-known Buddhist dynasties'of Samatata."1
In the absence of definite dating of the Mainamati sites, such a
fanciful assumption would rather sound unacademic and be wholly
based on subjective evaluation of the art specimens discovered at
the sites., Shehanara Husain has dated the Mainamati plaques as
contemporaneous with those from Pﬁhﬁrpurz and so has T,N, Ram
Chandran.3 Even on point of quality of art of the plaques, opi-
nions are poles varied, Thus while Harunur Rashid designates

the Mainamati plaques as "crude, light-hearted, unreflective

works" displaying "no spiritusl or intellectual quality nor any

lM. Harunur Rashid, op., cit,, p. 18.

2Shahanara Husain, Everyday Life in the Pala Empire (Dacca;
Agiatic Society of Pakistaq, 1 y DPe .

3T.N. Ramchandran, op. cit., p. 223,
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refinement of technique", and representing an inferior art style
to that at Péhérpur,l other scholars2 speak highly of their
vitality, richness and variety, F,A, Khan would even rank the
Mainamati plaques as "superior to the Paharpur series in richness
of detail and artistic perfection."3 It, however, appears that
both the Mainamati and Paharpur plaques belong to the same school
of popular art thematically and technically and represent the

Bengal folk art "at its best".4

The Somapura Vihara at Paharpur in the district of Rajshahi
has yielded the largest finds of pre-Muslim terracotta art in
Bengal, Founded by Dharmapala (770-810) in about 800 A.,D., this
gigantic Buddhist monastic establishment is the largest in

India®

and for that matter, in the ancient world. Excavations6
conducted here have revealed a vast monastic complex with a
central shrine or stiipa, Cruciform in plan and somewhat pyramidal

in elevation, the central shrine originally resolved itself into

1M. Harunur Rashid, op. cit., p. 18.

ZCf. F.A, Khan, Mainamati, op, cit., pp. 32-33; R.E.M.
wheeler, op. cit., p. 102, -

3p.A, Khan, Ibid., p. 32.
4shahanara Husain, op. cit., p. 64.
SASIAR, 1927-28, p. 106.

GK.N. Dikshit, Excavations at Paharpur (Delhi: Manager of
Publications, 1938‘, DPPs 2~3. he report of the excavatlions form
Memoir No, 55 of the Archaeological Survey of India,
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diminishing stages, of which only three now survive with a
circumumbulatory passage at the base of each, The middle passage
is 16 feet above the lowest at the ground level and 7 feet below
the uppermost., This style of architecture with a complicated
scheme of decoration developed in Bengal during the P3la pericd
(750-—1160).1 The walls of the lower stages are faced with sculp-
tured panels which form the special feature of the building, Both
in the basement and the first floor walls, there were at least

two and at places, three rows of terracotta plaques. A large part
of these numbering about 2000 is still in situ and the loose

plagques found in the excavation numbered more than 800.2

The outstanding importance of the P3harpur temple lies in
its extensive series of the terracotta panels., Wwithin Bengal,
these plaques have resemblance with those discovered at Mainﬁmati,3

5

Hahasthan,4 Sabhar™ and Béngarh.6 Beyond Bengal, in India, simi-

lar terracotta plaques have been found at Harwan7 in Kashmir,

1
F,A, Khan, Architecture and Art Treasures of Pakistan,

gRe cit., P 164,
?K.N, Dikshit, op, cit., p. 56.
3p.A. Khan, Mainamati, op. cit., pp. 32-33,

-~

ASIAR, 1928-29, pp. B88ff,

S sse i s

ASIAR, 1925-26, p. 4l.
K.G, Goswami, op. cit., p. 9.

v
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R.C, Kak, op. cit., p. 106,
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i in Bikaner, Mirpurkhisz in Sind, Bhitargaon3 and

Hanumangarh
Saheth--naheth4 in the United Provinces., Comparatively there is
closer similarity between the Saheth-Maheth and the Paharpur
plaques, but even then, in richness, variety and exuberance of
the material, the P8harpur plaques are unrivalled. It appears
that the use of terracotta plaques for decorating the exterior
of temples and shrines had been well-established in Bengal from

the 7th century of the Christian era.s

Like the Mainamati plaques with which the Pahdrpur finds
are related in themes, technique, style and execution, the latter
also represent thelfalk art of Bengal.' Freedom from the trammels
of iconography and canons of reiigiqn enabiod the‘artists in
~ terracotta to exercise their fancy more freely and give full
play to their ability in depicting the paséing phases and moods
in everyday life, Thus while the sculptor revelled in delineating
form and anatomy to his work, the terracotta artist excelled in
rendering every conceivable picturesque subject which the world
of man and animal, nature and fiction brought within the compass

of his fancy and observation,

ey

ASIAR, 1917-18, p. 22,

ASIAR, Pt, II,1909-10, pp. BOff,
ASIAR, Pt. II, 1908-09, p. 6.
ASIAR, Pt. II, 1907-08, pp. B1ff,
« Ny Dikshit, op. cite., pe 56.
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The Paharpur terracotta plagues constitute the clay coun-
terparts of the stone sculptures at the basement storey of the
temple representing a variety of scenes and figures in an

4 They display no spiritual or

uncouth and vigorous style,
intellectual quality.2 Thelr nature is wholly popular and draws
directly from the daily life of the people "in all stages of

rest and movement, in all expressions of emotion and in all
possible and impossible situations."s. They are "local and indi-
genous in trend, popular in insplration and appeal depicting the
everyday life, joys and sorrows, amusements and occupations,

sports and pastimes of the common men."® In the hieratic religious
art of India, such a large seciai content, such a variety of

human feelings, such intimacy of contact with the events and
experiences of daily life and such spontaneous actions and move-
ments are at no time to be seen. The plaques are crude, vigorous,
light-hearted owing little to academic tradition, nevertheless,
deep~rooted in the folk-art of Bengal country-life, They are

the handiwork of simple folk-artists working with crude implements,
but truly reflecting the tenor of the life of the time, "We can
visualise through them how the common people lived their lives

away from the courts and aristocratic environments, and we can

lgg, vol, I, ed, by R,C, Majumda: (Dacca: The University
of Dacca, 1963), p. 528.

2Cf. R.B,M, wheeler, op. cit., p. 100,
331%-‘ vol. I’ OPe .citcg Pe 528,

4S,K. Saraswati, “Terracotta Art of Bengal™, Times of India
Annual (1969), p. 66,
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catech a glimpse of the social and thought-content of the

ordinary men."l

The Paharpur plaques are virtually sculptures turned out
of moulds.2 "Naive and simple in plastic diction, this art is
forceful and dynamic in delineation of action and movement and
masterful in expression."3 Again, the richness and variety of
the themes are no less surprising, 'They include Buddhist and
Hindu jconography, divine and semi-divine beings: gandharvas,
apsaras, kinnaras and kinnaris and other mythical creatures,
makaras, kirtimukhas; men, women and children engaged in various
activities or at resf; musicians, dancers, warriors, acrobats,
plougﬁmen, archers on chariots, women carrying pitchers on their
heads, and various other aspects of 1ife, sacred or profane, in
bewildering profusion and disorderly confusion, Also included
in the subjects is the entire animal world including lion, tiger,
buffélo, antelope, monkey, mongoose, elephant, bear, jackal,
duck, goose, fish etc,, as well as trees, flowers and plants,
symbols, sprinkers, vases etc.4 Besides, representations of

popular stories from the Ra&mayana, Mahéhhérata,xrggalilé, Pafica-

tantra etc, have also been made in the plaques.s In the exami-
/the
nation of/plaques, one certainly enjoys "the excitement of a

'™

HB, vol. I, op., cit., p. 528,

g.N, Dikshit, op. cit., ps 57.

S.K, Saraswati, Early Sculptures of Bengal, Ope Cite,p.10.
Cf. K.N, Dikshit, ops cit., pp. 58=70.

Shahanra Hussain, op. cit., pp. 150-60,

3
4
5
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voyage of discovery."l

Other terracotta objects from Paharpur include crude female
figures, a few holding a child or a pitcher round one arm -
reminiscent of similar figqurines at Mohenjo-daro. There are
animal figurines of horses and bulls, bird-rattles, votive stupas,
potter's dabbers, parts of finials, flat dishes, spindle whorls,

terracotta beads etc.2

Besides the terracotta plagques, figurines and other objects,
excavations at Paharpur have yielded a large number of ornamental
bricks of the pre-Muslim times. Dikshit has divided these art
products into two periods: those belonging to the early period
i.,e,, the period of the building of the temple(C, 800 A,D,) and
those belonging to the second period or roughly the 10th and 11lth
centuries when repairs were undertaken in the temple, Bricks of
the early period contain designs like the stepped pyramid, lotus
petal, the chess-board and the transverse alternate, wavy and
straight lines. To the second period are referred bricks with
rows of battlements divided by wavy lines or chain bands, deep-
cut chevron with intermediate band of rectangles filled by hatching,
rectangular medallion with half-lotuses, half-round bricks with
shallow incision showing a central stem within double leaves, in-

. 3
cised rectangular bricks consisting of honey-suckle ornament etc,

1R,E.M. Wheeler, opes Cite, pe 101l.

2Cf, KN, Dikshit, ops Site, pe 78
3Ibid., pp. 78-79.

rirmAr g
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The ornamental brické are, in fact, terracotta pieces
turned out of mould like the 1atter.1 They constituted a
significant element of architectural ornamentation in India and
Bengal in the past as at present, These decorative bricks were
set as a frieze between the projected cornice above and the

terracotta panels below,

That the terracotta art was widely practised in post-Gupta
Bengal is also evidenced by finds from variousrsites. Mahasthan,
the ancient city of‘Pundravardhana2 in the moderrn Bogra district
has proved a prolific site of terracotta objects ranging in date
from pre-~Christian times to late Pala period.3 Cunningham dis-
covered here twelve terracotta plaques and a number of carved
bric:ks.4 Terracotfas from the site belonging to the Pala period
are also numerous, These consist of both figure sculptures and
bas-relief, A few plaques, softly and dilicately modelled,
showing animals and birds betray Gupta classical concept in a
faint ﬁanner; these have been assigned to the interregnum between
the Gupta and the Pala periods.s Over a dozen of plaques similar

in execution to the Paharpur series have been found at Mahasthan

lA.B.H. Husain, "The Ornamentation of the Sultani Architecture
in Bengal", Shilpakala, I (1978), p. 4.

2ASIR, vol., XV (Calcutta:; Superintendent of Govte Printing,
1882), pp. 102-4,

'3Ancient finds from Mahasthan have been discussed in the
relevant places above,

%ASIR, vol., XV, op. cit., p. 108,
SASIAR, 1936-37, p. 53.



112

in the temple sites.l A large number of terracotta objects have
also been discovered from Bhasu Vihara, which Cunningham identi-
fies with Po-Shi-Po Vihara mentioned by the Chinese traveller
Hiuen Tsang (7th century}.2 Bxcavations have revealed here three
ancient structures - two monasteries of roughly square plan and
a8 semi-cruciform shrins.3 A considerable amount of cultural
wealth including sixty bronze images, over a hundred inscribed
terracotta and baked sealings, a number of terracotta plaques
and many ornamental bricks with floral and geometric designs

and pottery objects were discovered from the digging.4 The
terracotta plaques attract most notice. "Made of finer clay

and still excellently preserved, these terracottas are quite
different from the Mainamati - Paharpur series; they are heavy
and large in size, mature in form and style and very well
executed”.s The lively expressiveness and crude but vigorous
style of Bengal folk-art represented by the Mainamati-Paharpur
plagques are somewhat missing here; instead, they betray unmis-
takenly the influence of the classical Gupta art in their exe-
cution. These reliefs, datable to 10th/llth centuries, are free

from the Deva-pPala tradition and "must be regarded as an

extraordinary survival of Gupta tradition in Bengal long after it

e

ASIAR, 1928-29, p. 96,

ASIR, vol, XV, op. cit., p. 103,

« Harunur Rashid, op. cit., p. 22,
ibid., pp. 22-23.

Ibid., p. 23,

moos W N
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was thought to have died out."l Prom Mangalkot, another newly
discovered site near Mahasthan, were discovered a number of
life-size terracotta figures showing marked influence of Gupta

classical style.z

Pre-~Muslim examples of Bengal terracotta art have alsoc come
up from a number of other sites, Terracotta figures, plaques,
bangles, toys, beads etc., datable to the P3la period were exca-
vated from Bangarh in Dinajpur.3 Sabhar, in the district of
Dacca, has yielded terracotta plaques with figuréahof the
Bodhisattvas in different attitude stamped on them.? Dikshit
has discovered here a terracotta pléque representing Vigpu.s The
site must have been a notable Buddhist centre in Bengal compa-
rable with Mainamati, Paharpur and Mahasthan, Finds from S3bhar
also included terracotta Buddha images in the round and some
other human figurines of the same material.6 At Raghurampur in
Dacca district, some terracotta figurines have been discovered
of which a few are now in the Dacca Huseum.7 Birat, in Rangpur
district, also yielded proofs of terracotta art, Excavation has

exposed here remains of a temple resembling the one at Paharpur,

o

M, Harunur Rashid, op. cit., p. 23.

Inid,

K.G, Goswami, ope cite, pe. %2

ASIAR, 1924-25, p. 37; N,K, Bhattasali, op., cit., p. XXIII,
ASIAR, 1927-28, p, III, Pl, XLIX.

N,K, Bhattasali, gp. git., p. XXII.

ibid., p. 31. ' -

W N
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Several fragments of terracotta discovered from the site
strengthen the thesis that the temple dadoes were once composed

of terracotta plaquas.1

The above narrative of the pre-Muslim terracotta art of
Bengal makes it evident that whatever the type of its use, bas-
relief or figure sculpture, the plastic medium was, by and large,
mostly employed for representation of living forms - divinities,
man and animal, banned by Islam, But architectural use of
terracotta in pre~Muslim Bengal isinot known beyond the 10th
century and "from the evidence of 11th century repairs at Paharpur,
it appears that the earlier schools of terracotta in the East and
North had died out: no new plaques were available, so old plaques
were placed lengthwise - and even upside down."2 Some scholars
have explained this eclipse of the terracotta art in Bengal as
the result of "pressure of the hieratic art of the succeeding

3

periods."” In the centuries immediately preceding Muslim rule,

ornamentation of Bengal architecture was extensively carried by
stucco.4 "All the evidence suggests that the tradition of orna-
mentation for the pre-Muslim rekha-deuls of Bengal was stucco or

5

direct carving in stone,"™ The time-~honoured practice of making

lasiaR, 1925-26, p. 113.

ZDavid McCutchion, Late Mediaeval Temples of Bengal,
Ope ¢ite, pe 13; also cf, N,K, Bhattasall, op. cit., ps XXII,
| Zulekha Haque, ope cite, pe 17,
47he surviving late Pala-Sena temples bear evidence of this,

Snavid McCutchion, Late Mediaeval Temples in Bengal,
Op. Cit., pe 13,
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figurines and minor objects in terracotta, however, appears to

have continued unabated,

Architectural use of terracotta in Bengal owes its revival
to Muslim patronage, The phenomenon is in itself a landmark of
great cultural value, Added to this, the Muslims brought into
being a new art style in cbntent, finesse and execution and
"established the basic features of facade decoration". ! 1In the
annals of world conquerors, the Muslims are well-known for their
tolerance and adaptability to the legacy of the conqguered., In
keeping with the general practice followed in other conguered
lands, the Muslim rulers of Bengal allowed the local traditional
usage to continue with little change essentially related to
their religious beliefs, practices and taste. There thus occurred
no sharp break with the past in the social, administrative and
artistic life of Bengal under the Muslim rule, However, due to
non-survival of the earliest Muslim buildings in Bengal for about

@ hundred years, the character of the first phase of Muslim

terracotta art is not clearly known, Nevertheless, the surviving

1
David McCutchion, "Hindu-Muslim Artistic Continuities in

Bengal", JASP, XIII, No, 3 (1968), p. 244. The terracotta
plaques on the early Buddhist sites are two feet square, more

or less, laid end to end in rows along the circumumbulatory
walls with little accompanying strip decoration, whereas Muslim
terracottas are only a few inches across and arranged in elabo-
rate patterns around the archways, mihrab niches or covering the
entire fagade,
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examples from the later perliod are a certain index to what is

lost, since art is a social product and is not created ex nihilo.

Bengal Muslim art arose in hostility to the earlier iconic
art of the Buddhists and the Hindus; but in many respects,
particularly the vegetal and geometric motifs, the transition
was one of compromise, A closer study of the Muslim ornaments
reveals that many of them were in vogue in the pre-Muslim art
of the Hindus. The whole frames carved with Hindu designs were
incorporated in Muslim buildings at Gaur, Panduad and elsewhere
and the designs on them were imitated on new materials, The
artists being mostly locals, trained traditionally in the art,
such a state of things was only a natural sequence, despite
occasional directions and demands from the new masters, A typical
example is the hanging beads design with intervening tassels or
bells, The motif occurs not only on Hindu lintel friezes, but
8lso on columns and round the hips of gods and goddesses of the
Pdla-Sena period (B8th-12th century).1 It recurs in Muslim

ornaments, both in terracotta and stone, in the Adina Mosque

The inscribed basalt pillar of the Kamboja king, recovered
from Bangarh and now in the R3jbari garden, Dinajpur, contains
the hanging beads design both on the facets of its square base
and neck, (JPASB, VII (1911), pp. 615-19). This typically pre=-
Muslim ornament also occurs on the Rajmahal Pillar, now in_the
Indian Museum, The Garuda Pillar, also in Dinajpur Rajbari
garden, is decorated with similar motif at the neck. ("Bangarh
 Antiquities", V,R,S, Monograph No. 4, Pls, 2 and 5). The motif
is distantly related to the girdles worm by the female figures
represented at Sanchi during the Sunga and the Kushana periods,
It also occurs on the stipa at Bharhut, (Cf, A,K,Cgomaraswamy,

%Q QLEO’ figa 42).
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(1375) and the Eklakhi Mausoleum (1415-32) at Hazrat Pandua,

in the Bagha Mosque (1523) and the Kusumba Mosque (1558) at
Rajshahi and many other buildings of the Sulpini per:l.od.1
Scrollwork or successive loops with floral filling, so charac-
teristic an element of the Pala art, was carried over into the
Muslim decoration, The motif occurs in the Adina Mosque (1375)
with 211 its characteristic burgeoning, but subsequently tended
to disappear for being over-rich and unrestrained, The various
floral and geometric designs that filled in the tympanums of
the Adina Mosque could be found in the numerous terracotta
plagques and ornamental bricks discovered from the pre-Muslim
remains at Paharpur, Mahastha@n, Mainamati and Bangarh and have
been continued under the Muslims in all their "liveliness and
spix::lt".2 The mihrab niche of the Sultani mosques usually shows
a8 pendant, often stylized, flanked on elther side by a lotus
stalk with the bud at the bottom., The motif was subsequently
transferred to the wall surface within beautiful rectangular
panels and decorative foiled arches, Often the motif developed
into fantastic stylization with bunches of grape and blown lotus
springing out of the twigs, Examples of such decorative motifs
are found in abundance, both in stone and terracotta in the

Sulténi buildings of Bengal, The origin of the hanging motif

1A fuller discussion has been made in the next chapter,

2A. H, Dani, Muslim Architecture in Bengal (Dacca: Asiatic
Society of Pakistan, 1961), p. 68.
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goes back to the pre-Muslim 'chain-and-bell' - so favourite in
Bengal, a stone replica of which is now preserved in the V,R,S,
Museum at Rajshahi, The beautiful 'tree motif' that occurs in
the spandrels of the mihrab arches at Gaur and elsewhere in
Bengal has been likened to the Indian concept of Kalpataru (a
wish-filling tree).1 The trefoil arch decorating the backslab
of the Pala-Sena stone images also occurs in Muslim ornamenta-
tion in an identifiably modified shape and may be seen, for
instance, in the terracotta panels at the outer face of the
walls of the Bagha Mosque (1523) in Rajshahi district. The
lotus, which appears almost invariably in the architectural
decoration of the Muslims, was equally an ancient Indian motif,z
whose nearest examples are found on the Hindu pillars from
Bangarh in Dinajpur and Gaur, In Muslim decoration, the lotus
developed into a rosette ornament with all its delicacy and

finesse,

IA.H. Dani, op, cit., p. 69,

2

The lotus occurs on the stone railing at Bharhut (2nd
century 8,C,) and on the posts and gates of the stupas at Sanchi
(1st century B,C,) (St, Kram.risch, Indian Sculpture, (London:

Y.M.,C,A, Publishing House, 1933), p. and also on fragments
from a railing at Besnagar (ASIR W,C., 1914, photos 4042 and
4048), It also occurs at Sarna th century A.,D.) (ASIAR,

1914-15, P1, LXVIII. figs, 18-19, 22-23), in Amaravati (J, Fer-
gusson, Tree and Serpant Worship (Delhi: Indological Book House,
1971), P, LXXXIX) En Orissa (L. Bachchofer, Barly Indian
Scu%?ture, vol, I (Delhi: Munshiram Monoharlal Private Limited,
s Pl, 136); also in the paintings of Ajanta, on the Dhamek
Stupa (6th century A.D,) and on many other monuments of ancient

and medieval India, Its artistic importance has been suggested
by Kramrisch (St, Kramrisch, Indian Sculpture, op. cit., pe 54).
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The 1list of decorative details taken over by the Muslims
from pre-existing Bengal art could be greatly extended - the
wavy stem, the lotus and diamond, the lotus petal frieze, the
quatrefoil, the trefoil, the finial, the festoon, the twisted
rope etc.1 Nor was the pre-Muslim Hindu-Buddhist art lacking
in geometric and abstract elements: ornamental bricks with
squares and circles containing lotus rosettes within, stepped
pyramids, chess-boards, scallops, dentils, zigzag, the diamond
criss—cro#s, chevron etc, have been foﬁnd at the Malnamati
sites,2 at Péhérpur,3 at Hahésthin4 and Béngarh.s Many of
these designs, however, have no exclusive claim to be the
artistic monopoly of the Hindus alone, Most of these occur in
world cul tures in time and space, "The foliated screoll, so
typically Gupta, is equally Greco-Roman or Scythian."6 Floral
scrolls resembling those in the Pala art may be seen in the
7th century Muslim monument, the Dome of the Rock in Jerusalem,

after which they became a common element in Muslim decoration,

The Muslim conquerors of Bengal may have brought with them the

1Cf. David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal", op. cit., p. 243,

2Cf. Te N. Ramchandran, op. cit., pp. 220-28.
3cf, E.N, Dikshit, op. cit., pp. 78=79.
4\sIAR, 1928-29, p. 96, P1. XLI; 1936-37, p. 53, Pl. XVIII.
Sce, X.6, Goswami, ope cit., Pl. XXVI,

6David McCutchion, "Hindu-Muslim Artistic Continufties in
Bengal", ope. cit., p. 243,
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Sasanian palmette, but then, the motif is also met with in the

Pala sculpture.1

The interlocking swastika design, so rampant
on Muslim terracotta in Bengal, occurs on the 6th century
Dhamek stupa at Sarndth, and may distantly be seen in Greek
art.z It mey also be seen in the Baghdad Gate at Raqgga (8th

century),

In the Muslim terracotta of Bengal, there occurs a profusion
of vegetal motifs akin to the jungle scenes around, Even local
fruits like the mango, the palm, the pomegranate, the pineapple
etc., stylized to an extent, are not an uncommon sight, Besides,
the craftsmen commissioned with the works must have been largely
local people traditionally trained in their craft, Though the
pre-Muslim terracotta tradition in Bengal is not known by survi-
ving examples to have continued beyond the 10th century, it is,
nevertheless, unlikely that the craftsmanship was totally for-
gotten even centuries later, Probably, artists in terracottas,
for lack of patronage, took to other aspects of the craft, parti-
cularly pottery, during the intervening centuries between the
Pala rule and the Muslim conquest of Bengal, and retook their
traditional craft when patronage was available under the Muslim

rulers, Such a situation better explains the revival of the art

lnavid McCutchion, "Hindu-lMuslim Artistic Continuities
in Bengel", op. cit., p. 243,

*Ibid.
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under the Muslims with concomitant reappearance of older motifs
discussed above, Again, the possibility of sdme talented
craftsmen in terracotta coming from outside Bengal, particularly
the Persian lands with which the Sulta@ni Bengal appears to have
had contact, cannot be summarily dismissed, in view of such
practices in medieval times, This being granted, their number
could not have been as numerous as the locals and they were in
all probability engaged to supervise and direct the work of the
latter in executing the terracottas in characteristic Muslim
style, It is very likely that the intricate geometric patterns
found in the Muslim terracotta reached Bengal through these
immigrant-artists from the Muslim lands of Persia, Asia Minor
and Central Asia where under the Karakhanids, the Ghaznavids
and the Saljugs and even later, the terracotta art had attained
@ high pitch of rofinnment.1 Thus together with newer and still
newer combinations of geometric forms, the flower and creep@r
devices and plant motifs of Bengal surrounding constituted a
type of art distinct by itself and produced plagques "not in the
bold vigorous Paharpur style, but sharp-edged in neat shallow
relief, closer to the P3ala-Sena stone carving or Middle Eastern
lsi:uc::cc:'."2 In the Muslim terracottas, the lines are crisper, the

modelling flatter, the forms decorous rather than surging, the

1500 Supra Chapter one,

pavid McCutchion, Late Mediaeval Temples of Bengal,
CPe Cit., Pe 13,
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flowers less naturalistic, rather stylized, the patterns more
regular - in short, the tendency to abstraction is strong, 1In
the details, characteristic Muslim motifs like the interlocking
or the basket-weave are discernible as also the repeated
patterns based on the cross, the square and the circle - designs
unknown in pre-Muslim Bengal art and hence must have come from
the Persian lands where they were common and so highly developed.
But Bengal artists appear to have never deveioped a taste for
the labyrinthine linear designs and preferred throughout the
plant and vegetal elements, the gracefully twisting stems or
hanging fronds also cherished by the Persians.l In the cir-
cumstances, Muslim terracotta art in Bengal must largely be
ascribed a local development nourished by sporadic motifs

coming from the trans-Indian Muslim 1ands.2

In the execution of Muslim terracottas, the concept of
centrality pervades the whole decorative scheme, Designs on
broad spaces are framed within rectangular moulded panels of

graduated scales with geometric or arabesque motifs filling

1Cf. David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal“, OPs Cit.' Pe 242,

Zsome scholars think that the Sultani architecture of
Bengal is "directly founded upon the traditions of Persian
Islamic architecture, reworked in Pre-Mughal India," (See Syed
Mahmudul Hasan, Mosque Architecture in Pre-Mughal Bengal
(Dacca: University Press Limited, 1979), p. ng. Are similar
views applicable to the sphere of ornamentation also? It would
appear from an examination of the terracotta art in the Muslim

monuments of Bengal that local vegetal and traditional elements
are by far predominant, The technique of application, the
denaturalization of the motifs as also the intricate geometric
compositions must, however, be attributed to extraneous Muslim
sources,
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the space between, Within the innermost panel, there is
usually an engrailed pointed arch, often with spearheads,
having a hanging motif hung from the arch apex. The spandrels
of these decorative arches supported on ornamental pillars
show each a central rosette around which develops the spandrel
design, most commonly plant motifs of luxuriant growth, The
centrality is further emphasized by a finial placed on the arch
apex and also crowning the outer rectangular frame, Such a
planning is normally made around the entrance arches, the
mihr2b niches, on the offsets and recesses of the walls outside
and also within flat surfaces between entrances., The mihrab
niches reveal tiers of panels in horizontal courses, each
course further subdivided into units of either blind merlons
impressed with plant motifs or of engrailed arches within rec-
tangular panels with a pendant hanging from the apex., The
total design of the mihrab niche centres round a pendant hung
from the apex of the mihrab arch and cutting the niche into two
equal halves, Even in continuous designs such as those at the
base of the domes or between cornices or on the corner towers
and archivolts, the centrality is ever present by means of
alternately repeated motifs, In essence, such a centripetal
scheme of Muslim ornamentation is a translation of the Islamic

philosophy of creation with God as the spring-source,

To sum up, terracotta constitutes the oldest plastic

exercise in Indian art long before that in stone. It was the
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medium of artistic expression in the pre-historic Indus Civi-
lizations and continued as a favourite idom also in the his-
toric phases, Its use spread to multifarious purposes -
religious, artistic, utilitarian, decorative and even official,
Excavated finds from ancient sites reveal the use of terracotta
across the subcontinent, from Taxila in the Punjab in the West
to Mah@sthdn in Bengal in the east, from Harwan in Kashmir in
the north to the Nilgiri Hills in the south, A common feature
shared by Indian terracotta with its wWest Asiatic counterpart
is the numerical dominance of human female figurines in almost
all phases of history., Scholars explain this phenomenon as

the prevalence of the MNude Mother or the Earth Goddess
worship from Sumeria in the west to as far east as the Indo-
Gangetic Valley.z As it is evident, both the terracotta and

the lithic arts in India developed simul taneously in the his-

toric phases with comparable common characteristics,

Technicelly speaking, terracotta figures are sculptures,
Begun with modelling by hand, the technique developed into
moulds under the $ufigas (2nd-lst century B,C,) when, besides
the elaborately ornate figurines, there appeared a novel type -
miniature plaques, also turned out of moulds, representing

scenes of everyday life and meant for decorative hanging.3

1Cf. David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal", op. cit., p. 242,

Cf, A, Goswami, ed,, o Cit., ps 11 A,K, Coomaraswamy
terms these figurines as "Indo-Sumerian", (Cf, A.K, Coomara-

swamy, ops. cit., p. 87).
Parmeswari Lal Gupta, op. cit., pe 35.

rrse—
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Under the Guptas (4th-6th centuries), the scope of
terracotta art widened greatly and besides figure sculptures
of cult deities @nd other objects, terracotta now came to

decorate arc:hitectux:e,1 wherein it found the most vent,

Terracotta pieces also appear to have been the earliest
specimens of Bengal's plastic art.2 Up to the end of the Gupta
period (6th century), Bengal terracotta art was related to the
art movement of northern India and amply betrays classical and
hieratic trends.3 The oldest finds in Bengal assignable to
the éuhga period have come from Pokharna (Bankura), Tamluk
(Midnapore) and Mahasthan (Bogra) and represent characteris-
tically female figurines.4 The post-Gupta terracotta art of
Bengal is mostly represented by the architectural reliefs of
the Devas and the Palas of eastern and northern Bengal respec-—
tively. The plaques depict folk life similar to their lithic
counterparts in Bengal style and represent Bengal folk-art

"at it best".s However, the art tradition is not known to have

1
ASIR' VO].. XI, 22. C1 L] {3. 42; ASIAR, 1907"08’ p. 96;
ASIAR’ 1§08-09’ p. 6.

2@_, vol. I’ Ope. Cit., Pe 520.

35.&. Saraswati, Early Sculpture of Bengal, op. cit.,
pP. 109,
4

@, VO].. I, 9.20 Cit.’ ppo 520"21Q

SSahanara Hussain, op. cit., p. 64,
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continued beyond the 10th century.1 "But terracotta was

taken up again extensively for the mosgues and mausoleums of
the Sultanate period - not in the bold vigorous Paharpur

style, but sharp-edged in neat shallow relief, closer to

Pala-Sena stone carving or Middle Eastern Stucca."z

1
David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal", op. cit., p. 244,

2
David McCutchion, Late Mediaeval Temples of Bengal,
op. cit. , p. 13,




CHAPTFR III

TERRACOTTA IN THE SULTANI ARCHITECTURE OF BENGAL

A. Early Phase (1204-1341 A.D.)

The victory of Muhammad Bakht-yar Khalji at Nudia in 12041
is an epoch-making event both in the history of Islam and of
Bengal. It marked the farthest expansion of the Muslim dominion
in India in the easterly direction; while for Bengal, it meant
a cultural change of great import. Bengal, which in the past
was surcharged with Hindu=Buddhist spirit, now came to feel the
impact of Islam in the various aspects of her life. But this
influence was not a one-way traffic, as real life situations did
not permit it to be so. Hence arose the need of 'give and take'
between the conguerors and the conquered. 3Such a co-operation
was indispensable even in hostile circumstances and was physi-
cally expressed in the field of architecture which "is a social
product demanding the co-ordinate effort of peoples divergent

in beliefs, customs and manners, often at war with one another.“2

The history of Muslim architecture in Bengal is coeval with
their conquest of the country. During the initial phase, Muslim
rule remained confined to the north-west part of Bengal with the

lA. H. Dani, "Date of Bakht-yar's Raid on Nadiya®, IHQ,
xxx(1954), p. 145. Recently, Abdul Karim has attempted at
re-fixing the date of Nudia conguest to 1205. See Journal of
the Asiatic Society of Bangladesh, XXIV-VI (1979-817, pp. 1-10.

ZA. H. Dani, MAB (Dacca: Asiatic Society of Pakistan, 1961),
Pu Lo
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towns of Lakhnauti.1 Devkot2 and Mahisantosh3 as the principal

centres of its activities.4 It is only natural that the Muslim
conquerors provided themselves with buildings of various
purposes such as mosques for prayers, barracks for soldiers,
quarters for dwelling and a host of other ancillary structures
related to administrative functions, But surprisingly enough,
no Muslim monuments from these places have survived to enligh-
ten us about the nature of Muslim architecture and its decora-
tion for about a hundred years from the conquest.5 There are,
however, ample literary references which prove that brisk
building activities were afoot during these initial years of
Muslim rule in Bengal, Minhaj writes, "After Muhammad-i-Bakht-
yar possessed himself of that territory (Rae Lakhmaniah's), he
left the cityof Mudia@ in desolation and the place which is
(now)Lakhnawati he made the seat of Government, He brought the
different parts of the territory under his sway, and instituted
therein, in every part, the reading of the khutba, and the
coining of money, and, through his praiseworthy endeavours and

those of his amirs, masjids, colleges and monasteries were

lcaug in Malda district, West Bengal; but a part of its
suburb, Firuzpur, is now in Bangladesh.

zuodern Bangarh in Balurghat Police Station, West Dinajpur
district, west Bengal.

3Mahisantosh in Rajshahi district, Bangladesh,
4

Abdul Karim, §g§§§§7§1§;g§*_gg_§gn351 (Dacca: The Asilatic
Society of Pakistan, s Pe .

5Cf. ASIR, XV (Calcutta: The Superintendent of Govt,
Printing, 1§82§, p. 49.
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founded in those places."l Sultan Ghiyath al-Din, 'Iwad Khalji
(1212-27) was a great builder and built the fortress of Basan-
Kot,z and founded "Jami’ and other masjids".3 He 1s also known
to have built a beautiful mosque, a college and a caravansarai
at Lakhnauti,* Minhaj himself saw the edifices built by Sultan
Ghiyath al-Din 'Iwad Khalji in the year 1243.° He also mentions
about the gate of the Lakhnauti city. Barani reports about the
city and palace of the rebel governor ?uggril.s As for the
building activities of the Muslim rulers of Bengal, particularly
from the time of Rukn al-Din Kayka'us (1291-1300), stronger

and surer evidences are available, A large number of inscrip-

tions7 recording the erection or repair of mosques, madrasahs,

lggbaqét-i-ﬂﬁsiri, vol, I, trans, by H,G, Raverty, (Indian
Reprint, New Delhi: Orient Books Reprint Corporation, 1970),
pPpPe. 559-60,

2Ibid., pPe 582, The location of the_ fort was at Laghnauti.
See Abdul Karim, B%hgéﬁr Itihas (Sultani Amal) (Dacca: Bangla
Academy, 1977), p. . '

3Tabaq§t—i-Négir;, ope cit., pe 583,

4N.N. Law, Prgmotign of Learning in India during Muhammadan
Rule (Indian Reprint, elhi: Idarah-i-Adabiyati Delli, 1 ’
pe 106,

s?abagit-i-ﬂégigi, ops cit., pe 584,

©rarikh-i-Firuz Shahi (Bibliotheca Indica Series, 1862),
Pe 19,

7The oldest Muslim inscription in Bengal dated 1st Maharram
647 A.H, (16th April, 1249 A,D,) records the erection of a
mosqgue by order of Sultan Shams al-Din Iltutmish, which was _
subsequently renovated during the reign of Sultan Nasir al-Pin
Mahmud and under the governorship of Malik Jaldl al-Din Mas'ud
Jani and was found in Gangarampur in Malda district, See JASB,
{N.S.) V (1909)' pp. 54-55; ASIR, VO].. XV, %. _(_:-!-_t_.’ pp. 4
and 171, P1, XXI).
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bridges and other structures have been discovered in different
parts of Bengal.1 The religious structures were built as marks
of piety by the Sultans and their amirs and those of a mundane
character in ful filment of their duty to the subject people,
But most of these early structures are now a mere memory of

the past, not even surviving in identifiable ruins,

The earliest Muslim monuments in Bengal are located in
Hooghly conquered at the close of the 13th canturyz_by two
personalities, Zafar Khén Ghazi> (1298-1313) and Shah Safi
al~D§.n.4 At Tribeni, there now stand the tomb and mosque of
Zafar Khan Ghazi, the latter dated éga A H, (1298 A.n.)s, while
survivals atChhota Pédndud consist of the Bari Masjid (c. 1300)

and a minaret close by, Though they are almost in ruins and

some of them have been much altered in later times, they still

lsee H, Creighton, Ruins cf Gaur (London: Black, Parbary
& Allen, 1817) J.,H, Ravenshaw, Gaur, Its Ruins and Inscriptions
(Londons Kegan Paul & Co,, 1878} Abid - Ali, Memoirs of Gaur an
Pandua (Calcutta: Bengal Sacretariat Book Depot 1§§5); A H,
Dani, Bib11§9£32h2 of the Muslim Inscriptions of 8enga§ (Dacca:
Asiatic Society of Pakistan, 1 ; S« Ahmed, Inscriptions of
-

Bengal, vol, IV (Rajshahi; Varendra Research Museum, 19

E%J vol, II e by J.N, Sarkar (Daccas University of
Dacca, 1948), p. %3.

33pHS, IV (1956), pp. 198-202,

‘EASB, 1870, pp. 121-25; Abdul Karim, Social History of

Bengal, op. cit., ppe 116-17,

‘SA., H, Dani, BMIB, Ol m" pe 6, No. 7e
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have enough to tell us about the nature of Muslim architecture
in Bengal in the late 13th and early 14th centuries, These
monuments speak alike of the use of older materials, particu=-
larly stone members, and their adaptation by the Muslims for
their purpose.1 In constructional technigue, these buildings
show compromise with local traditions; in the details of
material equipment, they draw fully upon the treasures of the
conquered people, In fact, "these buildings are an epitome
of the then architectural achlevements of the Bengalis placed
at the service of the Muslim coﬁquerors."z These buildihgs
also contain the rudiments of terracotta ornamentation, the
traditional art of Bengal, which became so popular with Muslim

builders and developed to amazing perfection in later times.

%gg ﬂg%gu¥ of zafar Khan Ghagzi
PGI'.3 ’
Of the Muslim architectural remains in Bengal, the oldest

surviving® is the Mosque of Zafar Khdn Ghazi at Tribeni,

1The sculptured stone pieces with figures of Hindu divini-
ties used in the plinth of che tomb of Zafar Khan ghazi have
been mutilated and thereby made useable in the structure, This
practice of re-modelling Hindu materials for Muslim use appears
to have continued throughout the Sultani period, Even some
monuments of the Mughals in Bengal such as the Kumdrpur tomb
(ce 1655-56) and the Jahanadb3dd tomb (c., late 17th century) in
Rajshahi district bear evidence of such re-conditioning, See
A.B,M, Husain, "Kumarpur Tomb", JVRM, I (1972), pp. 84-88;
"Jahanabad Tomb", JVRM, 3 (1974), pp. 79-~82,

gA. H, Dani, MAB, op. cit., pPs 35,

SM. M, Chakravarti, "Pre-Mughal Mosques in Bengal®,

JASB, (N,S,), VI (1910), p. 23,
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According to an 1nscription,1

the mosque was built in A,H, 698
(1298 A,D,), It is the first available example of the "brick-
and-gstone style"2 introduced by the Muslims in Bengal in place
of the traditional Hindu practice of laying rectangular-cut
stones, one upon the other, without mortar, Originally planned
by the Muslims, the mosque represents the style that developed
in Bengal during the century preceding its building, It
measures 76' 9" by 34* 7" externally and consists of walls
having brick core and stone facing. The material for the mosque
was collected from pre-existing structures., It is entered
through five arched entrances in the east faqade and two each
in the south and north walls, The eastern fagade is unique
with its hexagonal piers, which recall the thick brick piers
associated with brick style, Corresponding to the arched
entrances in the east wall, there are five stone mihrabs in
western wall, The mihrabs open under mul ti-foil cusped arch
supported on ornamental stone pillars, The interior of the
mosque is divided into two long aisles and five deep bays of
equal size by four stone pillars running longitudinally across
the middle, The ten spaces thus created are roofed over by
domes supported on arches carried by pillars, The structure

thus illustrates a type of multi-domed mosque in which the number

1A. H, Dani, BMIB, ops Citsy pe 6, Noe 7.

%\. H. Dani, MAB, op. cit., pe 42.
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of doors in the east wall equals the number of mihrabs in the
back wall, and the domes over the roof equal the number of front

doors multiplied by the doors on the sides.,

The bay at each end of the mosque in line with the stone
pillars across the middle has been closed by a wall rising up
to the arch springing, These bay walls are the only parts of
the mosque built entirely of brick and show on their eastern
face elaborate terracotta ornamentation, Both Danil and Hasanz
have mis-stated the location of the terracotta ornamentation
in this mosque as being in the gibla wall, which is completely
faced with stone, The bay wall of the south end is in fair
state of preservation, Its entire eastern surface has been

composed into small panels flanking a larger one at the centre,

Bach of these panels contains ornamentation in terracotta,

The central panel. Rectangular in shape with the long

arms placed upright and very richly decorated, the terracotta
frame of the central panel rcsolves into two vertical halves
by means of two big rosettesjplaced on the frame within square
borders which are impressed with strip motifs, The lower half
depicts a swinging creeper consisting of luxuriant leafage;

the creeper rises above @ blown lotus at the bottom., The

1A. H, Dani, MAB, op. cit., p. 43,
25. M, Hasan, sque Architecture of Pre-Mughal Bengal
(Daccas University Press Limited, 1 y Ps 129,
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Composition is held within a strip motif running around, The
lateral arms of the upper half of the frame show two half-arch
motifs with finial, one placed above the other with contours
opposite and in the thick of terracotta shrubs and foliage.
Here also the strip motif runs around the composition, The
upper part of the frame has disappeared, but at the present
state of existence, consists of an ornamental lintel embossed

with six terracotta rosettes, ornately executed,

Inside the rectangular frame occurs a multi-foil cusped
arch with an elongated finial, The soffit of the arch simu-
lates the curves of the arch and is decorated with intersecting
terracotta creepers, The arch is supported on two heavy
faceted pillars with intermittant ornamental bands, It appears
that the bands themselves and the spaces between them originally
contained terracotta ornamentation, traces of which survive
at places, The topmost band in each pillar retains its deco-
ration somewhat faintly, Itself built of graduated mouldings
with friezes of strip motif impressed on the face, the band is
sandwitched between a foliage pattern above and hanging motifs
below, The hanging motifs are of the shape of beaded pendants
with a chain above and are akin to those in the mihrdb pillars
of the Bagha Mosque (1523) in Rajshahi district, The middle
band is now bare except showing a leaf pattern on its upper
tier., Above the lowest band, the facets of the pillars show

an ornamental merlon motif in projection similar with the ones
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in the Bagha Mosque (1523) and the Kusumba Mosque (1558), both
in Rajshahi district, The merlons depict terracotta plants
impressed'on them, Enclosed within the arch is a shallow flat
recess decorated with a single terracotta creeper, This
spiralling creeper embraces the entire space around with shoots
burgeoning from its stem as it moves upward towards the arch
apex, This composition consists of twenty six terracotta
pieces each measuring 5" square, The arch spandrels are
embossed with two prominent terracotta rosettes flanking the
finial, The space between the rosettes is filled by up-going

vegetal elements,

The side panels., The central panel is flanked on either
side by two oblong panelled terracotta frames arranged verti-
cally, These frames are also divided into two halves, the
lower and the upper, by two cross motifs formed of tri-lobed
leaves,‘each set within square borders, a little sunken, Each
half again contains four smaller terrascotta panels. All these
panels show @ mul ti-foil arch with finlal and a luxuriant plant
motif inside, Even the spandrels are also filled in with
luscious vegetal elements around the rosettes, The plant
motifs are each different from the other and betray local

origin, some with dense foliage, others bearing flowers,.

The ornamentation of the northern bay wall is unlike the
southern, This wall is almost in ruins and survives in part

only, It is probable that this wall also contained a central
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terracotta psnel with an arched niche inside and flanked on
either side by subsidiary panels, Only parts of the southern
panels survive which show terracotta decoration. The compo-
sition here shows two smaller vertical panels, each containing
@ mul ti-foil arch with finial from the apex of which hangs
down a chain ending in 2 round pendant, The pendant is embo-
ssed with a rosette, Immediately above the roundel, is a
triple-locketed necklace, the middle locket placed in line with
the hanging chain and joined with the roundel below., Under the
roundel is depicted the hunch of a multi-foil pointed arch in
simulation of the one above, The space over the arch hunch is
filled with vegetal motifs around two rosettes, all in terra-

cotta,

General observations, The baeck face of the bay walls is
at present devoid of any ornamentation, except the presence of
some tiny niches in the southern; nor are there indications
which could suggest of there being any decoration in the past,
The very location of the bay walls poses a problem; they are
incongruous with the conventional disposition of the mosgue
interior, Dani appears te have accepted the terracotta ornamen-
tation of the walls as belonging to an early phase of development
of the art when he writes, "Such a natural flow in the decorative
art is hardly seen in the subseguent period."l But a study of

the motifs, the composition of the wall surface and the excellence

1A‘ H’ Dani. m' Q-Eb Cit.’ p- 43.
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of execution of the ornaments would assign the Tribeni mosque
terracottas a much later dating, In fact, the resemblance éf
these ornamental panels with those of the mihradbs in the Bagha
Mosque (1523) and the Kusumba Mosque (1558)1 -- the former
built by 'Ala' al-Din Husain Shah's son Musrat Shdh (1519-31)
and the latter immediately after the Husain Shahi period,
suggests that the terracottas of the Mosque of Zafar Khan Ghazi
are contemporary with those of the latter mosques, This resem-
blance is extremely important in removing the confusion regarding
the date of the present structure.2 While the date of the
mosque is given in its inscription as A,H, 698 (1298 A,D,), the
terracotta resemblance suggests that the mosque was restored

or repaired during the time of 'Al3' al-Din Husain Shah (1493

1519) and that the inner walls with the terracotta ornamentation

1
The mihrab panel of the Kusumba Mosque is executed_in
stone-carving of terracotta imitation of the Husain Shahi
period,

2M,M. Chakravartli thinks that the entire structure is
original (JASB, VI (1910), pp. 23-24), while S,K, Saraswati
refers the present design of the mosque to the later part of
the 15th century on the ground of its mul ti-domed oblong type
(JISOA, IX (1941), pp. 14-15). 1In the opinion of Percy Brown,
the mosque as it now exists was "entirely reconstructed into
its present form at the beginning of the 16th century " (Percy
Brown, Indian Architecture (Islamic Peried) (Bombay: D,B,
Taraporevala Sens & Co, Pvt, Ltd,, 19 s Pe 34), Marshall
thinks the present structure is a "much later"™ construction than
the tomb of Zafar Khan Ghazl (c, 1300) (CHI, vol, III, ®d. by
Sir W, Haig (Ceambridge: University Press, 1928), p. 601), Dani
holds @ mid-way position by saying that "it will be too much
if we attribute the entire structure to a later period"®,
(A, H, Dani, MAB, op. cits, p. 42).
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at the end bays are the works of the time of this great Sul tan,
The inscriptionl of 'Al3' al-Din Husain Shah found in this
mosque no doubt bears testimony to thig, Even without the
inscriptional support, the terracotta panels are sufficient
grounds for ascribing the present structure of the mosque to

the Husain Shahi period (1493-1538),

The Bari Masjid
. 2232}

Of the earliest surviving Muslim remains in Bengel is
another structure, the Bari Masjid at Chhota Pandud, also in
Hooghly, which shows ornamentation in terracotta, The place
is traditionally associated with the name of Sh3dh Safi al-
Din,z the conqueror of the area, who also lies burried there,
There is no inscription in the mosque, nor is one known to have
existed.3 But the mosque is generally dated about 1300 A,D,

on stylistic grounds,

Almost in ruins, the Bari Masjid is a stupendous mul ti-
domed structure built of "small light-red bricks", the arches
being supported on short basalt pillars of Hindu origin.4 It
is the earliest surviving Muslim structure with a pure brick

fabric, Oblong in plan, the mosque measures 231 feet by 42

oM, 1915-16, pp. 10-14.

2pASB, 1870, pp. 123-25.
3M.M. Chakraverti, op, cit., p. 24.

ibid,; A.H, Dani, MAB, op. cit., p. 48,
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feet, the long walls facing the west. The east wall contains
twenty-one arched doorways, and the sides on the north and the
south, three each, The interior of the mosque dissolves into
three longitudinal aisles and twenty-one short bays, marked

at their intersections with stone pillars., Consequently, there
are sixty three small domes roofing the structure, The domes
rest directly on the brick arches below and at the corners on
corbelled pendentives built in horizontal courses with the
successive upper course projecting outward=- a very ornate
composition, This technigue of building up corners of the dome
base subsequently developed into a fantastically beautiful

feature of the Sultdni architecture of Bengal.

Exterior decoration. The mosque appears to have originally

contained rich terracotta decoration, but at the present ruinous
condition, most of it has disappeared. "At the time of
Cunningham's visit to the mosque, the outer face of the front
wall was profusely ornamented with small patterns in carved
brick“.l A photographz of the mosque taken in 1903-04 shows
projected terracotta panels in its eastern fagade, The panels
are rectangular in shape and are placed between the arched
doorways above the level of the arch springing, Each panel is

enclosed within slightly raised borders decorated with net

IA. H, Dani, MAB, op. cit., p. 48.

zBenga; Photographs, vol, I, 1903-04, negative No, 39.
(Preserved with the Archaeological Survey of India, New Delhi).
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pattern, 1Inside, occurs a multi-foil decorative arch with an
elongated finial resembling vase motif, From the arch apex
hangs a chain ending in an ornamental pendant whose decoratien
appears indistinct, Above the arch, each spandrel is embossed
with a small rosette. These decorative terracotta panels not
only relieved the monotony of the wall fagade, but greatly
added to its charm for the viewer, Such ornamental compositions
imply a long past development whose examples are unfortunately
lost to us, It is significant to note that even in this ear-
liest example of the Muslim architecture in Bengal, due atten-
tion was given to the exterior decoration of the building which

became richer with the passage of time,

Interior decoration.l The decoration of the interior of
the mosque was just as well executed in terracotta and remained
confined to the mihr@b panels in the west wall, Every mihrab
arch is enclosed within a slightly projected rectangular panel
having broad borders, The borders all round are decorated
with a continuous interlocking terracotta pattern set between
double brick lines, the inner ones thin and a little projected,
while the outer ones broad and slightly sunken, The decorative
pattern breaks into a rounded form of English capital letter E

placed back to back as the basis, The mihrab arches are of

lror the interior view of the mosque, see JASB, XXXIX,
Pt. I (1870), Pls., VIII & IX.
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mul ti-foil cusped shape and are supported on highly ornamented
stone pillars of Hindu origin, These faceted pillars contain
three close-spaced mouldings at the top, below which each
facet shows a twisted tassel hung from a tessellated garland,
The spandrels of the brick arches are embossed with terracotta
rosettes, one in each., Above the spandrels, there are two
horizontal brick mouldings with a sunken space between, which
shows faint traces of past decoration with terracotta motifs.
The face of the lower moulding is impressed with a frieze of
terracotta logzenge set between two raised thin lines, The
terracotta ornamentation of the central mihrab panel is the
most attractive., Besides all other motifs shared in common with
the side mihrab panels, it has a double arch over the mihrab
niche, the lower cinquefoil and the upper of mul ti-foll shape,
having added ornamentation with floriated cusps, The upper
arch is supported on jar-shaped pillars having square capitals.
The space between the arches is filled in with two different
designs in terracotta: at the base is an interlocking pattern
similar with that on the panel borders, and above, there is a

net pattern consisting of intersecting diagonals,

The mihrab niches are semi-circular is shape and recessed
into the wall masonry, BEvery niche is divided into five ver-
tical registers by means of raised mouldings running horizontally,
These mouldings are impressed with terracotta lozenge, Each

register shows a single decorative terracotta motif, From the
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bottom, these are arched recesses, each with a rosette
inside, leafy scrolls, net pattern, blind merlon and mul ti-

foil arch with hanging motif,
L]

General observations. The terracotta ornamentation in
the Bari Masjid represents the earliest phase of the art in
the Muslim architecture of Bengal., Significantly enough, the
ornamental motifs in this mosque constitute mostly abstract
themes as against preponderance of vegetal elements in the
Muslim terracottas of later times, Historically, these terra-
cottas are the faithful products of @ period when the Muslim
conquerors of Bengal were yet to adapt themselves to local
environment and looked back to their Central Asian heritage
for inspiration and guidance, But the influence of the local
art could not altogether be escaped, nor was it practicable.
Local art motifs such as the multi-foll arch, the leafy scroll,
the hanging pendant etc, were used in the Bari Masjid terra-
cottas, perhaps,because of their somewhat abstract nature,
Besides, the task of executing the ornamentation was laid on
the local artists who were traditionally trained in rendering
figure motifs and had little knowledge of abstract ones., The
Bari Masjid terracottas, therefore, also constitute the initial
exercise on the part of the local craftsmen with purely abs-
tract motifs and in this they fared no less successfully than

with their traditional themes, But with the passage of time
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and conditioning of the Muslim rule in Bengal, the local motifs
made further headway into Muslim art as is evidenced in the

monuments of the Early Ilyas Shahi period,

The engrailing of the brick arches, which is also an
ornamental element, appears in the Bari Masjid for the first
time in Bengal, Danil is not correct when he traces the origin
of this decorative feature in the Adina Mosque (1375) which is
@ much later product. Another significant feature of the
terracotta ornamentation in this mosque is the application of
decorative panels both inside and outside, This scheme of
decoration is a traditional Muslim practice in India and outside
and developed to picturesque composition in the Sul@éni MO Nl

ments of subsequent times,

Al though the earliest of their kind in the Muslim archi-
tecture of Bengal, the Bari Masjid terracottas reveal progressive
craftsmanship in their making and execution, Characteristic of
Muslim relief art, they are shallow in nature and sharp in
contour; so much so, that their difference from the traditional
Hindu-Buddhistic sculptural work is evident at the first sight.
Even though the task may have been largely executed by local
craftsmen, the supervision of the ﬁork, in all probability, came

from the immigrant-artists from the Central Asian lands with

1a. H, Dani, MAB, op, cit., p. 15.
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which the Muslim society in Bengal appears to have had conti-
nuous link during the pre-Sultani period,

Be IThe Period of the Early Ilyas Shahis (1342-1414 A,D,)

The foundation of the Ilyas Shahi rule in Bengal was an
event of great political and culturasl import in the history
of the country, Haji Ilyds, a new comer to Bengal, was helped
to the throne of'Lakhnauti in 13421 under the title of Shams
al-Din Ilyas Shah by the local people, the Hindu Zamindirs and
Muslim nobility whose interest he supported.2 Ilyas Shah
brought the three regions of Lakhnauti, Satgaon and Sunadrgaon
under his control and was the first independent Muslim Sul tan
to rule over the United Kingdom of Bengal.3 The might of his
power was even felt outside.4 But the assumption of sovereign
power by Ilyas Shah, who ended the last vestige of Tughlug
suzerainty over Bengal, did not go unchallenged from Delhi,
Firuz Shah led repeated attacks on Bengal to chastise the Ilyas
shadhi rulers who successfully defended their independence with
the support of the local people, This heroic defence is nowhere

better expressed than in the bold architectural style that

lus, vol. II, op. cits, p. 103.

2Abdul Karim, Social History of Bengal, op. cite., p. 28,

31pid.; cf. A. H, Dani, "Shamsuddin Ilyas Shah, Shah-i-

Bangala™, in Essays Presented to Sir Jadunath Sarker (Hoshiarpur:
Punjab University, 38) , PDe -58,

4_1"‘.2_’ VO].. II’ 92. Citt’ pp. 103"‘05g
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developed in this period, incorporating at the same time a spirit
of the new kingdom of Islam in Bengal., This style also gave

full expression to the local genius, as it was on the support

of the local people that the kingdom could withstand the attacks
from Delhi, Thus the Muslim architecture in Bengal took a new
form and started getting acclimatized in the deltaic soil and

climate.1

Despite cessation of relationship with Delhi, the rulers of
the period appear to have maintained cultural link with Persia
as the invitatlon® of the Sultdn Ghiydth al-Din Azam Sh3h to the
Persian poet Hafiz indicates. In the circumstances, it may be
supposed that cultural influences from Persia kept flowing into

Bengal unhindered.

The monumental remains of the early Ilyas Shahi period
survive in meagre quantity3 both at the capital city of Hazrat

pandua?d and outside. The latter consists of a mosque at Molla

lohe Museum Journal, Peshawar, IV, No. I (1952), pp. 37ff.

Abid Ali, op. cit., pp. 25-27; HB, vol. II, 9p. clts,

PPe 117.

30f the six Sultans of the period, building inscriptions of
only three have been found so far, those too being few in number,
See for texts, S, Ahmed, gp. cit., pp. 31-43,

4the word ‘Hazrat Pandua' is used to distinguish this town
in Malda district from Chhota Pandua in Hooghly district. (Cf.
ASIR, vol. XV, p. 46). The capital was actually established by
"Ala' al-Din 'Ali Shdh in 1338 after his revolt and assumption of
independence. (HB, vol, II, op. cit., pp. 81=-82).



146

Simla in . Hooghly dated A,H., 777 (1375 A,D.,), according to

an inscription now fixed on the adjacent tomb of Shah Anwar Kuli,
and the tomb of Ghiydth al-Din A'zam Shah (d. 1410) at Sunargaon
in Dacca district., The mosque at Molla Simla suffered repairs

@ number of timesl and has totally lost its original character.
Of the tomb of Ghiyath al-Din Azam Shdh, only the stone sarco-
phagus exists with rich carving on its surface, The surviving
monuments at the capital consists of the Adina Mosque (1375)

and the tomb of Sikandar ghah (d, 1332) attached to the western
wall of the mosque, The tomb is almost in ruins and consists

of a brick-built square structure of 42 féetrinternally and was
once roofed by nine small domes supported on four stone pillars.
The high podium on which it stood contains triple mouldings on
ﬁhe plinth wherein are seen the remnants of terracotta that once
decorated it, These decorations are of no particular interest
and merely repeat the motifs that occur in the Adina lMosque.

It is the Adins Mosque per se that represents the style of archi-

tecture and ornamentation evolved under the Ilyas §Q§hi rule,

The ornamentation of the early Ilyds $hdhi monuments was

done both in stone carving and terracotta. The detalled orna-

mentation of the Adina Mosque at the mihrab panels, door frames

1
JISOA, IX (1941), p. 22,
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and the cornice of the Badshakka~Takht affords the finest

examples of stone carving that the master masons of Bengal were
capable of achieving in stone, A significant feature of these
carvings is the stylization of originally Hindu motifs to suit
the taste of the Muslim masters, It is, however, the terracotta
decoration in the mosque which draws the most attention, The
terracotta artists of Bengal found here for the first time an
opportunity to play their skill independently in a Muslim monu-
ment and in their overfondness for decoration, introduced a
scheme of folk-art in this mosque. éﬁe motifs of the ornamenta-
tion included a world of varieties, from geometrical patterns to
vegetal élements, which the fancy of the artists could conceive
of and in the execution of which they have fairly succeeded.

The places of application of the ornamental terracottas were the
tympanums of the stone-mihr3b arches and the outer surface of the
back wall., But the terracottas appear incongruous with the

" stone-faced walls of the mosque. The synthesis of the terracotta
ornamentation with the structural masonry was achieved in the

architecture of the next period,

The Adina Mosque
(Pls., III-X:1l)

The Adina Mosque at Hazrat Pandud is one of the most ambitious

architectural projects ever essayed in Eastern India.l According

‘cur, vol. IXI, gop. cit., p. 602.
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to an inscription; fixed in the west wall of the mosque, it was

built in Rajab 776 A,H, (1375 A.D.), by Sikandar Shah, son of
Ilyas shah, It is the earliest example of the mul ti-domed oblong
type of mosque in Bengal with a central vaulted nave.2 Though
almost in ruins, the Adina Mosque is the most remarkable surviving
example of Muslim architecture of Bengal of late 14th century,
Original in design and construction, the mosque is far in advance
of the type hitherto built in Bengal, It is a vast rectangular
structure measuring externally 507% feet from north to south and
285% feet from east to west. The nucleus of the mosque is a
central courtyard measuring 400 feet long by 150 feet wide, with
pillared cloisters on all four sides, that on the west being five
bays deep, while those on the north, east and south are each
three bays deep. Around the courtyard,runs a screen of arches,
88 in all, and surmounted by a horizontal parapet 22 feet above
the ground level. The structure was crowned by 306 domes, one
over each bay., The screen of arches around the courtyard sprang
from plers as against pillars in the past, thus giving rise to a

system of arched fagade in Bengal. The western cloister being the

ls. Ahmed,op. cit., pp. 35-38. S. Ahmed reads the date as
6th Rajab, 770 A,H., while Dani corrects the reading as the month
of Rajab, 776 A,H, (See A H., Dani, MAB, op. cits, Pe 55, f.n.5).

ZThe only other mosques in Bengal with a central vault are
the Gunmant Mosque at Gaur (early 16th century) and the Jamif
Masjid at 01d Malda (1596),
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main prayer hall has received special attention, A broad

vaul ted transept cuts it into two equal halves, each consisting
of 18 rows of arches having . corresponding mihrab niches

in the west wall., But the symmetry of the northern part has been
broken with a raised platform, commonly known as the Badshdhka-
Lakht, placed across the five western bays of the three aisles,

only three bays north of the transept.

Entrance to the mosque was provided through three insig-
nificant bays in the south-eastern corner, There are three more
doorways in the western cloister towards its nerthern end, two
of which lead into an upper platform "called by the name of
Sikandar's Chamber™, The outside wall of the north, east and
south cloisters was furnished with small windows "highly deco-

rated with carved tiles disposed in arches“.l

The entire compo-
siﬁion of the mosque was encircled by a wall built of brick core
and faced with stone, except the upper part of the western wall
outside. The outer front of the west wall shows rectangular
projection of the central mihrdb, It is the best preserved part

of the building and is highly ornamented.

Though the individual parts of the building are "well
proportioned and pleasing",2 the Adina Mosque as a symmetrical

composition is disappointing.3 The absence of a grand gateway

labia A11, op. cit., p. 127.

29&;, vol. III, op. cit., p. 602.
"Ibid,; ASIR, vol., XV, op. cit., p. 90; Percy Brown,
Op. cit., p. 34.
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in the east wall to balance the central nave of the west wing,
the inordinate length of the aisles compared to their height and
that of the nave vault and the stunted domes crowning the buil-
ding have marred the aesthetics of the mosque. The causes for
these defects in the mosgque structure could be identified in the
inexperience of the Bengali masons to translate into architecture
the new concept that the mosgue represented and also in the then
unsettled political‘cohdition,cf the country, Thus the grand
mosque of bold conception is architecturally a failure and "was
the first and last of its kind" in Bengal.l In respect of orna-
mentation, the mosque embodies the finest examples of stone
carving seen in the mihrab panels, door frames and the cornice

of the Badshah-ka-takht. But the terracottas of the mosque mark

a new phase in the evolution of Muslim terracotta art in Bengal.

Exterior decoration, The outer face of the west wall up to

@ height of 11 feet is covered with stone slabs. The wall surface
above this shows brick masonry and it is here that the terracotta
artists found space to display their art., Each mihrab panel of
the mosque is responded exteriorly by a rectangular projection
along the entire wall height, This has produced vertical offsets
and recessed chases giving the fagade the charm of interplay of
light and shade., A brick string-course running horizontally cuts

1
A, H, Dani, MAB, op. cit., p. 62.

s
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the wall height into two halves (P1. III:1), It shows a number

of registers decorated with terracotta motifs. The lowest
register depicts several decorative patterns, viz., the beaded
necklace with four-petalled flowers and vegetal elements within
interspersed with tassels, the interlocking, scrolling creepers
with rosettes in the convolutions, plant motifs inside rectan-
gular frames and jali design., The ones above show wavy creepers,
knotty abstract patterns, intersecting scrolls and stepped designs,
all in terracotta rellef, These terracotta friezes are each

separated from the other by thin horizontal mouldings.

Above the string-course, both the offsets and recesses of
the wall surface are decorated with ornamental terracotta panels
(Pl. IIX;2)., Bach recess shows a multi-foil arch from the apex
of which hangs a chain ending in a decorated pendant, The pendants
are of different shapes, some resembling round vase, while others
are rectangular, The face of each pendant is impressed with
delicate vegetal elements, The arch soffits also depict vegetal
motifs, while the spandrels show rosettes and lotuses, The mul ti-
foil arch is capped with a decorative terracotta finial. It is,
however, the projected panels on the offsets of the wall that show
rich terracotta decoration, Each offset shows a rectangular panel
jutting out from the wall surface., Each panel is contained within
ornamental méuldings below and above, These mouldings show lozenge
frieze, inverted and regular lotus petals, billets and a triangular

pattern impressed on their face. Below the lower moulding, runs
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a frieze of beaded necklaces each with: a rosette inside, while
an ornamental tassel occurs in between. The frame of the panel
is decorated with an interlocking geometric pattern, Inside
the frame, occurs a mul ti-foil arch with two blown terracotta
rosettes in the spandrels, From the arch apex hangs a chain
ending in a pendant impressed with vegetal shoots, Some of the
pendants are surrounded by scrolling creepers, while others show
@ cross-petal design all around, Between the frame: and the
upper moulding can be seen, in some instances, a frieze of geo=-
metric interlacing, in others, a beaded necklace-and-tassel
design also in terracotta. The composition of the panels is

surmounted by a row of merlons depicting terracotta plant motifs,

The double cornice and the parapet of the mosque are hori-
zontal. The space between the cornice bands is filled with a
row of arched niches showing geometric and plant motifs., DBelow
the cornice bands,runs a continuous frieze of interlocking pattern

and jali work in terracotta relief,

The projection of the centrsl mihrab panel outside shows
three ornamental parallel panels on its face, These panels
contain elaborate terracotta decoration, The central panel shows
an arched niche inside, The arch is supported on ornamental
pillars, There is the usual hanging motif inside the niche. The
arch soffit is impressed with two spiralling creepers rising from
the arch springing and running towards the arch apex. Below the

central panel, is a frieze of beaded necklace-and-tassel similar
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with the ones seen in the wall panels., The panel is surmounted
by a row of blind merlons depicting terracotta plants., The
flanking panels are similar in decoration, except that they
contain no pillars supporting the arch and there is no niche
inside,

Interior decoration. It is, however, inside the mosque, in
the brick tympanums of the mihradb arches that the best specimens
of terracotta ornamentation appear in this structure (Pl. IV:l).

1 has guestioned the selection of these areas for the

Cuhningham
execution of terracotta decoration, for when the domes were
standing, the tympanums must have been enveloped by sombre dark-
ness, Dani, however, defends the artists by saying that "that

the brick surface should remain undecorated, was unthinkable to

the Bengali architect., It was his overfondness for decoration

and his desire to introduce folk~art in this great mosque that

the tympanums of the arches were reserved for it.“z The terracotta
designs executed in the tympanums are of bewildering variety.

They reveal the skill of the Bengali artists in moulding clay

into various floral, vegetal and geometric patterns according to
the taste of the time., The arrangement of different designs in

as many as twenty-eight tympanums bears witness tc the resource-

fulness of the terracotta artists, A description of some of the

J'ASIR, vol. XV, op. cit., pe. 9l.

%&. H, Dani, MAB, op. cit., pe 68.
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tympanums is given below to show the extent of variety of motifs
employed in the designs,

Plate IV:2 shows the sixth tympanum from the south and
depicts a typical terracotta weave pattern consisting of vertical
and horizontal bars and intersecting diagonals so commonly seen
in the wood and wattle fences of Bengal village huts, The
composition occurs within a decofative engrailing impressed Qith
delicate vegetal shoots. The design is further enlivened by a
jar-pendant hung from a chain from the arch apex above, VThe
pendént is held within a square tablet depicting terracotta leaves
and flowers of delicate execution. The interstices within the
intersecting diagonals and bars also show vegetal shoots, There
are fraces éf an araﬁesque frieze running horizontally below the

geometric composition of the tympanum.

Plate Vil represents the seventh tympanum from the south and
shows a varied composition of ornamental terracotta., At the
bottom, are thin mouldings impressed with arabesque and jali-
work, above which is seen a row of niches, each separated from
the other by an ornamental vertical bar, The niches depict
shrubs, twigs and an interlacing pattern, The main composition
consists of horizontal lines and intersecting diagonals, the
crevices being filled in with rosettes, There is the ornamental
arch engrailing above the composition from whose apex hangs a
floriated pendant by means of a chain, The pendant is embossed

with a design created by two creepers rising from the same base
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and then spreading upward to meet again in the shape of coiling
tips. The pendant is surrounded with vegetal shoots,

Plate V:2 represents the ninth tympanum from the south, It
depicts a succession of arches with receding contours from the
top. The soffits are depicted with geometric interlacings,
arabesques and vegetal elements bearing fruits., Between the
contours of the arches also occury a diamond frieme., Within the
innermost arch, as many as eight rows of step motif arranged in
dimimutive scale upwards have been carved, The composition of
the lower part of the tympanum shows three horizontal rows of
terracotta decoration; the lowest consists of a frieze of cross-
-petals, the middle shows vegetal elements, while the topmost
contains plant and vegetal shoots punctuated by vase motifs,

There is the ornamental arch engrailing above.

Plate VI:l depicts the tympanum of the twelfth mihrab arch
from the south, It shows a succession of three arches in dimi-
nutive scale, The soffits depict arabesques of very complex
formation, The lines separating the arch contours are impressed
with four-petalled flowers and vegetal elements, A very ornate
pendant hangs from the arch apex. The pendant is of rectangular
shape and is bedecked with minute vegetal shoots around a blown
lotus, Below the pendant, there are three horizontal rows of

terracotta ornamentation, The middle row depicts a complex
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geometric interlacing, while the other two show arabesque
designs, The arch engrailing is decorated with a spiralling

creeper,

Plate VI:2 represents the tympanum of the fourteenth mihrab
arch from the south, The terracotta composition of the tympanum
is here arranged into two vertical parts, The lower part depicts
a row of trifoil arch motif supported by ornamental pillars,

The pillars have bowl-shaped capitals and show spherical bulge
in the middle. The bulge is decorated with jali work, while the
mouldings of the capital are impressed with diamonds, Under

each arch occurs a plant having a serpentine stem, The upper
part is decorated with successive rows of rosettes., There is the
usual ornate pendant, The soffit of the arch engrailing depicts
a continmuous scroll with a rosette in each convolution, The
entire composition develops above & series of thin mouldings
impressed with merlons, creeper frieze and lozenge, all in terra-

cotta relief.

Plate VII:1 represents the seventeenth tympanum from the
south, The composition of the terracotta decoration has been
arranged here between two ornamental mouldings below and double
arches above, The lower moulding depicts plant motifs with
outspread leaves and the upper the necklace-and-tassel design.
Each necklace contains a rosette inside. The soffit of the inner
arch shows an arabesque design with four-petalled flowers filling

in the crevices. The upper arch soffit is decorated with
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engrailing, The inside decoration of the tympanum consists of
terracotta jali work, The chain carrying the pendant here shows
@ lotus stalk on either side ending in an inverted petal. The

pendant is ornamented with an interlacing design,

Plate VIIs2 illustrates the terracotta decoration of the
eighteenth tympanum from the south, It shows a succession of
arches with receding contours, The composition is bounded within
an engrailing above and a double ornamental frieze below., The
engrailing depicté a swinging creeper, The lower frieze shows
four horizontal rows of lozenge, while the upper contains a complex
interlacing of creepers. The soffit of the inner arch shows a
scroll with a rosette in each convolution. The middle arch soffit
depicts a8 hanging pattern of fruits and leaves. The topmost
soffit illustrates an intersecting scroll pattern., The composi-
tion within the arches consists of an interlocking pattern that
first occurred in the mihrab panels of the Bari Masjid (c., 1300)
at Chhota Pandua in Hooghly. The hanging motif here is deplcted
inside an arched niche, Flanking the niche are two terracotta
plants, the entire composition being set within a rectangular panel

bordered by double rows of cross-—petals.

Plate VIII:1l depicts the nineteenth tympanum from the south.
It shows a number of horizontal thin panels decorated with terra-
cotta swastika designs within geometric formations, The

engrailings on the arch soffit sre filled in with shrubs and
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 vegetables. Above, runs @ scrolling creeper with its shoots

and fruits filling in the convolutions.

Plate VIII:2 depicts the thirtieth tympanum and shows the
terracotta works composed within a double arch, The outer arch
soffit is decorated with full-blown lotus and diamond alternately.
The lotus occurs inside a circle, while the diamond is composed
of four lotuses arranged angularly. The soffit of the inner arch
consists of an inter-connected twisted rope pattern., The space
inside the arches shows a series of thin horizontal mouldings,
each decorated with a different motif. The motifs include neck-
lace-and-tassel, tessellated necklace, diamond and square, hanging
buds, balusters, merlons, creeper frieze, diamond frieze, plants
and shrubs, hanging bud flanked by petals, leaves, etc. The
decoration of the tympanum reveals the surprising range of the

terracotta artists*' fancy.

Plate IX:1 shows the thirty-first tympanum from the éouth.
It depicts a tall terracotta tree with outspread branches and
leaves filling in the entire space within a succession of as many
as five arches., BEach arch contour shows a different decorative
motif from the others, The outermost contour shows regular and
inverted leaves placed alternately. The one below has swinging
creeper with leaves on both sides, The third contour from the
top depicts an interlocking pattern, The one below contains

vegetal elements, The innermost contour has an intersecting scroll
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design producing loops filled in with rosettes. Banil has

likened the tree within the arches to the Indian conception of
Kalpa-taru (wish-filling tree). Since the craftsmen were largely
locals, such a stylization of a traditional religious element

to suit the Muslim taste is not unlikely.

Plate IX:2 depicts the thirty-fourth tympanum wherein the
terracotta ornamentation has been composed within an arch engrai-
ling above and double mouldings below., Over the engrailing runs
a frieze of plant motifs, The faces of the mouldings show two
different decorations, the lower an intersecting scroll and the
upper a strip motif., The tympanum is divided into eight horizon-
tal thin registers, The lowest register depicts a frieze of
flower buds, In all other registers, the decorative motifs have
been arranged within mul ti-foil arches with rosettes in the
spandrels. The register above the lowest shows a basket hung from
a branch, The second upper depicts triple hanging fruits, and
the next higher, a rosette within an arch suspended from a twig.
The fourth register from below illustrates a stylized plant motif,
the fifth, a woven hanging pattern and the sixth, a hanging flower
from a twig., The topmost register contains vegetal shoots, A
decorated pendant hangs from the arch apex across the five upper

registers by means of a8 twisted rope, The thin mouldings

1. H. Dani, MAB, ope cit., p. 69.
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separating each register from the other show a number of deco-
rative elements impressed on their face, These include jali work,
hanging fruit with leaves, neckiacemand-tassal, hanging buds,

1eaves,_etc.

Plate X:1 shows a tympanum with a multi-foil cusped arch
supported on stumpy faceted pillars within a rectangular frame,
uhbse borders are decorated with intersecting creepers, The
shafts of the pillars are divided 1ntoutrip1e vertical sections
by means of raised mouldings, The fagets of the bottom section
depict a multi-foil arch with an intricate intersecting creeper
pattern, those of the middle section consist of tassels and the
space between the upper mouldings are decorated with a lozenge
frieze above a row of blind merlons. On the arch soffit, runs
a creeper on elther side of a diamond set perpendicularly on the
keystone., The diamond is impressed with an interlacements The
spandrels contain two rosettes_surrounded by vegetal elements,
The flat recess inside the arch is filled in with rows of dia-
monds and on them hangs the usual floriated pendent, Surmounting
the frame is a plant motif surrounded by vegetal shoots, the

composition vaguely recalling the pre-Muslim Kirtimukha (the

lion face). On either side of the panel, there are series of
horizontal registers each of which contains a number of square
compartments filled in with rossettes. The entire terracotta

composition has been planned within an arch engrailing.
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The description of the terracotta ornamentation in the
above tympanums of the Adina Mosque reveals the resourcefulness
of the terracotta artists of Bengal in matters of motifs and
design, The other tympanums of the mosque containing terracotta
decoration show more or less similar motifs, Some of the tympa-
nums depict stylized animal figures, The photograph of a

tympanum reproduced by Dani in fact represents a recumbent lion.l

General observations. There is a world of difference between
the Bari Masjid terracottas and those of the Adina Mosque. These
two mosques are the products of two different periods., The Bari
Masjid represents pure Muslim spirit, while the Adina Mosque
breathes a8 note of compromise with the soil on which it stands.

It has been already noticed that the very foundation of the Ilyas
Shahi rule rested on local support and that this resulted in
concessions given to local elements., The congenial atmosphere of
the peried, charged as it was with a spirit of mutual co-operation
betu@eh-tha Hindu populace and Muslim masters, could only produce
the type of terracotta art seen in the Adina Mosque, The local
craftsmen were at large to use any form they could conceive of,
and in fact, the entire stock of Bengal folk-motifs was depicted
in the terracottas of the Mosque, The rich tradition of Bengal
architectural terracotta art seen for the last time in the Paharpur
temple (c. 800) suffered eclipse for centuries till its revival

in the Adina Mosque., But the nature of the art underwent change

in keeping with the attitude of the Muslim patrons, Traditional

'A. H. Dani, MAB, op. cit., Pl. XIII, No. 26.
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art motifs of Bengal which appeared repugnant to Muslim taste
were dispensed with or reformed, so that they constituted new
elements of ornamentation, Such were the beaded necklace which
in Hindu art contained figures of divinities, but now replaced
with rosette or lotus, and the Kirtimukha, changed into stylized

vegetal elements,

Never before was the Muslim decorative art of Bengal so
replete with local elements as the Adina terracottas, These
consisted of local plants, fruits and fiowers, the lotus, the
beaded and tessellated necklace, the tassel,‘the mul ti-foil arch,
the chain-and-pendant, the jar etc. In fact, in the terracottas
of this mosque is seen thelearliest appearance of vegetal elements
which became universal in later Muslim art and hot unoften ran
riot, Alongside the local motifs, occurred Muslim elements such
as interlocking, merlon, the creeper frieze and geometric patterns.,
Surprisingly enough, in the execution of the geometric patterns
and the arabesque, the local artists displayed 1itt1e genius
compared with their Musiim counterparts in the Persian lands with
which India had cultural link from distant past. Thus we hardly
find the labyrinthine geometric compositions in the Muslim art of
Bengal as these were largely the handiwork of local artists. In
the technique of execution of the terracottas, the traditional
high-relief ideal of the Hindus was replaced by the characteristic
Muslim shallow nature. But terracotta being the art of the brick

surface, the Adina Mosque examples look like external application,
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unrelated to the stone-faced structure, The synthesis of the
ornamentation with the structural masonry was achieved in the

Eklakhi Mausoleum of the next period.

C. The Bklakhi Mausoleum (1415-1432 A,D,)

The Muslim Sultanate of Bengal passed through a critical
phase at the beginning of the 15th century., We have noticed
earlier that Ily3s Shah occupied the throne of Bengal and defended
it against the imperial attacks of Delhi with the support of the
local people. As a price for this support, liberal concessions
were made to local elements, These concessions were expressed
in terms of patronage given to "local culture, art and literature
and also in the formation of a party of local zamindars as
opposed to the party of foreign elements that had so long been

strong in the capital.“l

This political opportunity favoured the
rise of a Hindu zamind3r, Radja Ganesa, who intrigued to capture
the throne of Bengal for his dynasty and thereby change the course
of history in favour of the Hindu rule.z These events seriously
rocked the social peace established by the Ilyas Shahi rule. The

Muslim faction at the capital opposed Raja Ganesa under the

4
Abdul Karim, Social History of Bengal, op. cit., pp. 28-29.

2
Cf, A, H, Dani, MAB,op. cit., p. 74.
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leadership of the great saint Hazrat Mur Qutb 'Rlam.1 The

political confusion reached climax in 1415 A,D, when the line
of the Ilyas Shahi rulers was temporarily halted by a compromise
which brought the House of Raja Gane$a to power in Bengal, Jadu,
the son of Raja Gane$a,was converted to Islam and was raised to
the throne under the title of Jalal al-Din, The local forces
thus scored a victory under the banner of Islam, The happy
compromise augured well and in Bengal history began a new epoch
in which the Muslims and the Hindus mutually co-operated to
evolve 8 common cultural heritage., The new spirit manifested
itself in patronage extended to local language and culture2 as
also to Muslim institutions.3 But nowhere was the new ideal
better expressed than in the architecture of the period which is

a co-operative social preduct,

The buildings of the converted House of Raja Ganesa initiated
a phase of Bengal architecture in ﬁhich local characteristics
were impressed upon general Muslim pattern, The phase is marked
by the introduction of the 'brick style' in Bengal in which the
buildings are entirely made of brick, the walls very thick with
stumpy octagorial towers at the corners, and the cornice and the

battlements are curved, The wall surface is left without plaster

1,bdul Karim, Social History of Bengal, op. Site, p. 3l.

2Abdul Karim, Banglar Itihds, op. cit., p. 294,

3Is;amic Cul ture, XXXII, No., I (1958), p. 204.
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to display brick designs and terracotta decoration, In all but
the hemispherical dome that covers the roof, these buildings
imitate in brick the bamboo huts of Bengal., In respect of
ornamentation also, the buildings of the period set new develop-
ments, It was during this time that paint:l.ng1 was used for the
first time in the Muslim architecture of Bengal. But of the
decorative techniques, viz,, painting, glazed tiles and terraco-
tta that were employed for architectural ornamentation, the most
used was the last, the traditional art of the country. Never
before were the Muslim buildings of Bengal so fully overlaid with
terracotta decoration as during this period and the practice
henceforth continued in the Sultani architecture of Bengal, nay
after.2 The motifs depicted represent an amalgam of local and
Muslim elements, The former consists of the chain-and-pendant,
the lotus, the necklace-and-tassel, local plants and shrubs, the
mul ti-foil arch etc., while included among Muslim elements are
the arabesque, the jali work and geometric patterns, Unlike in
the Adina Mosque, there is perfect accord between the terracottas
and the brick masonry of the buildings of the period. Added to
it, the guality of the terracottas shows superior craftsmanship
which attained the state of perfection in the monuments of the
restored Ilyads Shahi period.

1%, vol. III, OPe cj-tc. 603.
See Infra, Chapter IV,



166

During the period, Bengal appears to have maintained
cul tural contact with Persia as evidenced by the use of glazed
tiles and architectural painting, In fact, Sultan Shams al-
Din Ahmad Shah (1432) is learnt to have cultivated diplomatic

relationship with the Timurid court at Hirat.1

Only two monuments survive from this period, namely, the
Eklakhi Mausoleum at Hazrat Pandua and the Chika building at
Gaur, Of these, the latter is a "poor copy" of the Eklakhi

Mausoleum, which set the true Bengal style.

The Ekl3khi Mausoleum built at the beginning of the 15th
century,2 is an epoch-making monument in the history of Muslim
architecture of Bengal, It enshrines the mortal remains of
Jalal al-Din Mubammad,3 the converted son of the Hindu Raja
Ganesa, Built of brick fabric, occasionally interspersed with
horn-blace slabs, the mausocleum "defined a set design for all
the subsequent buildings that were erected during the period of
the Independent Sultans of Bengal".4 Almost a square of 78 feet

6 inches by 74 feet 6 inches externally, the building changes

1jass, 1952, p. 168, f.n. 1.

2Percy Brown is inclined to assign the date 1425 to the
monument., (Percy Brown gp., cit., p. 39).
3jAsB, LXIV, Pt. I (1895), p. 211.

*A. H, Dani, MAB, op. cit., p. 75; also cf, Percy Brown,

op. cit., pe. 39,
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into an octagon of 48 feet diameter inside by filling the
corners with brick work., The walls are 13 feet thick., At the
outer corners are four octagonal banded towers, five of whose
facets are visible from outside, The mausoleum is entered
through a stone door-frame of Hindu ori.gin1 placed in the centre
of each side and there is a pointed arch over each doorway,

The wall surface is relieved with offsets and recesses running
vertically, A string-course runs horizontally through the middle
of the fagade and cuts the wall surface into two vertical halves,
The cornice and the parapet gently cur:ve2 so that the apex is
reached in the middle point., The roof is covered by a single

hemispherical dome having ne shoulder and finial.

The ornamentation of the mausoleum has been done with glazed
tiles, painting and large scale use of terracotta. The last is

described below.

Exterior decoration, Terracotta decorates the outer surface

of the walls on all sides (Pl. X:2), Each doorway has been set
within a broad rectangular frame showing elaborate terracotta
work (Pl, XI:1l). The vertical arms of the frame are divided into

three smaller rectangular panels, the middle one being the

lPercy Brown' Q.EQ Cito, Pe 40.

2This is the earliest example of curved cornice in Bengal.
Percy Brown thinks that the curve imitates the bent eaves of
the thatched cottage of Bengal. Ibid,
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smallest. Each panel is enclosed within an ornamented border
showing a continuous frieze of arabesqgue between two thin lines
which are impressed with intersecting scrolls, The lintel of
each panel is embossed with three terracotta rosettes, one in
the centre and two at the ends, Above the panels, are thin tiers
of ornamental mouldings showing friezes of lozenges, Each panel
is surmounted by a row of blind merlons which depict different
terracotta plants., The space between the bottom and the top

of the panels is filled in with terracotta arabesque, The
middle panel shows @ mul ti-foil arched niche inside, The arch
is supported by two heavily-banded brick pillars, The bands
depict terracotta motifs like creeper, lozenge, merlon etc, The
arch soffit is impressed with a creeper design, The spandrels
are now almost bare except two terracotta rosettes, but were
perhaps originally covered with arabesques whose traces are
sparsely visible, In the arched niche occurs a chain with a
floriated pendant hung from the arch apex. The flat niche was
probably further covered with arabesque originally, like other
panels.

Inside each entrance panel occurs a two-centred pointed arch
above the lintel of the stone door-frame, The soffit and the
spandrels of the arch show rich ornamentation in terracotta,

The arch soffit shows triple receding contours from the top;
the innermost conteins a series of arched recesses, now vacant,
but were probably filled with plant motifs in the past. The middle

contour depicts a frieze of stylized hanging twigs, while the
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topmost has plant motifs, all in terracotta., An ornamental
finial crowns the arch apex, The spandrels are covered with
arabesque designs formed of shoots issuing from a spiralling
creeper similar with those of the border panels., Immediately
above the spandrels, are two horizontal friezes of terracotta
decoration; the lower shows a necklace pattern, while the upper
has scrolling creeper, There are rows of ornamental mouldings
running horizontally above a pattern of spaced projections

- impressed with a stylized hanging motif, In between the pro-
jections occurs the necklace-and-tassel, The soffits of the
mouldings are decorated with lozenge friezes, while their sunken
inter-spaces are filled with terracotta jali work. Above the

mouldings, runs & stylized hanging pattern,

The wall surface shows variation by means of offsets and
recessed chases along its elevation.l A string-course running
horizontally divides the wall height into an upper and a lower
registers (Pl. XI:2), The soffit of the string-course is impressed
with terracotta lozenge and rosette alternately. Below it, is
a frieze of frult-bearing plants, geometric motifs and beaded
necklace-and-tassel, while @ row of merlons impressed on the
face with ﬁlants sufmounts the string-course, Each side of the
doorway shows three offsets and two recesses., Except for the

quadruple mouldings at the foot of the recesses (Pl. XI:2),

1
Percy Brown traces this pattern in the wood and wattle
huts of Bengal (Percy Brown, op. cit., p. 37).
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the lower register of the walls has been left bare, These foot
mouldings depict scrolling creepers and scrolls with rosettes
in the convolutions, The soffits of the mouldings show inter-
connected bells, frieze of rosettes and upright and inverted
merlons in terracotta. The mouldings are surmounted with a

frieze of merlons impressed with terracotta plants,

The upper register of the walls is more ornate in character
and show decorative terracotta panels both on the offsets and
the recesses, the former being more elaborate and prominent,

The panels on the offsets are bordered with a spiralling creeper
having an outstretched leaf in each convolution, There are

three additional lotuses on the panel lintel, Within each panel
occurs a mul ti-foil cusped arch crowned with a finial, The arch
is supported on two middle~fat slender columns, which McCutchion

identffies with the khari type.1

A chained rectangular pendant
hangs from the arch apex. The pendant is embossed with two
crossing bars at right angle within a circle. The arch soffit
depicts a swinging creeper, while the spandrels are each deco-
rated with a stalked lotus, The panel is contained within orna-
mental mouldings above and below showing on their face friezes of

terracotta lozenge, Below the lower moulding, is another ornamen-

tal composition in terracotta, It shows a frieze of beaded

1 .
David McCutchion, "Hingu-Muslim Artistic Continuities in
Bengal®, JASP, XIII, No. 3 (1968), p. 245,



171

necklace containing vegetal elements with a tassel occuring

in between, There are two more terracotta friezes above; the
lower shows impressed merlons, while the upper depicts a jali
pattern, The entire panel composition is crowned with a row

of six spaced merlons showing - terracotta plants.

Each of the recessed chases shows an ornate rectangular
pendant hung from the keystone of a mul ti-foil cusped arch by
means of a stylized‘chain. The pendant is embossed with a jar
motif surrounded by vegetal shoots and flowers., The cusps have
been shaped like buds, while the arch soffit is decorated with
a leafy design, all in terracotta., Above the arch,have been
arranged a series of mouldings impressed with inverted merlons

and leaves,

There are triple mouldings below the curved parapet., The
upper inter-space shows @ row of arched niches, once filled with

1

enamelled tiles., The lower inter-space depicts a continuous

terracotta jali work.

Terracotta ornamentation also appears in the octagonal
corner towers of the mausoleum, which, like the wall surface,
are designed into offsetyand recessed chases along their height
(Pl, XII:1). The towers show gquadruple horizontal mouldings at

the base and intermitt@nt ones on the shaft, The decoration en

1
A.. H. Dani' m, %‘ ﬁ.' p' 77‘
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the face of the base mouldings are mostly gone, Those that
survive show frieézés of upright diamonds, regular and inverted
merlons and lotuses., The decorations in the inter-spaces of

the base mouldings in the north-eastern and north-western towers
survive in identifiable state, They display rich ornamentation
in terracotta (Pl, XII:1). The lowest inter-space depicts plant
and vegetal elements within ornamental arches supported on
stylized pillars alternating with a8 lotus-embossed roundel,

The next higher inter-space shows a continuous row of decorative
arches carried by stumpy vase-shaped pillars and having plant
motifs in the niches, The third crevice from below is filled in
with a8 Swinging creeper having a blown flower in each convolu-
tion, .The topmost space between the mouldings represents a
frieze of circle and diamond impressed with flowers alternating
with an interlocking pattern, Above the mouldings, runs a row

of decorative merlons showing terracotta_plants. The mouldings
on the shaft of the towers depict more ornate ornamentation in
terracotta with minute execution of details. The motifs repre-
sented include hanging fruits of various kinds, stylized plants,
inverted merlons, jali work etc., Above every moulding, runs a
row of ornamental merlons showing plants of various kinds, fhe
angles of the octagonal shaft are faced with stylized hooded vase
motifs, The recesses between mouldings depict the chain-and-
pendant hung from the apex of mul ti-foil arches similar with those

on the wall surface,
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Interior decoration., Terracotta ornamentation also appears

at the domg base inside, A frieze of jali work runs all round
the dome base, Immediately above, is a series of triple moul-
dings surmounted by a lozenge frieze, Higher up, runs a row
of merlons impressed with plant motifs, The apex of the dome

vault depicts a large terracotta lotus.

General observations. The Ekl3khi Mausoleum is an epoch-

making monument both in respect of architecture and ornamenta-
tion, It is the first building in Bengal built of brick with
characteristic local features. It is also the earliest exemple

of terracotta.decoration covering the entire surface of a Muslim

. building in Bengal. Since terracotta is the art of clay, it

suits the brick surface most, and it is in this monument that

a8 synthesis was achieved between the decorative technique and

the structural masonry. The mausoleum also established the basic
principles of surface decarétion that were subsequently followed
in almost all the Sultani buildings of Bengal. In respect of
ornamental motifs, the terracottas of the mausoleum show skilful
combination of the Muslim and the Hindu elements, evolving there-
by a common art formula in Qengal. In fact, the Eklakbhi Mausoleum
represented the spirit and extent of Muslim adaptation to local
conditions at the cultural level as the accession of the converted
Jalal al-Din to the throne of Bengal symbolized a political

accommodation,



174

D, TIhe Period of the Restored Ilyss Shahis (1433-1486 A.D,)

The restoration of the Ilyas Shahi rule in Bengal after the
fall of the House of R3ja Gageéa merely meant a change of the
ruling dynasty but none in policy. Rather, it inspired the
Ilyas shahi rulers to the fulfilment of those aims and ideals
that had taken shape during the period of the local converted
rulers, The spirit of adaptation with local elements continued
unabated and local literature, art and cul ture flourished along-
side Muslim institutions, The political atmosphere of the period
was also congenial to such developments as there was no reaction
against the restored Ilyas Shahi rule, These peaceful socio-
political dircumstances of the time are physically reflected on
the building art of the period. The monuments erected during
the restored Ilyas Shahi rule are impressed with the spirit of
search after a common goal and in this was born the classical
phase of Muslim architecture in Bengal, The classicism is mani-
fested in the balanced proportion of the different parts of the
buildings as well as in the appropriate manner of their decoration,
The "brick style"™ and the mode of surface ornamentation initiated
by the Eklakhi Mausoleum continued, Architecture became fully
a8cclimatized to the soil and climate of Bengal. Buildings were
invariably furnished with corner towers and curvature of the
cornice and the parapet. The wall surface outside was variegated

with offsets and recessed chases. The door openings were placed
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within richly ornamented panels., Smaller decorative panels

were placed for further enrichment of the wall surface.

The period attained the highest excellence in brick masonry
and the architectural effect of the buildings was maximized by
integrating and assimilating the terracotta ornaments into the
structural fabric. Although other decorative techniques like
glazed tiles were sometimes used, terracotta remained, par
excellence, the medium of ornamentation, The quality of the
terracottas improved as at no time before or after; the lines
became sharper and crisper and the motifs most attenuate. There
8lso occurred an extension of the art motifs, and despite the
fusion of the Muslim geometric and abstract elements with the
local plant and vegetal ones, the dominance of the latter sus-
tained. But the ornamentation was restrained and free from being
over-rich which typified the art of the next period, that of the
Husain Shahis,

The architecture of the restored Ilyds Shdhi period, both
at the capital and outside, shows certain structural and deco-
rative features that appeared earlier in the contemporary buil-
dings of Delhi and Persia. In the context of Bengal's political
isolation from these countries during the period under study,
such influences are difficult to be explained; nevertheless,
these are material evidences to suggest the existence of relation-
ship among the Indo-Muslim dominions and those outside at the

cul tural level. It is perhaps permissible to suppose that the



176

political unrest which convulsed both the Northern India and
the Middle Eastern Muslim lands in the 15th century threw over-
board many an artist who sought refuge in the peaceful land of

Bengal and introduced these elements in Bengal art.

The architectural remains of the restored Ilyas Shahi period
largely survive at Gaur where Nasir al-DinuMapmﬁd I (1433-59)
shifted his capital from Hazrat Pandua. Nasir al-Din ushered in
the most flourishing period of the city when the best and the
finest remains, now existing, were built.1 But the chronology
of the monuments of Gaur is a baffling problem due to the absence
of inscriptions from most of the buildings. This has occasioned
differences of opinion among scheolars regarding attribution of
the monuments to different per;ods. Cunningham genuinely felt
embarrassed at this odd situation and without running the hazard
65 assigning the monuments to particular periods, simply dealt
with them according to their location.> Dani,> however, has
attempted to classify the Gaur monuments period-wise on the basis
of historical facts and architectural and decorative styles,
Dani's classification is generally acceptable and has been adopted
here for our purpose., But most of the monuments at Gaur are

now in ruins. However, those that still survive furnish us with

a good account of the terracotta ornamentation that adorned the

lce. w8, vol. 11, op. cit., pp. 130-31.
2

ASIR, vol. XV, ope cit., ps 50.

cf‘ A‘H. Dani’ MAB’ 9’_2. C.it.., pp. 93”94.
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monuments of the period.

OQutside the city of Gaur, a large number of buildings are
also known to have been built during the period under review.
Of these, a group of monuments ascribed to Khan Jahan (d. 1459)
were erected in the region of gpallfatibéd.l These buildings,
also built of brick, although somewhat differ from the Gaur
examples structurally, resemble them in respect of ornamentation,
particularly in terracotta, Othefs are sﬁread-across the terri-
tory of Bengal, The surviving examples of this latter group are
few in number, but these, unlike the Khalifat3bad monuments,

follow the Gaur style both in architecture and ornamentation.

For convenience of study, the momuments of the period are
grouped under three heads, viz,, (i) Monuments at Gaur; (ii)

Monuments at Kbalifatdbad; and (iii) Monuments of other places.

1

Blochmann identified the region with modern Bagerhat in
Khulna district (See JASB, XLII, Pt. I (1873), p. 227).
Khalifatabad appears as @ Sarkar in the rent-roll of Akbar and
has been identified with the south Jessore and west B3karganj
(Cf, A'in-i-Akbari, vol. II, trans, by H.S, Jarrett. Rev. by
J.N, Sarkar (Calcuttas Royal Asiatic Society of Bengal, n.d.,
pe 127), Bari traces the origin of the name Khalifatabad
(Viceregent's clearance) to the time of Khan Jahan, the con-
queror of the territory, who named it after the_reigning king
Nésir al-Din Mahmid Shah I (1433-59), the ‘Khalifah of God by
proof and evidence', Cf, Muhammad Abdul Bari, Khalifatabad:

A Study of Its History and Monuments (unpublishsa M, Phil,
dissertation, UEIversity of Rajshahi, 1980), p. 43.
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(i) Monuments at Gaur

The Kotwali Darwaza (Pl. XII:2). It formed the southern

entrance to the city of Gaur. The gateway is built of brick
and was highly ornamented with terracotta.l It was so named
because the chief of police (Kotwal) was probably stationed
here.2 The gateway originally consisted of a lofty brick arch
31 feet in height and 16 feet in span with a depth of 17'1l4"
through the thickness of the wall.3 The arch disappeared long

ag0.

The outer side of the gateway is flanked on either side by
a massive round bastion pierced with two rows of loopholes. On
each face of the arched passage inside and outside, tapering
semi-circular turrets project from the wall and terminate at the
cornice level., Upon them, one in each, is carved a deep niche
showing a trifoil arch supported on ornamental pillars. Within
the arch hangs down a terracotta chain having a floriate pendant.
The wall surface contains a projected moulding running horizon-
tally about the middle, almost at the level of the arch springing.
On either side of the archway, both above and below the moulding,
is a rectangular terracotta panel surmounted by a frieze of
merlons impressed with plant motifs. Inside the panel, occurs

a trgfoil arch having a terracotta chain-and-pendant in the

1Creighton, op. cit., Pl. IV; Ravenshaw, op. cit., p. 19.
2Abid A1, op. cit., P« T6.

BASIR’ VOl- xv. 22. Cit., pp. 69_70.
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recess. The pendant is impressed with a diamond, The niche
surface shows @ loop design in brick carving, The arch soffit
depicts creeper designs, while the spandrels are decorated with
two rosettes above which runs a triple ornamental moulding

impressed with lozenge, all in terracotta relief.

Cunninghaml is inclined to place the gateway in the 13th
century, while Percy Brown2 relegates it to the end of the 1l4th
century on the ground that the tapering turrets were derived
from the contemporary Tughluq architecture of Delhi. In cone
sideration of the excellence of the terracotta work and brick
carving employed in the ornamentation of the gate and also of
the historical circumstances, the building of the Kotwdli
Darwaza has been assigned by Dani to the time of Sultdn Nasir

al-Din Mahmud I (1433—59),3 who built the fort of Gaur,

The Dakhil Darwaza (Pl, XIII:1). The Dakhil Darwaza

(Entrance Gateway) was the main gate to enter the city of Gaur
from the north, It was also known as the Salami Darwdza or
"Saluting Gate", because this being the main entrance, salutes
were fired from the adjoining rampart.4 Cunningham describes

the gate as "one of the finest and most picturesque buildings

L aad

ASIR, vol. XV, op. cit., p. 70.
Percy Brown, op. géﬁ,, P« 36,

A.,He Dani, MAB, op. cit., p. 95.
ASIR, vol, XV, op. cit., ps S5l.

W N
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now remaining in Gaur."l In respect of dimensioh also, it is
one of the largest in Gaur, It measures 75'4" across the front
and 113'2" from front to back with a height of about 60 feet.
The building consists of a central passage 14 feet wide and

113} feet long with a guard room on each side. The walls are
9% feet thick and pierced by three doorways on either side of
the passage, but with one outer doorway on the inner side of

the rampart. The piers between the doorways are made of brick
and faced with stone up to the springing of the arches., The
rest of the building is built of brick. At each of the corners,
there is a twelve-sided tower, five storeys in height, which was
originally crowned with a cupola.2 Between the corner towers and
the central opening is a pylon-like buttress, one on either side
of the frontage, guarding the portal. Cxeighton3 and Percy
Brown® ascrive the gate to Barbak $hah (1459-74), while Cunning-
ham,5 Dan16 and others7 assign it to Nasir al-Din Mahmid I
(1433-59).

lAsggg. s VOl. XV, op. cit., p. 51.

2Creighton's drawing (Pl, II) shows the corner towers as
having six storeys.

Creighton, op. git., Pl. II,
Percy Brown, op. cit., p. 40.

U1 i

ASIR, vol, XV, op. cit., pe. 51,
®A.H, Dani, MAB, op. cit., p. 99.

7Stewart ascribes the construction of the fortifications
round the city of Gaur and also its existing gates to Nasir

al-Din Mahmud I, Cf, Charles Stewart, History of Bengal (Indian
Reprint, Delhi: Orient Publishers, 1971), p. 100.
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The ornamentation of the Gateway was done only with
terracotta, The wall surface including the corner towers has
been disposed into vertical offset and recessed panels of
shallow depth, The recessed panels in all cases are decorated
with terracotta chain-and-floriate pendant hung from the key-

stone of mul ti-foll arches.

Entrance panel. The arched passage is set within a

recessed rectangular pénel decorated with  terracotta., The two-
centred arch springs from the waist of the side walls upon
slightly projected bands, The arch soffit, now bare, shows
faint traces of past decoration nbt identifiable at present,
Each spandrel of the arch is embossed with a tiered terracotta
rosette, The panel ends upward in triple ornamental mouldings
impressed with lozenge frieze, The inter-spaces between the
mouldings are filled in with jali work., Below the lowest
moulding, is a series of stylized hanging pattern resembling
ornamental brackets, Above the mouldings, occurs a rectangular
terracotta panel projecting out of the surface., The panel is
contained within double mouldings above and a single moulding
below, Within the panel, has been placed a multi-foil pointed
arch supported on middle-fat pillars, the like of which were
already seen on the walls of the Eklakhi Mausoleum at Hazrat
Pandua. Inside the arch, hangs the usual pendant from a chain,
The moulding immediately above the arch shows a thin recess on

its face which is filled in which a lozenge frieze, Above this
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moulding, runs a frieze of three blind merlons and below, a
terracotta necklace pattern., Higher up,is another moulding
containing on its face a frieze of lozenge surmounted by a
row of decorative merlons, The moulding below the panel runs
above a necklace pattern in shallow relief. The whole frame
is crowned by a pointed finial consisting of three rounded
tiers, Flanking the panel on either side,is a tiered terraco-

tta rosette which Percy Brown compares with the flaming sun.1

The whole entrance panel is contained within an arched
portal whose re-extrant angles facing the arched passage are
vertically arranged into three shallow recessed panels depicting

terracotta hanging pattern similar with those on the wall surface.

Wwall surface. Contained between the corner towers, the
wall surface in the middle shows a rectangular projection bounded
on either side by a buttress rising ub to the parapet. The wall
surfaceé within the buttresses are each faced with two oblong
panels slightly recessed and placed one over the other and contain
the usual chain-and-pendant in terracotta within a mul ti-foil
arch, An ornamental rectangular panel crowns this part of the
wall, It is set within mouldings below and above, which show

lozenge frieze impressed on their face. The panel is bordered by

1
Percy Brown, op. cit., p. 40.
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terracotta jali work. Inside the panel occurs a multi-foil
pointed arch on stumpy faceted pillars with ornamental bands
in the middle and at the neck, The flat recess inside the arch
is decorated with a chain-and-pendant hung from the arch apex,

The panel is crowned with a frieze of blind merlons.

The buttresseé show a vertical oblong recess on their
surface and on the re-entrant angles and contain quadruple
mouldings at the base and three on the body, placed intermittes-
ntly, The upper three mouldings are the contimuations of those
of the corner towers, Above the moulded plinth, is a row of
rectangular niches, now hare, but appears tc have originally
contained terracotta ornaments, The triple recessed inter-
spaces between the quadruple mouldings above the plinth contain
frieze of terracotta jali work., The ornamentation on the moul-
dings has disappeared, The mouldings are crowned with a frieze
of blind merlons which have now blank face. The spaceé between
the horizontal mouldings on the buttresses are filled in by a
row of three cross-petal motifs, the recesses and the offsets
each showing one, The wall surface between the corner towers
and the buttresses shows two offsets and one recess arranged
vertically, the offsets being now bare, while the recess contains
@ mul ti-foil arch motif having a chain-and-pendant, At the
bottom, the recess contains quadruple mouldings and decorative
motifs in terracotta similar with those of the buttresses and

corner towers.,
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Corner towers. The corner towers are divided into five
storeys by four ornamental string-courses, the lower two running
across the wall surface below the parapet. Each tower has been
relieved with vertical offsets and recesses, the latter con-
taining mul ti-foil arch motifs with terracotta chain-and-
pendant in each storey. The recesses in all cases have quadruple
mouldings at the bottom in the lowest storey., The inter-spaces
between the mouldings show traces of terracotta decoration
consisting of jali work. The face of the mouldings showsa
lozenge frieze, a little sunken. The string-courses contain
terracotta decoration, Every string-course consists of several
thin mouldings, each of which is impressed with a frieze of
lozenge, The string-courses are surmounted by a continuous
frieze of blind merlons, now empty, but were perhaps decorated
in the past. Underneath, is & frieze of terracotta jali work
still retaining the freshness of its execution., "The existing
building was first constructed with ornamental facing work all
round, but the base of the building on the east and west wes
later covered with earth and connected with the adjoining rampart

walls."l

General observations., The Dakhil Darwadza is one of the
earliest existing examples of monumental gateways in true Bengalil

style. Despite the fact that it consists of a great mass of

1
Abid Ali, op. cit., p. 5l.
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masonry, its bulk has been lightened by means of projections

and recesses in a singularly original manner, It is a superb
example of what can be achieved in brick and terracotta and
implies an interesting "fusion of the classic and the romantic,
with traces of the indigenous or rustic., The classic is repre-
sented by the grand shape and proportions of the portal and its
arched portico, and the romantic gquality may be seen in the
position and slope of the corner bastions, while the influence

of the country may be observed in the ingenious surface treatment
...."1 The monument provides a singular instance wherein the
indigenous terracotta art has been masterly integrated to the
excellence of the architectural festures, The ornamentation is
sparing, yet beautiful, The terracottas also speak of significant
development in their making technique. The details are minute
but clear and crisp, and their texture is smoother than ever
before., The tapering corner towers, characteristic of the
Tughluq architecture of Delhi, have attained here a Bengali
character by means of projections and recesses and by ornamental
mouldings on their shafts and these have greatly added to the
picturesque beauty of the structure, Indeed, the whole structure
breathes the spirit of the soil on which it stands and represents

in its work the master product of Bengal. It is a product of

3
Percy Brown, 9op. cit., p. 40.
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high conception and magnificent execution,

The date of erection of the gateway is not known, but was

probably built in the first half of the 15th century.l

The Chamkatti Mosque (Pl. XIII;2). The Chamkatti mosqua2
stands to the east of the Luka Churi Gate which formed the main

entrance to the fort of Gaur from the east., It is about half
a mile from the Lattan masjid., According to ‘Abid ‘Ali, the
mosque was built by a "certain Chamkatti (skin cutters) class
of Muhaemmadans" and hence the néme.3 The date of its erection
is not definitely known, but Cunningham ascribes to it an
inscziption4 dated A.H. 880 (1475 A,D,) during the reign of
Sultan Yusuf Shadh (1474-81), Hasan has attempted a fresh study
of the inscriﬁtion and dates it as A,H, 883 (1478 A.D,).S The
mosque represents the single-domed square type with a verandah
in front, The main hall measures 23 feet 8 inches square inter-
nally with a large verandah on the east, 9 feet 11 inches broad
and an octagonal tower at each corner, It seems that the brick
walls were originally faced with stone as in the Adina mosque

and traces of it still survive inside the mosque, There are three

doorways in the east fagade and one at each end of the verandah,

labia Ali, op. ¢it., pe. 50.

2see Creighton, op. cit., Pl. XV.
3

Abid All, op. cit., p. 69.

*ASIR, vol. XV, op. cit., pp. 60-61.

5

S.M, Hasan, op. cit., pp. 190-94, Pl., XLIII(A),
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The main hall is entered by three doors from the east and by
one each from the north and south.1 The battlements are slightly
curved and there is a single mihrdb in the west wall, A single

dome covers the main hall, while the verandah has a vaulted roof,

Exterior decoration, The mosque is almost in ruins and the

corner towers disappeared long ago, Abid Aliz reports about
variously coloured enamelled bricks used in this old building

at the cornice-and between the érches inside the main hall, But
there are also traces of terracotta ornamentation on the doorways,
walls, cornice and mihrab of the mosque, The characteristic
offsets and recesses on the wéll surface are still visible in

the east fagade. The entrance arches are slightly sunk in the
wall masonry., Like the fabric of the structure, the arch panels
have seriously suffered damage caused by the weather but still
retain vestiges of terracottas that once adorned them, The
spandrels must have contained ornamental terracotta rosettes
together with arabesque or vegetal designs, so characteristic of
the monuments of the period, Above the spandrels, there are
still traces of decorative mouldings which possibly once contained
ornamental terracotta motifs, Between the doorways, the fagade
shows rectangular projected panels at the level of the arch
shoulder, Each panel is set within ornamental mouldings below

and above, The mouldings are faced with terracotta lozenge

1Cunningham is not correct to place "“three doorways on each
side of the main room", Cf, ASIR, vol. XV, op. cit., pe. 60.

2Abid Ali, ops. cit., p. 69,
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frieze. Below the upper moulding, there is an intersecting
creeper design in terracotta, while the design underneath the
lower moulding has disappeared, 1Inside the panels, occurs a
terracotta chain-and-floriate motif, The panels are bordered
with glazed tiles of various patterns, while surmounting the
panels is a jalil pattern also in enamelled tile below a frieze
of merlons. The cornice shows two horizontal rows of terracotta
ornamentation, the upper consiétiné of a neéklace pattern in
tiers and the lower showing a merlon frieze impressed with geo-
metric and plant motifs, The raised mouldings enclosing the
cornice terracottas were decorated with variouslﬁ coloured

enameiled tiles.

Interior decoration. The ornamentation of the mihr3b panel

has equally suffered weathering with the structure. The panel
border shows traces of terracotta jali frieze, while the arch
spandrels have each a tiered terracotta rosette. There are
ornamental mouldings above the spandrels and these must have
originally been decorated with terracotta ornaments as faint
traces of these are still discernible. The mihrdb panel is
surmounted by an ornamental row of merlons whose faces are now

bare but were possibly covered with glazed tiles originallye.

The dome was repaired during Abid Ali's time and thereby
saved from crumbling down. The dome base has a terracotta jali
work @ll round above which runs a frieze of merlons showing traces

of glazed tile decoration on their face., The triangular spaces
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between the arches which support the dome base are each embossed

with a large tiered rosette ornamented with glazed tile pieces.

General observations. The mosque reveals a new decorative
technique of the combined use of glazed tiles and terracotta,
which was subsequently imitated in @ number of Muslim buildings
in Bengal, such as the Firtza Minar (1486-89), the Lattan Masjid
(early 16th century), the Gumti Gate (1512) and the Gummant
Mosque (early 16th century). The effect produced was a pleasing
contrast of the surface both in texture and design. Although
new in Bengal, the technique was not unknown to Muslim art
tradition, The combined use of tiles and terracotta was in
practice in the contemporary architecture of Persia, beautiful
examples of which are found at Yazd and especially in the fagade
of the Khangah at Netanz (1316-17). 1In the circumstances,
Persian influence on the Muslim architecture of Bengal may rea-
sonably be surmised, and probably more so, when the Muslim
patrons were culturally and emotionally attached to their central
Asian heritage and not unoften turned to it for inspiration and
guidance, The use of glazed tiles does not, however, appear to
have been popular in Bengal due, perhaps, to the damp and rain-
sodden climate of the country, Terracotta, on the other hand,
sustained the Bengal weather well and was, therefore, more

acceptable for architectural decoration,
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The Darasbari Masjid, (Pls, XIV:1-XVII:1l). The mosque

appears to have received its current appellation years after

its erection from the "picturesque and exquisite academy of
learning" founded by Sultdn Husain Shah in the year A,H, 909
(1503-04 A-D.)l closeby. It stands between Mahdipur and

Firtzpur and is about a mile to the south-west of the Kotwali
Darwaza, A Tughra inscription2 found by Munghi Il13hi Bakhsh in
the debris of the site records the date of the mosque as A H,

884 (1479 A.D,), the builder being Sultdn Shams al-Din Yusuf

Shah (1474-81). Typologically, the mosque constitutes a distinct
example by itself having an oblong domed prayer-hall, cut in

the middle by a vaulted nave, but with the addition of a verandah
in front. The prayer-hall is divided into three sections, a
central nave measuring 38'9™ by 17'9" and the side halls, each
37*4" by 389", The side halls are divided into three aisles

by two rows of stone pillars, which supported nine domes in each
wing, In the northern wing, there was a raised gallery at the

north-west corner, supported on massive octagonal stone pillars,

b |
The inscription was discovered in 1973 by brick hunters

from the debris of the site and subsequent trial excavation by
the Department of Archaeology and Museums of Bangladesh in 1975
confirmed the location of the madrasah, (Cf. Muhammad Abdul
Qadir, "The Newly Discovered Madrasah Ruins at Gaur and Its
Inscription®™, Journal of the Asiatic Society of Bangladesh
XXIV-VI (Humenities -81), pp. 21-22, 27-34 ang 75,
Pl, XXIII. The discovery of the present inscription has ended

scholarly debates centring round Husain Shah's inscription of
A.Hs 907 (1502 A,B,), also relating to the erection of a madrasah.

2 _
ASIR, vol. XV, op. cit., p. 76; JASB, LXIV (1895)
Pp. 222-23; Abid Ali, op. cit., Pl. IIT facing page 77,
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remains of which survive in situ. The central nave is a single
hall with three arched openings towards north and south, It
had a vaulted roof. The verandah of the mosque has totally
disappeared. There are seven arched openings in the eastern
wall and three each in the north and south., The wall surface
is variegated with offsets and recesses, the latter containing
the arched doorways. The mosque suffered badly from the ravages
of time having lost its domes and vault, The rich terracotta
ornamentations that once overlaid this brick-built structure

have also suffered a similar fate,

Exterior decoration. The wall surface outside has been

variegated with alternate offsets and recesses along the eleva-
tion which resolves into two vertical registers by means of a
string~course running longitudinally (Pl, XIV:l). The entire
wall surface is enlivened with terracotta ornamentation, The
decoration of the upper register differs from the lower, The
upper offsets show each a projected ornamental panel set within
tiers of mouldings below and above., (Pl., XIV:2)., The mouldings
contain lozenge friezes in between, Below the lower mouldings,
is a frieze of terracotta hanging patterns, some showing bunches
of grapes, while others are akin to twigs. Above the upper moul-
dings, is @ row of ornamental merlons impressed with terracotta
plants, A Kalasa motif, carrying a finial, is set in the centre
of the merlons, The panel is bordered by a spiralling creeper
having flowers and leaves in the convolutions, The panel lintel

depicts a rosette at the centre, flanked by twe others at the
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corners, all in terracotta relief. Inside the panel, is
recessed a hanging pattern suspended from the apex of a mul ti-
foil arch, which is supported on banded and moulded pillars,

The arch soffit is impressed with a row of lozenge, The hanging
pattern is of a unique design having two outstretched wings on
elther side and ending below in a rectangular pendant surrounded
by spiralling creepers and impressed with a jar motif. There is
8 rosette in each spandrel amidst vegetal elements, The recesses
in the upper register of the wall show relatively simpler orna-
mental treatment, These are planned into two sunken panels
arranged vertically, each with a multi-foil decorative arch from
the apex of‘which hangs a terracotta chain ending in a rectangu-
lar pendant. The pendant shows traces of past decoration, now

desappeared,

The offsets in the lower register contain two rectangular
sunken panels, one above the other, each showing a multi-foil
arch with a double-winged chain ending in a floriate pendant in
terracotta. The recesses in this register show only one deco-
rative panel, the winged-chain in all cases terminating in a
pendant shaped like an inverted ornamental merlon (Pl. XVil).
There are triple mouldings at the bottom of the recesses, each
depicting a different terracotta decoration, The topmost shows
a frieze of rosettes, the middle has a sort of inter-connected
bells flanking rosettes, while the lowest is a jali pattern, The

sunken inter-spaces between the mouldings are filled in with
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hanging twigs, plant motifs and vegetal elements, someones
wrought within loops formed of intersecting creepers, The
mouldings are surmounted by a frieze of decorative merlons,

The lace-like designs on these merlons reveal the skill of the
terracotta artists, Each merlon depicts a multi-foil pointed
arch with rosettes and vegetal elements in the spandrels, while
inside the arch, occur intersecting plants, scrolling creepers,

arch motifs etc. in terracotta relief.

Above and below the string-course are two friezes of
triangular motifs, regular and inverted respectively, which are
impressed with terracotta plants, The face of the string-course,
though now bare, was perhaps decorated with terracotta designs

in the past,

The triple mouldings below the parapet show the characteris-
tic Bengall convexity and their faces are impressed with an
inter-connected bell motif, The 1n£er—spa¢as between the moul-
dings show rich ornamentation in terracotta; the lowest consists
of a beautiful jali pattern, the middle shows plant motifs within
arched niches, while the tompost has a design of arched niches,
now blank., The ornamentatal arches are supported on vase-shaped
pillars in all cases. The verandah of the mosque and the corner
towers (whose bases are still traceable) disappeared long ago.
They must have shared the physical and ornamental characteristics

of the surviving structure,
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Interior decoration. The interior of the mosque was full
of carved work, most of which has now disappeared.l The mihrab
panels in the western wall still retain magnificent specimens
of terracotta ornamentation, There are nine mihrabs in the
qibla wall with semi-circular niches, three in each section of
the mosque. The engrailed mihrab arches rest on banded brick
pilasters whose decoration has disappeared. Each mihrab is
enclosed within a rectangular frame decorated with double friezes
of spiralling creepers, a strip motif running in between, The
convolutions are filled in with shoots springing from the
creeper stems, The lintel of the frame depicts three tiered
rosettes, the central one placed above the arch apex, while the
side ones decorate the angles of the frame., Below the lintel,
occur two ornamental terracotta friezes, the upper consisting
of a row of rosettes amid vegetal elements, and the lower, a
hanging motif of twigs. The arch spandrels depict terracotta
trees of a splendid type (Pl. XV:2). There are also the usual
rosettes, The soffits of the arches are impressed with scrolling

creepers,

Each mihrab panel is contained within a broad relieving
arch (Pl. XVI:l). The tympanums of these relieving arches are

fancifully decorated with terracotta designs, The designs have

1
The position was the same when Abid Ali wrote in 1912.
(Cf. 'Abid 'Ali, op. cit., p. 77).
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been composed within arch frames in aligmment with the mihr@b
panels. The tympanum composition shows a frieze of arch-shaped
merlons impresséd with plant motifs at the bottom ébove a series
of ornamental mouldings, The mouldings are decorated with
lozenge frieze. Below the mouldings, can be seen a vegetal
hanging pattern of leaves and twigs. -The tympanums mostly
depict tree and creeper motifs, The one over the central mihrab
of the nave shows a spreading creeper with flowers filling in
the entire space around, Percy Brown is inclined to find simi-
larity of this ornamentél_creeper with the one wrought on'the
marble screen of Sidi Sayyid mosque at Ahmadabad (c.lSlS).1 One
tympanum shows/rectangular panelling filled with terracotta

rosettes (Pl. XVII:1l).

The mihr3db niches were equally ornate with terracotta
decorations, most of which have yielded to the raveges of time.
The concave niches show horizontal panelling, the lowest panel
being occupied by a double-winged chain with pendant inside an
ornamental multi-foil arch. The other panels were filled with
plant and merlon motifs and jali designs, all in terracotta

relief,

The entrance arches of the main hall from the east contain

two terracotta rosettes in their spandrels, inside and outside,

lpercy Brown, op. cit., p. 41, Pl. XLI, fig, I. Based on
similarity of art motifs and administrative institutions, some
scholars have reasoned for the existence of cul tural relationship
between Sultani Bengal and medieval Gujrat, See M.,R, Tarafdar,

Husain Shahi Bengal (Dacca: Asiatic Society of Pakistan, 1965),
ppe 30 .
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which flank an upright diamond placed on the keystone, There
are ornamental mouldings above the spandrels and these depict
lozenge friezes. Above the mouldings is an oblong recess,

now empty.

Terracotta designs also appeared in the decoration of the
dome base inside (Pl, XVI:2). The dome bases show three tiers
of ornamentation, the lowest consisting of a jali design, the
middle, an 1nter-cohnected bell pattern impressed on the raised

moulding, and the topmost, a frieze of ornamental merlons.

General observations. The terracotta decoration of the
Darasbari Mosque truly represents the social mood of the restored
Ilyas ghahi period. By the time the mosque was erected, the
rulers were already naturalized in Bengal soil and the ruled
contented with their benign govermment, The local culture, arts
and crafts received impetus undef royal patronage. The result
was an upsurge of the local terracotta art which overlaid the
monuments of the period. The ornamentation was boldly wrought
upon and judiciously distributed over the various parts of the

buildings so as to enhance their decorative effect.

The division of the wall surface of the Darasbari Mosque
into thin offsets and recesses, cut across by an ornamental
string-course, has greatly added to the exterior charm of the
structure. The setting of the projecting terracotta panels in

the upper register of the walls has created a spatial contrast
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of height and depth in the wall surface and thereby further
enhanced its ornamental effect. The execution of the intricate
arabesque designs in the mihra@b panels and of the spreading
Ccreeper in the tympanum of the central mihradb reveals the high
state of excellence that the terracotta artists attained during
this period. The terracottas of the mosque, even in their
present partly restored condition, bear the impress of quality
art in their making. There is, however, a predominance of the
local plant and vegetal elements as against geometric and
abstract motifs, But the compositions are balanced and taste-

fully restrained,

- The Tantipara Mosque (Pls, XVII:2 - XVIII:2). Tantipara

means the quarters for the weavers and the mosque is called

after the name of the weavers' quarters.1 The mosque stands
about a mile to the north of the eastern wall of the fort of

Gaur between the Lattan mosque and the Chémkéggi mosques, The
Tantipara mosque is one of the earliest known examples of the

- oblong mul ti-domed type of Bengali mosques, Bullt of brick with
an octagonal tower at each corner, the mosque measures 78 feet
by 31 feet internally and 91 feet by 44 feet outside. The mosque
is in ruins except parts of the walls., The interior of the

mosque was divided into twe longitudinal aisles and five deep

1

“Abid ‘Ali, ope clt., p. 72; ASIR, vol. XV, Op. cit.,
J S NS e i e o
Pe 62.
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bays by four stone pillars running down the middle., The walls

are 6% feet thick with five arched openings in the east and two
each on the north and south. There was a raised gallery in the
northern corner of the mosque. The roof was covered by ten
hemispherical domes in the past, but they crumbled long ago.1
The surviving battlement in front shows the characteristic
Bengali convexity. Creighton gives a sketch of the mosque as he
saw 1t during 1801--7.2 "From an inscription found near",
Creighton gives the date of the Tantipdra mosque as A.H; 885

(1480 A.D,).>

Exterior decoration. The wall surface has been relieved by
offsets and recesses along its height (Pl. XVII:2), the offsets
showing projected ornamental terracotta panels and the recesses
containing the arched doorways. An ornamental string-course
cuts the wall surface into two vertical halves - a decorative
arrangement initiated by the Ekl3khi mausoleum at Hazrat Pandua.
The string-course shows twe thin mouldings on its face, the
inter-space being filled in with a terracotta lozenge frieze.
Above the string-course, runs a row of ornamental pointed merlons,
while below it can be seen a continuous necklace motif, both in

terracotta relief, Every offset of the wall surface shows two

1The domes fell during the earthquake of 1885. See 'Abid
-All, g9be Git., P« 72, fudule

2creighton, op., cit., Pl. XII.

3Ravenshaw, ope cit, pe 22, Pl., 17; ASIR, vol, XV, op. cit.,
Pe 62; Abid Ali, op. cite., pPs 62. The Inscription records
Mirgad Khan as the builder of the mosque.
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terracotta panels, one sbove and the other below the string-
course. The panels on the side walls are slightly sunk into
the wall masonry and each contains a chain-and-floriate pendant
hung from a multi-foil arch (Pl. XVII:2), The panels in the
front wall are most ornate and project out of the wall surface
within ornamental mouldings,below and above. The mouldings
show thin horizontal lines on their face and these are deco-
rated with terracotta lozenge, All the panels are bordered
wifh arabesques, Inside the panels, occurs a pointed mul ti-
foil arch supported on slender banded pillars. A winged chain
ending in a floriate pendant hangs from the arch apex amidst
dense leafage, There is a row of six small rosettes in the
spandrels surrounded by arabesque of delicate execution, The
panels are surmounted by a frieze of pointed merlons, while
below them runs a necklace-and-tassel pattern, all in terraco-
tta. The decorative composition of these terracotta panels
speaks of the high skill that the artists of Bengal attained
during this period,

The doorway panels are egually magnificent examples of
terracotta art, The soffit of the doorway arches shows three
succeeding stages of decoration; the innermost has a design of
embossed rosettes, the middle of arabesque and the topmost of
pointed merlons, The arch is crowned with an ornate pointed
finial. The spandrels depict two protruding big rosettes

contained within spiralling leafy creepers which rise from the
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arch springing and fill in the space around, There are smaller
rosettes placed intermittently to the enrichment of the spandrel
composition, A little above the rosettes, are two thin horizon-
tal panels, the lower depicting a frieze of pointed merlons and
the upper a row of rosettes, The ornamentation of the two
decorative mouldings that close in the terracotta composition
above the archways has disappeared. The recessed doorway panels
are enclosed within larger rectanqgular frames whose vertical arms
are set on the flanking wall offsets. The terracotta ornamen-
tation of these arms, except one big rosette on each at the top,
has withered away, but the decoration may reasonably be recons-
tructed as having consisted of a row of embossed rosettes on each
arm., The lintel of each frame shows faint traces of past deco-
ration, but except the surmounting row of terracotta merlons,

nothing else can be identified at present,

The octagonal corner towers are now almost in ruins, but
they were "also ornamented in the same style“l as the wall surface
with offsets and recesses and contained floriate hanging motif
within mul ti-foil pointed arch, There are triple cornice
mouldings below the curved battlement, The mouldings are impressed
with friezes of terracotta lozenge. In the inter-space between
the upper mouldings runs a jali pattern, while that between the
lower mouldings is filled in with alternate necklace and tassel

in terracotta relief.

1ASIR, vol. XV, ope. cit., p.cl.
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Interior decoration. Corresponding to the five entrances
from the east, there are five mihrabs in the west wall of the
mosque., All the mihrabs are set within double rectangular
panels that were richly adorned with terracotta in the past
(Pl., XVIII:1), Hasan is not correct to designate these terra-
cotta ornamentation as stucco wcrk.l But most of the ornamen-
tation has disappeared, so that the panels have lost the charm
they originally had, The ornamentations of all the inner panels
up to the arch spandrels are almost gone except faint remnants
here and there, These traces suggest that the lost decoration
was of kindred type with that of the entrance panels and con-
sisted of rosettes enclosed within spiralling creepers, Above
the sprandrels, the terracotta decoration survives in fairly
good condition., The composition shows a number of horizontal
panels, each decorated with a different motif, The lowest panel
depicts a frieze of tessellated hanging motif below @ row of
lozenge, Above, runs a cross-petal design surmounted by a frieze
of rosettes, The next higher panel shows a cross-petal motif
above which is a pattern of hanging fruits with twigs in between,
On its vertical arms, the inner panel shows rectangular composi-
tion filled with a floriate hanging pattern inside a multi-foil
arch, There are also vertical rows of small rosettes flanking
the hanging motif, The lintel of the inner panel contains a

rosette in the centre flanked by delicate creepers set within

IS.M. Hasan, op. cit., p. 133,
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square frames whose borders are decorated with terracotta

jali work. Further,on either side is a decorative arch having
rows of creepers within and vegetal elements outside. The
lintel contains at either end a design like the one in the
centre., The outer panel is bordered by a spiralling creeper
with a rosette in each convolution, Above the outer panel,

is a frieze of stylized hanging pattern of vegetal constituents
surmounted by a decorative moulding, The panel ends upward in
8 highly decorated merlon frieze with rosettes in between and
punctuated by three ornamental terracotta finials, Higher up,
is an ornate terracotta disc resembling the flaming sun and
surrounded on its four sides by terracotta rosettes., Similar
ornamental motlifs also decorate the tympanums of the transverse

arches,

Flanking each mihrdb panel are two smaller oblong panels
placed vertically, one above the other, Each of these contains
a decorative mul ti-foil arch with an ornate winged pendant han-
ging from the keystone. The arch spandrels are filled in with

vegetal shoots. The compositions are kept within jali borders,

The mihrab niches also contained rich ornamentation in
terfacotta relief, most of which has withered away leaving
sporadic faint traces. The niches show rectangular panelling in
two vertical registers, Each panel of the 1ower register contains
@ plant motif inside a multi-foil arch and those in the upper

register show the hanging motif. There are rows of mouldings
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above the panels and these are impressed with decorative motifs
such as rosettes, jali design, hanging fruits with twigs etc.
The mouldings are surmounted by a row of pointed decorative

merlons with rosettes in between.

The domes were supported on corner pendentives formed of
horizontal projecting courses of bricks set corner-wise - a
characteristic Bengali feature (Pl, XVIII:2). The terracotta
decoration at the dome base inside is equally rich, The compo-
sition consists of a frieze of floriate hanging motifs running
all round at the bottom, above which is a projected moulding
impressed with lozenge, The moulding is surmounted by a row of

decorative merlons,

General observations. The Tantipadra Mosque, according to
Cunningham, "is the finest of all the buildings now remaining
at Gaur."l The excellence of the building lies in the graceful
setting of the various architectural elements and the superb
quality of the terracotta ornamentation, The terracotta artists
of Bengal executed the best of their craft in this structure,
Marshall rightly remarks, "In the matter of superficial ornament,
indeed, the Tantipérd masjid marks the zenith of the Bengal
school".2 The ornamentation of the mosque reveals the terracotta
artists of Bengal as having mastered the technique of the Muslim
low-relief decoration and the finesse of execution of details.

1531&, vol. XV, 2Pe Cit., Pe 62.

2CHI, vol, III, op. cit., p. 605,
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The ornamentation is dense and no space inside the composition
has been left vacant, yet it is soothing to sight rather than
tiring. Marshall's complaint against the ornamentation "to be
verging on the meretricious™ is merely based on difference of
point of view., The Bengal artists have their own concept of
beauty like any other people, and no outsider is a fair judge
in this respect. The ornamentation of the Tantipara mosque,
therefore, must be judged in the cultural context of Bengal,
Again, Marshall's comparison of the mosque with the Dakhil
Darwdza that the former is "effiminate™ and "formal", while the
latter is "virile"™ and "spontaneous™ is based on bad reasoning.
The Tantipara Mosque was @ place of prayer where the Muslims
bowed down before the Almighty in humility and submission;
whereas, the Dakhil Darwaza was a structure of power which pro-
claimed the regal might.l The ideels were, therefore, different

and so was their decoration,

The effect of ornamentation of the Tantipara Mosque was
greatly enhanced by the "rich red colour" of the bricks used in
the building, It is significant to observe that the artists®
concern wés not confined to the execution of the ornamentation
alone, but also spread over the materials, which would help their

work look more appealing. The survival of the ornamentations

‘}'See Oleg Grabar, "The Architecture of Power: Palaces,
Citadels and Fortifications"™ in Architecture of the Islamic World,
ed, by George Michell (London: Thames & Hudson, 1978), pp. 65-79,
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almost in their pristine beauty through centuries also speaks
of the high technique of making the terracotta pleces, Indeed,
the Tantipara mosque represents the apogee of the Muslim

terracotta art in Bengal,

The Dhunichak Mosgue (Pl, XIX3l). The Dhunichak Mosque is

@ brick-~built structure and stands in the Mahdipur area of Gaur,
It owes its appellation to the locality inhabited by the dhunies
or “"Cotton carders".1 The mosque is included in the revised
list of the Ancient Monuments of Bengal,2 but its building date
is not known, ©On stylistic ground, the mosque has been ascribed
to the restored Ilyas Shahi period (1433-86).3 The mosque is
almost in ruins except parts of the western and northern walls.
The corner towers, whose foundations are still in situ, have also
disappeared, There are three niched mihrabs in the gibla wall.
Dani4 is of opinion that the mosque was covered by a single dome,
while Hasans places three domes on the roof, There are remnants
of decoration on the wall surface, dome base and the mihrabs,
which suggest that the mosgue had rich terracotta ornamentation

in the past,

IS.M. Hasan, ope Cite, pPe 126,

2gist of the Ancient Monuments of Bengal, Revised upto 1895
(Calcutta: Public works Department, 1896), p. 446.
3a.H, Dani, MAB, op. cit., p.107.

m.’ Pe 108,

5.M, Hasan, op. cit., pps 126-27.
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Decoration. At the present ruinous state, the decoration
of the mosgue is confined only to the interior. The mihrabs
are set within double rectangular frames, the decoration of which
has almost peeled off, The surviving traces show that the
frames were decorated with terracotta and the designs executed
were similar with those of the Tantipara and Darasbadri mosques,
The inner frame of the mihrab panels still retains on its lintel
a central rosette contained within a square compartment having
Jjali borders. The flanking decorative arches with rows of
creepers inside and other vegetal elements outside resemble
those on the inner panel of the mihr3@bs in the Tantipara mosque.
The outer f:aﬁe has a spiralling creeper device with a rosette
in each convolution, Above the frames, runs a frieze of sty-
lized vegetal hanging patterns similar to that of the Tantipara
mosque, Immediately above, are two mouldings with terracotta
lozenge frieze on their face, Each mihrdb panel is surmounted
by a row of decorative merlons, equally distributed between five

spaced kalasa motif.

The central mihrab is bigger than the side ones and shows
a8 pointed cusped arch with ornamental finial, The spandrels are
interspersed with rosettes, A luxuriant terracotta tree rising
from a vase placed at the arch-spring on either side covers the
spandrels and intertwines the rosettes within its branches,
Above the spandrels are two thin horizontal panels, the lower
showing @2 hanging pattern of twigs and the upper a frieze of

rosette, all in terracotta relief, Each mihrdb is flanked on
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either side by two smaller rectangular panels, one placed above
the other, a little recessed in the wall. The panels contain
a mul ti-foil pointed arch inside. From the keystone of the
arch hangs a terracotta chain ending in a rectangular pendant,
The spandrels depict a series of rosettes and vegetal shoots.

A stone course runs across the wall inside at the level of the
mihrab arches. Above and below the stone course, is a row of

ornamental terracotta merlons.

The remnants of the dome base at the north-west corner of
the mosque still survive., The oversailing courses of the pen-
dentives show brick-setting corner-wise. The dome ring shows
@ moulding impressed with terracotta lozenge., Above it, is

seen a row of ornamental merlons.

General observations. Although almost in ruins, the

Dhunichak mosque retains traces of rich terracotta decoration,

The mosque must have been a very beautiful building when stood
intact. The existing walls, even in their battered condition,
show outlines of the offsets and recesses that once relieved the
surface, The ornamental motifs, the setting of the mihrdb panels
and the technique of execution of the terracotta ornamentation
undoubtedly assign the mosque to the restored Ilyas Shahl period.
The mihrab niches, also ruinous, retain traces of original
panelled decoration which consisted of terracotta hanging patterns
and plant motifs inside ornamental arches., Two stone pilasters,

still in situ in the western wall, carried two transverse brick
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arches which must have supported three domes above, But the
existence of a stone pillar still standing and another lying
fallen inside the mosque, suggests that there might have been
six domes roofing the structure of two aisles. The trace of
only one doorway survives in the north wall. It may be guessed
that both the north and south walls had two doorways each, The
east fagade must have contained three arched entrances corres-
ponding to the three mihrabs in the west wall., The number of
domes roofing the structure would then be equal to the number
of front doors multiplied by the ones on each side, that is,
six in 8ll, Such an arrangement, first initiated by the mosque
of zZafar Khadn Ghazi at Tribeni may reasonably be applied to the
Dhunichak mosque and thereby the problem of the number of domes

may be solved,

The R3jbibi Mosque (Pl . XIX:2). It is a single-domed

square mosque with a verandah in front and conforms to the
Cha3mk3tti mosque in general plan and architectural details. The
mosque is built of brick and stands between Balua Dighi and
Khdnia Dighi to the south-east of the Kotwali Darwaza, The

main prayer hall measures 28 feet square inside, roofed over by

a bowl-shaped dome supported on corner pendentives, The verandah
is covered by three domes, The total measurement of the mosque
including the verandah is 62 feet by 42 feet, There are six
octagonal towers at the corners -—- four at the corners of the

main hall and two of the verandah, The mosque is entered by
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three arched doors in the east wall and one each in the north
and south walls, The west wall inside is faced with ashlar
masonry wherein there is a single niched mihrab, Earlier
photograph of the mosque (Pl, XIX, no, 2) shows it in ruins,
but the Department of Archaeology and Museums, Govermment of
Bangladesh, restored the structure in recent past. The date of
the mosque is not known, as no inscription has been assigned to
it. But on stylistic gkounds, the mosque falls in the restored

Ilyas Shahi period.l

Exterior decoration, The wall surface shows the charac-

teristic offsets and recesses and was originally decorated with
terracotta ornaments, The west wall outside along its entire
breadth showed in the past terracotta decoration of vegetal
motifs., Remnants of these decorations were visible till recen-
t:l.y.:a The ruinous corner towers in the south-west and north-
west showed mouldings at the base, Between the mouldings were
noticed remnants of terracotta decoration cgnsisting of motifs
of jali work, creeper frieze and arched niches with rosettes
and plants inside, Both the offsets and recesses contained
ornamental panels above and below the string-course that cut
across the wall surface horizontally, The panels in the recesses

were surk in the wall and showed floriate terracotta hanging

aani holds a similar view. See A,H, Dani, MAB, op. cit.,
pe 112,

2The writer saw these ornamentations in a ruinous condition
in the year 1974 when he visited the mosque for the first time.
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motifs suspended from keystone of mul ti-foll arches supported
on ornamental banded pillars, There were rosettes in the
spandrels surrounded by vegetal shoots, The panels were
bordered by a spiralling creeper design with a rosette in each
convolution, The mouldings that enclosed the panels below and
above showed terracotta lozenge on their face and a creeper
design in the interstice, A frieze of ornamental merlons im-
pressed with plant motifs surmounted each panel, The recesses
also showed a series of triple mouldings at the base, The inter-
spaces between these mouldings were filled in with arched

niches having plant motifs, jali pattern and creeper frieze
inside., The faces of the mouldings were impressed with terraco-
tta lozenge, Above the mouldings, ran a8 row of ornamental

merlons depicting vegetal elements,

The panels on the offsets were of similar design with those
of the recesses, but bigger in size, The entrance arches open
in the recesses and contain a terracotta rosette in each spandrel.
The string-course showed upright and inverted merlons above and
below respectively. These merlons were impressed with plant

motifs of delicate execution.,

The cornice of the mosque showed triple mouldings with
terracotta ornamentation between; at the bottom was a necklace-
and-tassel design, in the middle, a jalli pattern and in the
topmost, a pattern of arched niches filled in with rosettes, all

in terracotta.,
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Interior decoration, The decoration of the mihrab panel

was done by stone carving, There are two rosettes in the span-

drels surrounded by vegetal elements, These are sorely decayed

due to the quality of the granite on which the ornamentation was
carved, There is an inscription tablet fixed above the mihrab,

but the writing is so badly worn out that it has defied deci-

pherment till now,

The triangular spaces between the dome arches are each
embossed with a large terracotta rosette, The dome base has a
jali design below an ornamental moulding impkessed with an
inter-connected bell pattern, Above the moulding, runs a frieze

of merlons impressed with terracotta plant motifs,

General observations. The original decorations of the mosque

are now almost a thing of the past, The ravages of the weather
mercilessly affected the monument and physically harmed the
verandah to extinction, The terracotta ornamentations,which must
have made the mosque an elegant structure in the past, suffered
worse battering. In recent past, the Department of Archaeology
and Museums, Govermment of Bangladesh, took up the restoration
of the monument by raising the front verandah and the corner
towers and treating the wrecked dome. In the process, the rem-
nants of the original terracotta facings have been peeled off,

The restoration work is still in progress.

The appearance of the ashlar masonry on the inner face of

the gibla wall of the mosque poses a problem of identifying its
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purpose and time. There is no other known example of a purely
similar kind of walling in the Muslim architecture of Bengal,
although stone facing of brick core, inside and outside, was a
style of construction during the Husain Shahi period. The
inscription fixed above the mihrab appears on the face to be

of contemporary date with the ashlar masonry, but its illegi=-
bility has precluded the dating. Probably, the ashlar facing
was a later addition, but at any rate, its provision has marred

the interior beauty of the mosque,

(ii) Monuments at Khalifatabad

Contemporaneous with the Ilyas 3Q§hi monuments at Gaur, is
a group of buildings, mostly mosques, erected far away from the
capital in the region of Barisal, Patuakhali, Khwlna and Jessore,
known as Khalifatabad, in south-eastern Bengal. Built of brick,

these buildings reveal an admixture of influence coming from

1 2

Sultani Gaur and imperial Delhi. Known as what Dani~ and others
call "the Khan Jahan Style", this group of buildings share with
Gaur monuments brick fabric, thick walls, curved cornice, massive
structure and terracotta ornamentation. In other respects, such
as the tapering round corner towers, multi-domes and austerity

of wall surface, the influence of the Tughluq architecture of

1
A. H. Dani, MAB, op. cit., p. 1l4l.

ZF.A. Khan, "Development of Archaeology in Bangladesh",
JVRM, I (1972), p. 16.
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Delhi is discernible.® Some of the buildings also betray
influence coming from Persia in certain of their elements, The
remains of a large number of these buildings, said to have been
erected by Khan Jahina (de 1459), most probably an administrator-
general of the Ilyas Shahi rulers, are now scattered over Khali-
fatabad. The atmospheric salinity of the region together with
human piracy have caused most of their undoing, But those that
still survive constitute a large number to enable a fair study
of their architecture.and ornamentation, The'existing examples
are mostly located at Bégerh5t3 from where Khan Jahan ruled the
conquered region, These include the Sat-Gumbad Mosque, the Ten-
domed Mosque, the Bibi Begni Mosque, the Rorbijoypur Mosque, the
Singra Mosque, the Chuna Khola lMosque and the Mosque of Zinda
Pir, a1l at Bagerhat, while sporadic survivals from other areas
of Khalifatdbad are the Masjidkur Mosque in Khulna district, the
Qasba lMosque in Barisal district and the Godar Mosgue at

lPercy Btown, .9.2- Ci.t.’; Pls. XII and V.

ghan Jahan (d. 1459) flourished in the middle of the 15th
century during the reign of Sultan Nasir al-Din Mahmud I (1433~
59), the restorer of the Ilyas Shahi rule in Bengal. He conque-
red the region of south-eastern Bengal and founded Khalifatabad.
(Cf., JASB,XXXVI, Pt, I (1867), p. 135; L.S.S, O'Malley, Bengal
District Gazetteers; Khulna (Calcutta: Bengal Secretariat Book

Depot 1908)’ PPe 26—27; % VOI- XI, 22- M‘, Pe 131.

odern Bagerhat is an administrative Sub-division in the
district of Khulna., It has been identified with Haveli-Khali-
fatabad (Clearance for the residence of the Viceroy) by Blochmann.
(Cf, JASB, XLII, Pt., I (1873), p, 227). Bari holds that Haveli-
Khalifatabad was the centre from where Khan Jahan administered
the conquered region., (Cf, Muhammad ‘'Abdul Bari, Khalifatabad:

A Study of Its History and Monuments (Unpublished I, Phil.
Ezssertation, University of Rajshahi, 1980), p. 43).
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Barabazar in Jessore district. Almost all of these buildings
are undated,l but are ascribed to the middle of the 15th century.
Most of these surviving examples are sadly battered physically
and show a bruished surface and as such their ornamentation has
disappeared., The few that are still in somewhat fair state of
existence have austere wall surface. Except for a single ins-
tance of stone carving in the central mihrab of the Sat-Gumbad
Hosqué, the ornamentation of these buildings‘was done in terra-
cotta which remain largely confined te the entrance doorways,
mihrdb panels, cornice bands and dome base. In.respect of
ornamental themes and their setting, these buildings generally
imitated the monuments of Gaur and Pandua, but appear to lack
in the high state of excellence attained by the latter. Mentio-
nable examples of this group of buildings, for our purpose, are
the $at-Gumbad Mosque, the Nine-domed Mosque, the Ronbijoypur
Mosque, all at Bagerhat, and the Masjidkur Mosque at Amadi also

in Khulna district.

The Sat-Gumbad Mosque at Bagerhat (Pls. XX ~-XXI33). It is

the best representative example of the Khan Jahan style. The
building of this mosque is universally attributed to Khdn Jahan

(de 1459), It is an oblong multi-domed structure built of brick

10n1y two buildings of the whole group of the Khalifatabad
monuments, viz,, the tomb of Khan Jahdn and that of Muhammad
Tahir, both at B3gerhat, contain dating inscriptions. (JASB,
XXXVI, Pt. I (1867), p. 135; O'Malley, op. Cit., pp. 135-36,
and 166; S, Ahmed, op. cit., pp. 64-67,



215

and measures 160 feet by 108 feet externally having very thick
walls. The mosque is entered by eleven arched doorways in the
east wall and seven each in the north and south walls. There

is also a postern door in the back wall immediately to the

north of the central bay. There are four circular tapering
towers at the corners, These towers rise above the parapet

wall and are crowned with small domes., Corresponding to the
archways in the east wall, there are semi-circular mihradbs
recesséd in the west'wall, except that occupied by the postern
gate, The space inside the mosque is divided into seven longi-
tudinal aisles and eleven deep bays., Consequently, there are

77 compartments interiorly, of which those of the nave, numbering
seven are of oblong shape, roofed over by cau-ca3la covering and
the side ones numbering 70 are of square formation and covered
with cUp—ahaped domes., The wall surface in the north, south and
west outside 1s variegated with vertical offsets and recesses.
The doorways in the north and south wells open within the offsets,
while the projections in the west wall serve as response to the
mihrdbs inside., The mosque has the usual curved cornice and
battlements, but in the east wall over the central doorway is
seen a triangular pediment - a peculiar element in Bengal archi-
tecture, There is no inscription recording the date of its
erection, but the mosque is traditionally ascribed to Khan Jahan,
Except the stone carvings on the central mihrab, the decoration

of the mosque was executed in terracotta.
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Exterior decoration, The two-centred arched doorways in
the east wall open within rectangles slightly recessed in the
wall, The spandrels of the arches show terracotta rosettes
below triple ornamental mouldings., The central doorway has
retained its decoration in fairly good condition, Here the
mouldings show decoration in terracotta in the following manner:
the lowest moulding depicts a row of hanging twigs, the middle,
a frieze of lozenge and rosette occurring alternately, and the
topmost is impressed with a row of four-petalled flowers. The
inter-space between the upper mouldings is decorated with a
scroll having lotus flowers in the convolutions, while the lower
inter-space depicts a2 row of tri-lobed arched niches which are
filled in with plant and floral elements such as palm trees,
leafy plants, rosettes etc. The whole composition is crowned
with a beautiful triangular pediment, whose ornamentation has
totally disappeared., The archway is flanked on either side in
the upper part by a large rosette encircled by four smaller
rosettes. The other entrance arches in the east wall are deco-

rated exteriorly with more or less similar terracotta ornaments,

The outer surface of the walls on all sides except the east
is relieved with offset projections which are pierced with arched
passage in the north and south walls within recessed rectangles.
The keystone of each arch is here embossed with an upright
terracotta diamond flanked on either side by a rosette in the

spandrels., Above the spandrels, are ornamental mouldings whose
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decoration has disappeared, but which probably consisted of
plant and floral motifs like those in the east wall. The
oblong narrow recessed chases in the north, south and west
walls are now plain, but it is probable that they had base
mouldings in the past like those seen in the Nine-domed Mosque,
and that these base mouldings were decorated with terracotta

ornaments,

The projected cornice of the mosque and the ornamental
bands of the corner towers are decorated with terracotta lozenge.
But it is the interior of the mosque which has preserved richer

orn"amentation.

Interior decoration., The spandrels of the entrance arches

depict on their back face various ornamental motifs in terracotta.
Some of these show beaded necklace with lotus inside, some
interlocking pattern containing diamonds, while some others have

intersecting creepers bearing flowers,

The west wall contains ten niched mihrSbs opened under
engrailed arches, The central mihrab is made of grey sandstone
and shows carving in the characteristic Muslim shallow relief,
The carved motifs include mostly plant and vegetal elements
which are also found in terracotta in the brick mihradbs, Most
of the decorations on the brick mihrabs have been eaten up by
the atmospheric salinity of the region and some have totally
disappeared, The remnants show their likeness and affinity

with the Gaur and Pandua examples, The mihrab arches are
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supported on octagonal banded pillars with square base, The
bands were decorated in the past with terracotta lozenge and
rosette, traces of which still survive, The square bases of

the pillars show upright traiangles, The facets of the pillars
are impressed with intersecting scrolls, which have formed

loops filled in with rosettes. The arch spandrels show terra-
cotta rosettes above vegetal elements, The mihrab niches are
disposed into horizontal panels, each filled in with a different
terracotta motif, The third niche from the north retains the
decoration in fairly good condition, It shows six horizontal
sunken panels, The panels are separated from each other by
raised brick mouldings which show terracotta lozenge and rosette
decorating their face, The panels depict in descending order
florid motifs, interlacing scrolls, intersecting scrolls with
rosettes in the loops, fleral scrolls, interlocking pattern and

diamond in terracotta relief,

The inner face of the north and south walls show small
decorative niches under cusped arch, These were perhaps meant
as lanterns for burning lamps at night., There is a couple of
mouldings above the niches. The mouldings are impressed with
terracotta rosettes alternating with diamonds, The inter-spaces

depict floral scrolls.

The interior of the cau-cala vaults also showgterracotta
ornamentation, The compartments of the vault ceiling produced

by the 1nters§cting rafters and horizontal bands are decorated at
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intervals with terracotta rosettes., The ridge of the vault

shows three large rosettes. The cup-shaped domes over the
flanking bays of the nave show characteristic Bengall pendentives
at the corners, The dome~-ring inside depicts terracotta lozenge

above a jali frieze, also in terracotta,

General observations. The terracotta ornamentation of the
Sat-Gumbad Mosque is in ruins, But for repeated repairs,l the
structure of the mosque itself must have suffered similar fate
with the ornamentation, The existing remains of the terracottas
are those executed originally, The motifs show no newness in
themes; they merely repeat the examples of the contemporary Gaur
style, The ornamental motifs that appear in the mosque such as
lotuses, lotus petals, rosettes, cusped arch, necklace, lozenge,
chain-and-pendant, scrolls, creepers, diamonds, interlocking and
intersecting patterns etc., were universally used in the early
Muslim monuments of Bengal. The similarity of these motifs with
contemporary Gaur examples may help in establishing the political
relationship between Khalifatdbdd and Gaur., However, the delicate
arabesque designs and the rich composition of the entrance and
the mihrab panels of the Gaur monuments are conspicuous by their
absence from the Sat-Gambad Mosque, The reason for this could
perhaps be sought in different groups of artists working in the
two centres with differential skill, It is natural that the

1ASIAR, 1917-18, p. 9; 1929-30, p. 44; 1930-34, p. 37.
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skilled in the art were engaged in royal commissions., A novel
feature appears in the mosque in the decoration of the vault
ceiling which was subsequently followed in the vaults of the
Chhota Sond Masjid (1493-1519) at Gaur., The provision of small
ornamental niches on the inner face of the north and south walls
of the mosque is here seen for the first time in the Muslim

architecture of Bengal and is_a feature of local influence.l

The Nine-domed mosque. (P1., XXII:1), The moscue stands

within a quarter mile of the tomb of Khan Jahan in the south-west,
It is a brick-built square structure with round banded towers at
the corners and measures 54'10" each side externally. The walls
are 7'8" thick. The wall surface on all sides shows offsetsand
recessed chases, There are three arched openings in the east,
north and south walls. The arched entrances open within the
recessed chases having triple mouldings above, All the entrances
in the east wall and the central ones in the north and south walls
are enclosed within broad rectangular panels, The recessed

chases containing the entrance arches in the side walls end at

the top in pointed arched engrailing below the cornice, The other
recesses in the north, south and west walls also have similar

arch engrailing above and ornamental mouldings at the bottom. The

1
Similar interior niches may be seen in the surviving
Buddhist temples at Mainamati in Comilla district (7th-12th
century) and Pahdrpur in Rajshahi district (c. 800 A.D,).
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mosque interior is divided into three aisles and three bays by
two rows of stone pillars, two in each row. Consequently, the
mosque is roofed over by nine domes, one over each square bay,
The domes are supported by intersecting pointed arches, Corres-
ponding to the three doors in the east fagade, the west wall

is recessed with three engrailed arched mihrébs of which the
central one is larger than the flanking ones. The decoration
of the mosque has been entirely done in terracotta. The mosque

is undated but is generally ascribed to mid 15th century.

Exterior decoration, Like other buildings of the Khan Jahan

style, the ornamentation on the exterior of the Nine-domed Mosque
has suffered most from the decaying éffect of salinity of the
regiﬁn and largely disappeared leaving only traces here and
there, The borders of the central arch in the east wall is
decorated with terracotta net-pattern. The spandrels of the
arches are now bare, but it is probable that these were decorated
with terracotta ornaments in the past. The triple mouldings over
the arches show traces of jali work on their face and scroll
motifs in the inter-spaces., The mouldings at the base of the
recesses in the north, south and west walls are faced with terra-
cotta lozenge. The inter-spaces between these mouldings show
designs of alternate rosettes and diamonds and also scrolls having
rosettes in their bends, The double mouldingsat the cornice
imitate the curve of the parapet and have greatly added to the

beauty of the structure, These are impressed with terracotta
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lozenge friezes that run all round the building embracing the
corner towers within their fold, The sunken inter-space between
the cornice mouldings show vacant square niches in the north
wall, Similar niches probably existed all round the cornice in
the past and contained terracotta ornaments, Below the cornice

mouldings, runs a mat pattern,

The round corner towers have been made graceful with eight
ornamental bands, the topmost two having been enclosed within the
cornice mouldings, Of the remaining ones, the middle four are
impressed with a lozenge frieze set between horizontal rows of
lotus petals. The lowest mouldings depict a pellet design, while
all the inter-spaces on the towers have rows of lozenge in

terracotta relief,

Interior decoration, The mihrab panels in the west wall are

the most decorated parts of the mosque, The mihrab niches are
contained within double rectangular frames, the outer showing
terracotta interlocking designs, while the inner depicts a chess-
board pattern in brick-setting. The lintels of the frames have
been made elegant with three terracotta rosettes on each of them,
one placed at the centre and two at the ends, The inter-space
between the frame lintels is filled in with a row of rosettes,
The spandrels of the central mihr3@b arch depict a terracotta tree
bearing flowers, while those of the flanking mihrabs have blown

lotus embossed on them, The semi-circular niches dissolve into
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six horizontal sunken panels, each separated from the bther‘by
@ raised band impressed with terracotta lozenge and lotus~petal
frieze, These panels are decorated with various terracotta
motifs consisting of necklace, lotus palmettes and different
types of interlocking patterns, Across the middle of these
panels, hangs down a terracotta chain with an ornate rectangular
pendant, The pendant is embossed with vegetal elements, The
mihrdb frames are crowned with a row of ornamental merlons. The
side mihrabs are decorated in similar manner with slight varia-

tion in the arrangement of the ornamental motifs,

The back face of all the entrance arches also shows orna-
meniation in terracotta, The spandréls depict lotus flowers and
the keystone of the arches is embossed with an upright diamond
which is impressed with a rosette contained inside a square.

High up above the arches, are three moulded bands, each ornamented
with a frieze of rosettes set between lotus petals below and
above. The inter-spaces between the mouldings show terracotta

necklace, scrolls and floral patterns,

The central mihrab is flanked on either side at some height
by an engrailed arched alcove surmounted by two deccorative
mouldings, These mouldings show terracotta lozenge on their
face, The inter-space between them contains traces of past
decoration, decayed beyond identification at present, Similar
alcoves decorate the inner face of the north and south walls and
they are so arranged that one alcove is placed on either side of

a8 brick pilaster. Each pilaster is relieved with five narrow
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bands arranged in tiers, each of which is impressed with a single
decorative motif, The motifs include lozenge, four-petalled

flowers and eight-petalled flowers in terracotta,

General observations, The nine-domed Mosque is a magnificent

example of the Khdn Jahan style of architecture in Khalifatabad.
Besides containing the general peculiarities associated with the
style, the mosque shows some novel features which have enhanced
the architectural effect of the structure, The thin recessed
chases on the wall surface terminate in engrailed arches below
the cornice, This feature already appeared in the early Muslim
architecture of Persia and is seen in the north domed-chamber of
the Masjid-i-Jami® at Isfahan (1088)1 and the Minaret of Gulpaygan
(ce 12th century).2 The mat pattern below the cornice mouldings
in this mosque also has its precedent in Persian decorative scheme
where it occurred in the south~east iwdn of the Masjid-i-Jami” at
Isfahan (12th century) and the shrine of Bayazid at Bistam
(1120).3 In the circumstances, Persian influence on the Khalifa-

~ ta@bad architecture is obvious,

The terracottas of the mosque, like other monuments of
Khalifatabad, imitate the common motifs used in the Gaur style,

but unlike the latter, is of poor artistic quality.
1

A.,U, Pope, Persian Architecture: The Triumg% of Form and
gg;ggib(New York: George Brazeller, 1965), Fl. 109.
erek Hill & Oleg Graber, Islamic Architecture and Its
Decoration (London: Faber & Raber, 1964), Pl. 286,
A,U, Pope, op, cite., Pls. 108 and 167.
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The Ronbijoypur Mosque (Pl, XXII:2). Locally known as
Falgirbari mosque and also Ronbijoypur mosque, this structure

stands within a furlong to the north of the tomb of Khan Jahan
(d, 1459) in Bagerhadt, Built of brick with walls of unusual
thickness of 9 feet, the mosque is a single-domed square buil-
ding of 54 feet a side externally. There are four round banded-
towers at the corners and a single moulding at the curved
cornice, Bach of the east, south and north walls glves way to
three arched entrances, the middle arch being bigger than the
flanking ones, All the archways are a little recessed in the
wall with an ornamental moulding above. <Corresponding to the
three entrances in the east wall, there are three arched mihrabs
in the west wall, Like the central archway, the central mihrab
is broader and larger in size than the side ones., The central
mihrab is responded outside by a rectangular projection rising
up to the cornice, The interior of the mosque walls is spanned
by eight arches rising from brick pilasters, a system initiated

by the Chamkatti mosque at Gaur.l

The single dome of the mosque
rests on these arches., The dome of the mosque was exteriorly
decorated with circular rows of brick offsets in the past, now

plastered smooth.

Decoration. Like other monuments of the Khan Jahan style,
the ornamentation of the mosque was done in terracotta., However,

the decoration on the outer surface of the mosque has almost

1..H. Dani, MAB, op. cit., p. 105.
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disappeared leaving sparse traces on the mouldings above the
archways, cornice band and the bands on the corner towers. The
cornice band and the mouldings atop the entrances are impressed
with friezes of terracotta lozenge, The mouldings on the corner

towers show triangles and lozenges,

The mihrab niches open under engrailed pointed arches
supported on brick pilasters. Each arch is set within a slightly
sunk rectangular panel., Inside the panel and above the arch
spandrels, there are two projected brick mouldings which show
terracotta lozenge on their face. The inter-spaces of these
mouldings are enlivened with floral scrolls in terracotta relief,
The spandrels of the central arch are now bare, but probably had
decoration in the past. The panel is surmounted by a frieze of
ornamental merlons. The interior of the semi-circular niche of
the central mihrdb is divided into seven "~ vertical registers by
means of ralsed bands, Each of the bands shows a terracotta
decorative motif; the first from the top depicts a row of lozenge,
each being separated from the other by a thin vertical line;
the second and the fifth mouldings are impressed with triangles;
the third and the sixth show rows of alternate lozenge and
rosette ; the fourth band has a row of rosettes only, while the
seventh depicts a8 frieze of hanging flowers, The sunken inter-
spaces between the mouldings have terracotta decoration in the
following order from the top: the first shows a net pattern,

the second, a floral scroll; the third, intersecting scrolls with
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rosettes in the loops, and the decorations of 2l1 others have
disappeared., Across the bands and panels hangs down & stylized

chain-and-pendant also in terracotta,

The side mihribs-have similar decorative composition except
variation in the number of decorative panels and bands in the
niches and ornamental moulding above the arch spandrels, The
central mihrab is_flanked on either side by an engrailed arched
niche. Similar ornamental niches also occur on the inner face
of the north and south walls., The brick pilasters that support
the arches for the dome base are decorated with intermittent

mouldings showing triangle motif in relief,

General observations, The Ronbijoypur Mosque is a significant

‘example of the Khan Jahan stylel and betrays unmistakable Persian
influence in the decoration of its dome, The dome surface in the
past showed decoration with circular rows of bricks set corner-
wise. The technique appeared in the Muslim architecture of
Persia quite at an early date, represented by the dome over the
brick-built square tomb of Ismdil the Semanid (d. 907) at
Bukhara. The structural,material and decorative similarity of
the Ranbijoypur Mosque with the Samanid tomb leaves little doubt

about the Persian influence on the Muslim architecture of Bengal.2

1pakistan Archaeology, 5 (1968), p. 24l.

2Cf. A,B,M, Husain, "The Ornamentation of the Sultani
Architecture of Bengal", Silpakala, I (1978), p. 6. For the
photograph of the Samanid tomb, see A.,U, Pope, op. cit., Pl. 77
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But unfortunately, this historic ornamental feature of the mosque
has been destroyed by plastering the dome smooth during resto-
rationsl and thus its original character has disappeared., It

is a certain example of mis-judged restoration works which may
have killed the real character of many historic cultural objects

in Bengal.2

The terracotta ornamentation of the mosque imitates the Gaur
style, but in a poor manner, The fineness and delicacy of the
terracottas seen in the Gaur monuments, such as at the Darasbari
Mosque, the Tantipara Mosque, the Dhunichak Mosque, etc. are
conspicuously absent from the Ronbijoypur Mosque. The massiﬁeneas
of the mosque structure badly compares with the purpose3 and size
of the structure, and except for the decorated dome already

referred to, nothing else is noteworthy of the mosque,

he Masjidkur Mosque (Pl., XXIIX:1). The mosque stands in
the village Masjidkur4 under Paikgacha Police station in Khulna
district and is stylistically related to the Sat-Gumbad mosque

laestoration work to the mosque was carried from 1964 through
1969 and again in 1972-73, See Muhammad Abdul Bari, op. cit.,
pPp. 182, f.n, 2 and 183 £f.n, 1.

2The Darasbari Mosque (1479) at Gaur and the Goaldi Mosque
(16th century) in Dacca district have suffered loss of original
character due to thoughtless restoration and unskilled workmanship.

3Bar1's comparison of the mosque with the Dakhil Darwaza at
Gaur is a bad analogy, since the purposes of the structures were
contrastingly different, (Cf. Muhammad Abdul Bari, op. cit.,p.183).

4Traditions relate that the pioneer cultivators of the
Sundarbans discovered the mosque from under the earth while clea-
ring jungles along the river Kobadak and named the place as
Masjidkur or 'the digging out of a mosque', Cf. L.S5.,35, O'Malley,
ope cit., p. 183; ASIAR, 1923-24, p. 32,
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at Bagerhat, Built of brick, the mosque is square in plan
measuring 54 feet 9 inches a side externally., The walls are

7 feet 4 inches thick, There are four round corner towers,

each having three other bands except the one at the cornice,

The wall surface at the corners shows recessed chases. The
mosque is entered by three arched doorways in the east, north
and south walls, the middle one being larger than the side ones,
The doorways are a little recessed in the wall masonry with
mouldings above the arch, There are three arched mihrdbs in
the west wall, each enclosed within a rectangular frame., The
centrai mihrdb shows projection along the entire haight‘of the
wall outside., The parapet and the cornice of the mosque show
characteristic Bengali convexity. The interior of the mosque
is divided into nine equal bays by two rows of stone pillars,
two in each row. There is a cup-shaped dome over each bay.
There is no inscription in the mosque, but it is ascribed to mid

15th century,.

Exterior decoration. Like other monuments of Kbalifatabad,

the Masjidkur mosque suffered the wear and tear of time, and due
further to repeated repairs done to the structure,1 it has lost
much of its original elegance of terracotta ornamentation, The
entrance arches have their spandrels embossed with terracotta

rosettes, Above the spandrels, are placed two mouldings horizonta-
lly, the inter-space between being decorated with floral scrolls.

1,ASIAR, 1923-24, p. 32; 1924-25, p. 38; Unpublished Manuscript
File No., 14-A, 1972-73, preserved in the office of the Superinten-

dent of Archaeology, Government of Bangladesh, Dacca, quoted by
Muhammad Abdul Bari, op. cit., pe 163, f.n. 3 and 4,
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Atop these mouldings is a big rosette having smaller rosettes

at its four axes, The other doorways also show similar deco-
ration with terracotta rosettes, Higher above the central
entrance in the east wall, is a decorative arched niche set
within a rectangular frame ornamented with terracotta net pattern.
The frame is flanked by a row of rosettes on each side. At each
end of the wall outside, is a vertical recess with a moulding

at the bottom.

The cornice shows a single moulding impressed with terra-
cotta lozenge, each lozenge set between two thin vertical lines.
‘Underneath the moulding, is a frieze of terracotta rosettes ending
at the corners in jali design which encloses the corner towers
at the neck. The decoration of the corner towers ils confined to
the mouldings on the shaft. The designs wrought ghow terracotta

lozenge and rosettes.

Interior decoration. The mihrab arches are enclosed within
rectangular frames which show terracotta jali work interspersed
with small rosettes, Above the frame, is a boldly projected band
impressed with a row of elight-petalled flowers,each sandwitched
between lotus petals, The ornamentation of the semi-circular
niches has decayed beyond recognition., The composition of the
mihrab panels is surmounted by a centrally placed large rosette
encircled by eight smaller rosettes, in terracotta relief, The'
brick pilasters contain raised bands, each of which is ornamented

with alternate rosette and lozenge. At the base, the pilasters
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show a triangle motif above a frieze of petals., The entrance
arches on their back face are embossed with two terracotta

tiered rosettes in the spandrels,

General observations, The mosque illustrates the charac-

teristics of the Khdn Jah@n style in thick walls, round corner
towers, brick masonry, curved cornice, low entrance and terra-
cotta ornamentation, But it has lost most of its decoration
owing to the severe salinity of the region where it stands, when
first built, the mosque must have been a beautiful architectural
piece., The decorative niche flanked by rosettes above the central
doorway in the east wall of the mosque recalls similar feature
employed in the D3khil Darwéza at Gaur, built contemporaneously,
This ornamental element appears in the pre-Islamic architecture
of Persia and could be seen in the Sasanian Palace at Bighapur
(3rd century A.D.).} The feature then constitutes another ele-
ment of Persian influence on the Muslim architecture of Bengal,
In fact, Sulgﬁni Bengal's cultural2 and diplouatics relation with

Persia is also borne out historically.

1590 A,U, Pope, DOPe Cit., Pe 60' Pl, 48,

2See HB, vol. II, Ops Cite; p. 117; Abid Ali, op. cit.,
ppe 25-27; Riy3ag-us-Salatin, trans, by Akbaruddin (Dacca:
Bangla Academy, 15745, Ppe. 83-84,

3
No., £ (1952), pp. 168, f.n, 1,




232

(iii) Monuments of Other Places

Besides the monuments at Khalifatabad, away from the city
of Gaur, there are evidencesl of a large number of buildings
erected in different parts of Bengal during the restored Ilyas
Shahi period., The surviving examples of this group include the
Gopalganj Mosque in Dinajpur district, dated A, H. 865 (1460
A*D.),a the Masjidbari Mosque in Patuakhali district, dated
A,H, 870 (1465-66 A,B.),3 the S531ik Mosque at Bashirhat in the
24~-Parganas, dated A,H, 871 (146667 A.D.),4 the H3thazari Mosque
in Chittagong district, dated A,H, 878 (1474 A.D.),S the Chhota
Pindua Mosque in Hooghly district, dated A.H. 882 (1477 A.D.),°
Majlis S3hib's Mosque at Kalna in Burdwan district,7 Baba Adam's
Mosque at Rampal in Dacca district, dated A H, 888 (1483 A,D,),°

and the Satgaon Mosque in Hooghly district, dated A.H, 892

1see s, Ahmed, op. cit., pp. 319-23,
2 -

JASB, XLII (1873), pp. 272-74,

JASB, 1860, pp. 406-07; J.C, Jack, Bengal District
Gazo%tears, Bakarganj (Calcutta: Bengal Secretariat Book Depot,
191 7, pp. 1 1"'52.

4pAsSB, VI (1910), p. 29; JBORS, IV (1918), pp. 179-80,
Pl. II.
>JBORS, IV (1918), p. 181,

6JasB, XLIV (1875), pp. 275-76, Pl. VI, No. I; ASIR,
vols )CV, OpPse Eito. PPe 12426,

Ty1s0a, IX (1941), p. 24.

BJASB XLII (1873), pp. 284-85; ASIR, vol. XV, op. cit.,
pe 135; JASB, XVII (1883), pp. 17-27, Pl. V.
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(1487 A.ﬂ.),l All these buildings must have once been richly
decorated with terracotta in imitation of the monuments of Gaur,
besides having structural affinity with them, But most of these
survive as the result of repeated repairs and restorations so
that they have lost their original character, Only the Mosque
of Badba Adam at Rampal retains somewhat its original terracotta

decoration, despite casual repairs done to the structure.

The Mosque of Baba Adam (Pl, XXIII:;2). The mosque is one
of the survivihg examéles of a nﬁhbar of buildings erected during
the restored Ilyas Shahi period across the terrifoty of Bengal.
Others of this group2 have suffered almost totél change of their
original character, and hence are not worthy of mention for our
purpose. The mosque of Baba Adama at Rampal in the district of
Dacca, though renovated, retains its old features almost intact.
According to an i.nsc;::5..1:»1:#!.0:'1‘lr fixed above the central doorway,
the mosqgue was built in A,H, 888 &i483 A,D,) during the reign of
Sultdn Jaladl al-Din Fath Sh3h (1481-86). It is an oblong brick-
built structure measuring 43 ft, by 36 ft, with octagonal towers

at the four corners. The walls show offsets and recessed chases,

pps 30=31, Text No. 6.

2see Supra, p. 232,

3The mosque is traditionally associated with the name of a
Muslim saint, Baba Adam Shahid, who is buried nearby and is said
to have lost his life in a fight against the local Hindu King,
Vallala Sena, father of Lakhman Sena, the traditional founder

of Lakhnauti, See JASB, XLII (1873), p. 285.

11:;pid.; ASIR, vol, XV, op. cit., ps. 135; S. Ahmed, op. git.,
FPe - '
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the latter having ornamental mouldings at the base. The

parapet and the cornice are curved in the Bengali fashion, There
are three entrance doorways in the east fagade and correspondingly,
the west wall contains three arched mihrabs, the central one
being bigger than the side ones, The east fagade shows two orna-
mental panels set above between the arched doorways, The inte-
rior of the mosque is divided into two longitudinal aisles and
three baywby two stone pillars, The roof is covered by six
domes supported on arches rising from the stone pillars and wall
pilasters., The north and south Qalls each shows two arched
niches, The building represents the mul ti-domed variety of the

Sultani mosques in Bengal,

Exterior decoration., The ornamentation of the mosque, inside
and outside, was done entirely in terracotta, much of which
disappeared long ago., All the doorway arches are two-centred
pointed, equal in height and open within rectangular panels
slightly recessed in the wall, Thé central doorway shows triple
horizontal mouldings above the arch spandrels with sunken inter-
spaces between, which are now empty, The mouldings show traces
of terracotta lozenge on their face, The side archways have only
two mouldings above, their inter-spaces showing empty rectangular
niches, Between the doorways, occur two ornamental récfangula:
panels at the level of the arch springing., Each of these panels
contains an engrailed pointed arch with spearheads supported on

decorative banded pillars, The arch spandrels are embossed with



235

two terracotta rosettes., The arch soffits were decorated with
terracotta creepers in the past, whose traces are faintly
visible. 1Inside each arch, hangs a terracotta chain-and-pendant.
The pendant is of rectangular shape and is impressed with a
floral motif inside a circle, The panels are a little recessed
into the wall and end upward in double mouldings, The entire
entrance composition is contained within a slightly projected
framework, The wall surface between this projection and the
corner towers shows a recess at each end, These recesses are
decorated with quadruple mouldings at the base surmounted by a
frieze of blind merlons., The west wall outside along its height
is variegated with offsets and recessed chases, besides the
projectibn of the central mihrab, The recesses are decorated
with a series of mouldings at the base, There are no ornamen—
tations on these mouldings at present, but it is very likely that

they contained terracotta decorative motifs in the past,

The central mihrab projects externally in a rectangular
brick masonry along the height of the wall up to the cornice,
The projection is decorated with a terracotta panel placed on its
western face, The panel contains an engrailed arched niche
inside, The arch is supported on banded pillars with two rosettes
in the spandrels, The niche depicts a terracotta chain-and-pendant,

The panel shows traces of scroll design in its border,
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The octagonal corner towers end at the level of the roof
and show quadruple mouldings at the base and an ornamental
string-course in the middle, The base mouldings are surmounted
by a row of blind merlons, while below the string-course runs
@ frieze of arched niches filled in with terracotta rosettes
and plants., The cornice shows a single moulding above a frieze

of arched niches, now empty,

Interior decoration, The three mihrabs in the west wall are
all decorated with terracotta designs, Bach mihrab niche opens
under an engrailed pointed arch supported on octagonal banded
brick pillars, Pive facets of the pillars are visible outside
and each of these contains a floriate pendant hung from a chain
and flanked on either side by a lotus stem ending in an inverted
petal, all in terracotta relief, The bands are impressed with
terracotta creeper and lozenge motifs, The mihrdb niche appears
to have been very ornate in the past, but most of the decoration
has disappeared, The niche depicts an ornamental moulding below
the alcove. The moulding shows a frieze of terracotta lozenge on
its face sunk between two thin raicsed horizontal lines. Below the
moulding hangs a chain ending in a rectangular pendant whose

decoration has disappeared,

The arch soffit shows a twisting creeper between two thin
mouldings which depict a series of inverted lotus petals on their
face, The spandrels are embossed with two terracotta rosettes

above which runs a horizontal panel., The panel is divided into
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small rectangular niches filled in with blown lotus and other
floral motifs. Above the panel, are two horizontal mouldings,

the upper showing a frieze of terracotta rosettes and the lower,

a8 triangle motif with a projected boss in the centre, distantly
recalling the Kirtimukha in Indian Hindu art., All these orna-
mental compositions of the mihrabs are enclosed within a broad
rectangular frame decorated with a scroll design in terracotta,

At some height above, occurs a projected brick moulding surmounted
by a row of merlons impressed with plant motifs, The inter-space
between thé frame lintel and the mouldiﬁg shows a8 frieze of

alternate terracotta necklace and tassel.,

The pilasters carrying the arches for the domes are orna-
mented with triangle motifs in brick carving at their base, The
pendentives at the dome base are built up of horizontal oversai-
ling courses of bricks set corner-wise, The dome ring depicts a

terracotta lozenge frieze above a jali design.

General observations, The general effect of the mosque,
inside and out, is at the same time restful and varied, The
projecting framework enclosing the arched doorways produces the
effect of 1ight and shade and is further diversified by the
intermediate ornamental terracotta panels, The recessed grooves
in the wall surface with their base mouldings, though bereft of
any decoration at present, relieve the eye of monotonous look and
have added to the charm of the mosque. The ornamental terracotta

panel on the face of the mihrab projection imitates the example
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of the Adina mosque at Hazrat Pandua and reappeared in many
mosques of the Husain ghahi period, such as in the Lattan Mosque
at Gaur and the mosque of Sankarpasa (16th century) in Sylhet.
The terracotta motifs of the mosque are similar with the ones
occuring in the contemporary Gaur monuments. As a whole, the
mosque represents the Gaur style of the period far away from

the capital.

The six domes of the mosque are all pretty shapely and are
each crowned with a novel type of finial resembling the turban-
top. Similar finials are features in the Saljuq architecture
in Anatolia, an excellent example1 of which may be seen in the
Mosque of 'Ala' al-Din at Nigde. In the circumstances, the
Sulténi Bengal's cultural relationship with the trans-Indian

Muslim countries may reasonably be surmised.

E. The Firuza Minar (1486-1489 4.D.)
(Pls. XXIV:l=-2)

Jalal al-Din Fath Shah (1481-86), the last Ilyas ghahi
sultan, was killed by the Habshi unuch ghah-zada, who assumed the
title of Barbak Shah and ascended the throne of Benga1.2 The

murderer was in turn killed by the aAmirul Umara Malik Andil, whose

1See Oktay Aslanapa, Turkish Art and Architecture
(London: Faber and Faber LEd., 1971), Pl. 21I.

24B, vol. II, op. cit., Do 138.
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loyalty for the fallen house of Ilyas Shah was unquestionable,
Thus the throne fell vacant a second time within mon{:hs. This
time the choice fell upon the commander himself, who sat on the
throne with the title of Sayf al-Din ?1rﬁz;1 "In the dark annals
of Abyssinian predominance in Bengal, Firuz's reign alone

provides a welcome relief, n?

He was not only a just and effi-
cient ruler, but also a great builder, The R:Lyaz.-u.'sa--f.’nzl:l.a1:5.:13
records a mosque, a tower and a reservoir erected by him in the
city of Gaur, Of these, the tower has survived in fairly good
condition, It is a good piece of architecture and shows that the
old traditions still shaped the thoughts and ideas of the period.
Scholars differ in their opiniqns regarding the appellation of
the tower, To Cunningham, “Firuza Minar means simply 'Blue
Tower', from the turquoise coloured glaze with which it was
faced,"® Others take it to refer to Sultan Firuz. The purpose
of the building has also been differently 1nterpreted.s The

tower has no inscription and hence the date of its erection is

l4B, vol, II, op. cit., p. 139

21p1d,
3

Riydz-us-Salatin, trans, by Abdus Salam (Delhi: Idarah-i-
Adabiyab—i-ﬂelli, 1 5), Pe 125,

“ASIR, vol. XV, op. cit., ppe 57-58.
to,

SSee CHI, vol., III, op. cit., p. 607; Abid Ali, op.
Pe 52; ASIR, vol, XV, op. cit., pPe. 59 :
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uncertain, Danil and Marshall? following the Riyaz and also
in consideration of its architectural style ascribe the tower
to Sayf al-Din Firuz (1486-89), Fergusson3 also ascribes the
tower to Sayf al-Din Firiiz Shah, but Cunningham® assigns it to
Sayf al-Din Hamzah Shah (1410-11),

The tower is located outside the city of Gaur about a
mile to the south of the Baradwari Mosque, At present, it
stands on an embanked earth over which a flight of steps lead
to the entrance on the west side, Abid Alis reports that the
basement of the tower was originally faced with polished stones
in the form of steps 21l round, but was filled in with earth
in the year 1911, The tower is sbout 84 feet high® and 62 feet
in circumference in the lower storeys with a diameter of 19%

feet.’

It is a brick-built structure and resolves into five
storeys., The lower three storeys are twelve-sided and of equal
dimension, each separated from the other by stone bands, The

fourth and fifth storeys are circular in shape and are less and

1\, B, Dani, MAB, op. cit., p. 114.

2cuz, vol. III, op. cite, p. 607,

James Fergussony A History of Indian and Eastern
Architecture (London: John Murray, s Ds 200,

ASIR, vol, XV, op. cit., ps. 58.
SAbid Ali, op. gite, p. 58,

®ames Fergusson, gp, cit., p. 25%,
7§§;§, vol, XV, op. cit., p. 59.
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less in diameter, Originally, the tower was roofed by a cupola

as seen in Creighton's drawingsl

but it now ends in flat top,
In each storey, there is an arched opening corresponding to the
entrance doorway., A spiral staircase of 73 steps inside the

tower leads to the top storey,

Decoration, The ornsmentation of the tower was done by
terracotta besides stone carving and glazed tiles, fragments of
the latter having been found in the debris at its foot, The
entrance doorway which is faced at the top with stone is deco-
rated with three big rosettes in the spandrels, Above, the
doorway frame has two horizontal string-mouldings which are
surmounted by battlemented designs, The lower three storeys of
the tower are separated from each other by two projecting stone
bands, Above and below the bands, is a terracotta jali frieze
running all round the tower, Each of the facets of the tower in
the lower storeys shows an obleng shallow niche decorated with
@ double-winged chain ending in a rectangular pendant in terra-
cotta, The pendant is impressed with delicate vegetal elements.
The upper two circular storeys of the tower are marked off by
a projecting stone Chajja. Each circular storey shows three
projected mouldings inrsuccession at the base, The mouldings are
faced with terracotta lozenge and inter-connected bell friezes,

The inter-spaces between them are filled in with terracotta jali

h |

Creighton, gp. cit., Pl. I; See also JASB, LXIII (1894),
Pe 88,
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work, Above the mouldings, runs @ row of ornamental merlons,
High up in each storey, is a projected stone band with terra-
cotta jali frieze above and below., The stone band between the
fourth and topmost storey has beneath it triple horizontal
mouldings in succession, the upper inter-space decorated with
terracotta jali work, while the lower is empty. Each storey
has @ two-centred pointed arched doorway facing west, the arch
being slightly recessed in the wall within rectangular panel,
Neither the panels nor the arch spandrels show any ornamentation
at present, but it is probable that these contained terracotta
designs in the past. Above the doorways, four in number, in

the topmost storey, runs a frieze of ornamental merlons,

General observations. The Firuza Minar is one of the only

two surviving towersl in the whole history of Muslim architecture
in Bengal, the other being the Chhota Pandud Minar in Hooghly
district., The purpose of the tower is not definitely known, The
lonely existence of the tower has led some scholars to regard
it as a victory tower.z Husa1n3 is disposed to treat it as a
Ma'dhana on the basis of the walls of @ ruined structure found

in the mound on the south-western side of the tower, which, he

; 1Cf. A,B.M, Husain, The Eanara in Indo-Muslim Architecture
(Dacca: Asiatic Society of Pakistan, 1970), pp. 16 and 63-66,
2
Cf., Fergusso « cit,, p. 360; Abid Ali, op., cit.
ps 52; A,H, Dani, MAS"Rb ggjh, Pe liS. ’ '

§A.B.H. Husain, op, cit., p« 66,
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thinks, was a mosque. His arguments appear more cogent since

they tally with the information given by the Riyézl

that "a
mosque, a tower and a reservoir" were erected by Firuz Shah and

the topography of the location confirms it.

The terracotta decoration of the tower is restrained but
graceful. The bold mouldings on the shaft are pleasantly
contrasted with the terracotta jali work executed on the tower,
The double-winged chain-and-pendant on the facets of the lower
storeys give an impression of added height to the structure and
herein the artists succeeded commendably well, With tile and
terracotta decoration on its shaft and a spiral staircase
inside - characteristics typical of the Iranian minars, the

Firuza Minar, no doubt, betrays strong Perso-Iraqi influence.2

F. The Husain Shahi Period (1493-1538 A.D.)

With the death of the Habshi ruler Muzaffar shah in 1493

3 The Habghi

was "closed a dark chapter of Bengal's history.n"
interregnum had let loose forces that threatened the foundation

of peace in the social life of Bengal. The situation demanded

1

ZCf. A.B.M. Husain, "A Study of the Firuza Minar at Gaur",

JASP, VIII, No. 2 (1963), p. 70.

3§§. vol. II, op. cit., p. 142,
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@ man who could command the loyalty of all classes of the people
and had the ability.to restore peace, Such a personality was
found in Sayyid Husain, the Wazir of the overthrown Muz3ffar
Shah, Sayyid Husain was proclaimed king in 1493' amid people'’s
rejoicings, He founded the Husain Shahi dynasty (1493-1538),
whose rulers ushered in an era of peace, prosperity and cultural
activities in Bengal, Under them, Bengal extended its terri-
torial boundary to include the countries up to the confluence

of the Gogra and the Ganges in the west, Chittagong in the east

2 The coﬁntry also pfospered in trade

and Kamrupa in the north,
and commerce, and there occurred significant developments in
respect of religion and literature, and the genius of the Bengali
people reached its zenith.3 The material prosperity of the
period found vent in hectic building activities at the capital

of Gaur, particularly under the first two ruiers,4 and their
examples were emulated by their nobles and courtiers in diffe-
rent parts of the kingdom, The result was that at no time in

Bengal were the public buildings so numerous as during the

Husain Shahi rule,” It was also during this period that an

1
2
3

HB, vol., II, op. cits., p. 142,

See M, R, Tarafdar, op. cit., p. 347,
HB, vol. II, op. cit., pp. 143-44,

4The surviving building inscriptions of Husain Shah (1493-
1519) number 54 and those of his son, Nasir al-Din Nasrat Shah
(1519-31) 20, See S. Ahmed, op. gés,, pPps 149-233 for the
inscriptions,

ssaa A,B,M, Husain, "Monuments of Husain Shah's Reign",
Rajshahi University Studies, III (1970), pp. 61-76.
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incresesed use of glazed tiles was made in the Muslim architecture
of Bengal, Some of the architectural features of the Husain
Shahi bhildings also betrayed Tughlugian influence from Delhi.
All these suggest that Bengal under the Husain Shahi rule had

cultural links both with Delhi and the Persian lands.,

The buildings of the Husain Shdhis showed no novelty in
structural designs or ornamental features, but merely imitated
the tradition evolved during the Ilyas Shahi period with which
the classical phase of Bengal architecture had come to an end,
"The excellent designs and superb proportion of the Dakhil
Darwaza were no more to be found, The master skill which pPro-
duced the ornamentation of the Tantipadrd Masjid was gradually
attracted towards richness in flowering and brilliance in
tillery.“l Like the architectural elements, the terracotta
ornamentation as developed in the earlier periods continued in
the Husain Shahi buildings in the usual places, The buildings
of this period are generally rectangular in plan having long and
low fagade with the usual convexity of the parapet and the
cornice and a number of pointed arches below, and have octagonal
towers, one at each end of the corners, The central doorway
was generally made prominent as also the central mihrab in the

west wall of the mosques, Neither the exterior having a series

 §
A, H, Dani, MAB, op, cit., p.1l17.



246

of rectangular panels, nor the interior divided into several
aisles and bays by stone pillars and brick piers supporting

the pointed arches above, can make any deep impression upon the
mind, The brick walls of the buildings were often faced with
stone, During this period, there also occurred a revival of
the stone cutter's art in Bengal, which had been given up under
the Ilyads ghahi rule, But the quallity of stone carving was
poor, and it was merely imitative of the designs wrought in
terracotta., 1In respect of terracotta ornamentation, the Husain
ﬁhéhi monuments revealed no thematic novelty or finesse of
execution, but were interesting as showing the progressive
decadence of the technique, which became more and more flamboy-
ant with the passage of time until eventually it was smothered
into a medley of mechanical and tasteless patterns.l The brick

huildings,2 which were raised in large number3

in the capital
and throughout the kingdom of Bengal were invariably coated with
terracotta ornamentation, Even the ones with brick core and
stone facing - the "brick-and-stone style“,4 show terracotta

decoration on their brick-built arches, vaults and domes,

For convenience of discussion, the monuments of the period
under study are divided into two groups:i (i) those located at the

capital city of Gaur, amd (ii) those of other places outside Gaur.

ICf. CHI, vol. III, g@b‘cit., p. 607,

2S.K. Saraswati designates these buildings as the "brick

style of Bengal", (See "Indo-Muslim Architecture in Bengal"
g;%%%, IX (1941), p.33), Similar classification of the buildings

g _'aﬁgg:igﬂffgzzp?r%gisl?gsa%gefzs?%lowed by Dani, (Cf. A,H,

;Available inseriptions justify such a broad statement,

*A.H. Dani, MAB, op. cit., p. 129,
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(i) Monuments at Gaur

The monuments of the period located at Gaur fall into two
categories, viz., those built of brick having pillars and
pilasters of stone representing the 'brick style' and those
having brick-core walls faced with cut stone but the arches and
the domes being built of brick - the 'brick-and-stone style'.
To the former group belong the Gumti Gate (1512), the Lattan
Mosque (1493-1519), the Qadam Rasul Building (1531) and the
Jhan Jhania Mosque (1535); the latter group consists of the
Chhota Sona Mosque (1493-1519), the Bara Sona Mosque (1526) and
the Gunmant Mosque. The brick buildings are invariably orna-
mented with terracotta, while the ones with stone facing imitate
terracotta decorative motifs in stone carving and also contain

terracottas in their brick arches and domes,

(a) The Brick Style

The Gumti Gate (Pl. XXV:l). The Gumti Gate, supposedly

built by Husain shah (1493-1519), stands a little to the east
of the Chika building and to the south of the Luka Churi gate
at Gaur and served as one of the entrances to the fort from the
east. The rampart walls still survive abutting the north and
south sides of the building. The gate is a single-domed brick=-
built structure with an octagonal tower engaged at each of its
four corners. The inner room is 25 feet square and the walls

are 8 feet 8 inches thick., Externally, it measures 42 feet 8
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inches a side, It has a passage aligned east-west through an
arched doorway 5 feet wide, On both sides of the doorway on

the east and the west, there are brick columns with sections of
flutings separated by moulded bands, Of the corner towers, only
the‘base mouldings survive, These towers also show flutingsl
in sections with intermittent bands on the shaft, The batte-
ments and the triple cornice mouldings show the usual convexity.
The side walls on the north and south are variegated with
offsets and recesses which were intended to produce the effect
of contrast that is wanting in most of the buildings of the
pariod.z The building is roofed over by a hemispherical dome
supported on stone pillars and carried on squinch arch at the
corners - the earliest appearance of this feature in the Muslim
architecture of Bengal.3 The date of its erection is not defi-
nitely known, Abid A114 ascribes to it an inscriptions of

'Al3' al-Din Husain Shah, dated A, H, 918 (1512) which was found
at the shrine of Shah Ni'amat Allah at Firuzpur, The style of
architecture of the gate-building affairms the ascription almost
beyond doubt, The ornamentation of the building was done in

enamelled tiles and terracotta,

lSimilar flutings in corner towers first appeared in the
Adina Mosque at Hazrat Pandua,

o

Cf. M,R, Tarafdar, op. cit., p. 298,
A H, Dani, MAB, op. cits, pe. 20.
Abid Ali, op. cit., p. 67.

JASB, XLII, Pt. I (1873), p. 295.

w
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Decoration, The entrance arch is recessed within a rec-
tangular frame whose upper part exhibits tiers of ornamental
mouldings, The doorway passage, both on the east and west, is
flarked on either side by a fluted turret ending at the cornice
mouldings, These turrets show ornamental mouldings at the base,
along the shaft and at the neck, Between the base mouldings,
runs a8 frieze of arched niches, now vacant, but were probably
decorated with terracotta motifs originally., Two thin horizontal
bands surmounting the arched niches contain in their inter-space
@ row of terracotta lozenge, The octagonal corner towers survive
to some height, They show quadruple horizontal mouldings at
the base, The ornamentation of the mouldings has almost disa-
ppeared, but faint traces of lozenge frieze in terracotta are
still visible on their face, The inter-spaces between the
mouldings contain arched niches, jali work and scroll motif in
terracotta, while the flutings appear to have been decorated with
"coloured-enamel bricks".I The neck of the corner towers was
embraced within the cornice mouldings, The wall surface on the
north and south is variegated with offsets and recessed chases.
The offsets show boldly projected panels, Each of these panels
has been set within series of ornamental mouldings below and
above, The mouldings are impressed with terracotta lozenge
frieze, 1In the inter-spaces between the mouldings, occurs jali

work in terracotta., Inside each panel, is a multi-foil

1
Abid Ali, OPe Cit., Pe 67,
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pointed arch with spearheads from the apex of which hangs a
chained terracotta pendant, The space enclosed by the arch
has been covered with jali design, The panels are bordered with
a spiralling terracotta creeper., Below the upper mouldings,
runs a frieze of hanging motifs consisting of floriated twigs,
The panels are surmounted by a row of blind merlons faced with
coloured tiles, The recessed chases have been made equally
ornate with terracotta ornamentation, Each recess shows a
multi-foil spearheaded arch with a chain-and-pendant hanging
from its apex, The spandrels are embossed with terracotta
rosettes, Above the arch, is a sunken rectangular panel filled

with a row of small rosettes,

The curved cornice is decorated with triple mouldings
running all round the building, Traces of decoration survive
at places, The mouldings are impressed with terracotta lozenge
frieze on their face, The lowest inter-space between the moul-
dings shows terracotta jali work, while the upper ones depict

series of small decorative niches, now empty.

Terracotta ornamentation in the interior of this gateway-
building is sparse and is confined to the squinch arches and
the dome base, The intrados of the squinches shows a row of
small rosettes, The dome base has triple mouldings impressed
with lozenge frieze, The lowest inter-space between the moul-

dings shows a jali pattern, the middle, alternate rosettes and
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lozenge, and the topmost, a frieze of lozenge, all in terra-

cotta relief,

General observations. A gate is an architecture of power

and proclaims the might of the builder, The Gumti gate, besides
embodying the royal might, also served as a defensive measure,
Its masculine character is well demonstrated by its unusually
thick walls and massive corner towers, The sparse ornamentation

of the gate was, therefore, well in keeping with its purpose,

The Lattan Mosque (Pls, XXV:2-XXVI3l). The mosque stands

@ few yards to the east of the Nawabganj Road about four miles
north of Gaur Thana after crossing the Bhagirathi river, Typolo-
gically, it belongs to the single-domed square buildings with

a8 domed verandah in front and is akin to the Chamkatti mosque
(1475)., The mosque is built of brick, but was originally covered

with glazed tiles of various colours, inside and outside,l

which
have already fallen off, The main room of the mosque is 34 feet
square with a corridor 11 feet wide on the east, The two side
walls of the mosque and the front wall of the verandah are each
8% feet thick, but the front and back walls of the main room are
10 feet 7 inches in thickness, The mosque measures externally
72} feet long and 51 feet broad, The corridor has three arched

openings in front and one at each end, There are three doorways

on each of the east, north and south sides to enter the main

1ASIR, vol. XV, op. ¢it., p. 62.
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room, On the west, there are three mihrabs, The main room is
covered by a hemispherical dome supported on stone pilasters

and elasborately decorated corbelled pendentives at the corners.
Of the three domes over the verandah, the middle one is of the
Bengall cau-cala type, possessing as it does four curved parts
connected by a bent ridge and having drooping eaves, The
mosques has six corner towers, four at the four corners of the
main room and one each at either end of the verandah, The
central mihrab projects outside the west wall along the entire
height of the fagade and is flanked by fluted turrets recalling
the ones at the entrance passage of the Gumti Gate (1512) and
also those of the Piruzian architecture of Delhi., The wall
surface all round is variegated with offsets and recessed chases.
The battlements and the cornice are curved, On the authority

of Creighton,1 Cunningham2 gives the date of the mosque as A H,
880 (1475). But Dani rejects the dating and observes, "It does
not fit in at all with the monuments of the Ilyas Shahi period,
Its plan is, no doubt, the same as in the Chamkatti mosque (1475),
but its character definitely places it in the Husain Shahi

period.“3 Tarafdar4 also holds similar views.

ot

Creighton, op, cit., Pl, IX,
ASIR, vol. XV, op., cit., p. 62.

A., H' Dani’ MB’ OP. Cit. E] p. 122.
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The appellation of the Lattan mosque has given rise to
many conjectures, 'Cunninghaml observes, "The name of the mosque
is universally believed to be derived from Nattu, a favourite
dancing girl of the king, after whom it was called the Nattan
Masjid, or, as it is more generally pronounced, the Lattan
Masjid", Abid Ali refers to a local tradition which relates
that the mosque was built by a favourite dancing girl of some
king as 2 meritorious work, He writes, "She concealed her name
and put the king's name in the inscription tablet. The original
meaning of the word is a 'Tumbler pigeon', It may therefore be
that the dancing girl received her name Lattan from her acrabatic
dancing.'2 Dani accepts the traditional naming of the mosque
and writes, "Really speaking, the word is derived from its
Sanskrit original Natin or Nati, meaning a dancing girl, It is
very probable, as it is not unusual, that the mosque was built
by @ dancing girl and hence its present name.“3 But whatever
may be the reason of the mosque's being so named, the Lattan
Masjid was originally profusely decorated with glazed tiles, It
also contains rich ornamentation in terracotta as will be noticed

in the description that follows,

) 5 ‘
AS; R' vol, XV, OPs« cét‘ 2 Pe . 62,
2Ab1d Ali, OP« Cit_:. 2 DPe 74,

A, H, Dani, MAB , op., cit., p. 121,
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Exterior decoration., The monotony of the wall surface has

been relieved with offsets and recessed chases, Each of the

- three walls of the mosque on the east, north and south contains
8 broad projecting framework within which open the arched door-
ways, Each doorway arch is a little recessed into the wall with
triple mouldings above the spandrels, The mouldings are faced
with terracotta lozenge frieze, while the inter-spaces between
them are filled in with various terracotta motifs: the lowest
showing a jali work, the middle, diamonds alternating with
rosettes, and the topmost, a convex merlon frieze, The central
doorway arch is taller than the side ones, The spandrels of the
doorway arches are each embossed with a terracotta rosette on
either side of a glazed-tile diamond placed perpendicularly on
the keystone of the arches, Between the doorways,is a projected
vertical panel divided into two halves, one above the other,
Each half contains a rectangular recess wherein occurs ornamental
motifs in terracotta, The upper recess shows a multi-foll cusped
arch supported on banded octagonal pillars whose decoration has
disappeared, The soffit of the arch is impressed with terra-
cotta jali work, The spandrels show terracotta rosettes flan-
king a diamond made of glazed tile and placed at the arch-apex,
A terracotta chained pendant hangs from the keystone of the
arch, The inter-space between the lowest mouldings above the
arch shows rectangular niches, perhaps originally filled with

glazed tiles, The upper inter-spaces are decorated with alternate
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diamond and rosette and friezes of convex merlons in terracotta,
The lower rectangular recess depicts an arched niche with a
chained pendant, The arch springs from the side walls, There
is an ornamental moulding at the base éf the niche with inter-

connected terracotta bells impressed on its face,

On either side of the projecting framework enclosing the
doorways is a vertical sunken panel reaching up to the cornice
mouldings, The panel is decorated with an arched niche set in
line with the doorway panels and enclosed within mouldings below
and above, The arch is supported on stumpy octagonal banded
pillars whose decoration has totally disappeared, The arch
soffit shows jall work in terracotta, The spandrels have
terracotta rosettes and the niche is embellished with a terra-
cotta chain-and-pendant, The pendant shows a rosette embossed
in its centre surrounded by a sort of loop design, The mouldings
below and sbove the arch show either terracotta lozenge or inter-
connected bells impressed on them, The lowest inter-space above
the arch shows rectangular compartments containing rosettes and
the upper ones are filled in with alternate diamond and rosette

and convex merlons in terracotta,

The west wall outside shows a rectangular projection of
the central mihrab reaching up to the battlements, The projec-
tion is in successive diminishing phases creating re-entrant

angles at every phase, The face of the outermost phase is
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is ornamented with two terracotta panels, one above the other,
Each of the panels is set within ornamental mouldings below and
above, which show terracotta lozenge and inter-connected bell
motif impressed on tﬁeir face, 1Inside the upper panel, occurs
8 multi-foil cusped arch with terracotta jali work decorating
its soffit and having rosettes in the spandrels, The arch is
supported on ornamental octagonal banded pillars, A terracotta
chain-and-pendant hangs from the arch-apex, The lower panel is

ruinous and its ornamentation cannot be identified at present,

On either side of the mihrab projection, the wall surface
shows one offset and two recessed grooves arranged vertically,
The offsets are decorated with two rectangular terracotta panels,
one above the other, each placed within ornamental mouldings,
which have terracotta diamonds impressed on their face, Inside,
occurs the arched niche with the chain-and-pendant in terracotta,
The recesses show a single panel in line with the upper panel
on the offsets with similar ornamentation, The base of the
recesses show quadruple mouldings faced with terracotta lozenge
and surmounted by a frieze of merlons, The triple mouldings
above the decarativé arches show uniform designs in terracottas
the lowest contains  jall work, the middle, diamonds alternating
with rosettes, and the topmost, a convex merlon frieze above a

series of diamonds,
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Terracotta ornamentation slso appears in the corner towers
of the mosque which are round in shape and dissolve into three
vertical stages by means of ornamental mouldings, The lowest
stage shows quadruple mouldings with terracotta diamonds impre-
ssed on their face and surmounted by a frieze of blind merlons,
now bare, These moulding continue across the recessed side-
bays of the walls, The inter-spsces between the mouldings show
rectangular flat niches, now vacant, but were probably ornamented
with terracotta motifs in the past, The second and third stages
of the towers show round flutes formed with carved bricks. The
projected moulding dividing the stages is faced with terracotta
lozenge and is placed between a row of niches below and ornamental
merlons above, Falnt traces of geometric patterns are observable

on some of these merlons,

The curved cornice shows triple mouldings which run sll
round the building and embrace the corner towers within their
fold, The soffits of the mouldings are impressed with terracotta
lozenge frieze, Each inter-space between the mouldings shows
a ra; of arched niches, now empty, These arched niches were
probably filled in with glazed tile pieces originally to which

Cunningham emphatically refers in this building.1

Interior decoration., The entire surface of the gibla wall

inside including the panels enclosing the mihrab arches were

1A§;R, vol., XV, ope. cit., p. 62.
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decorated with glazed tiles in the past, The corner arches
supporting the dome base show in their intrados traces of tile
dedoration. The pendentives are each embossed with a roundel
faced with glazed tiles, =Terracotta decoration is, however,
noticed in certain parts of the interior, The back face of the
entrance arches is decorated with terracotta motifs, The arch
spandrels show terracotta rosettes, while the mouldihgs above
the arches are impressed with terracotta lozenge and inter-
connected bells, The inter-~-spaces between the mouldings are
filled in with terracotta lozenge alternating with rosettes and
convex merlons, like those seen outside, The dome base depicts
a jali pattern and a lozenge frieze in terracotta below a row
of merlon-shaped recesses which were probably filled with glaged
tiles in the past,

General observations, There was an increased use of glazed
tiles in the monuments of the Husain $Shdhi period as the survi-
ving examples attest, The phenomenon might be explained as the
result of increased material prosperity attained during this
age, The combined use of glazed tile and terracotta, which began
with the Eklakhi Mausoleum at Hazrat Pandud and continued through
the subsequent Sultini monuments, does not appear to be an
invention of the Muslim architecture of Bengal, rather a conti-
nuation of the decorative tradition practised in Persia from the

14th century onward, In Persia, beautiful examples of the type
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~are found in the Masjid-i-Jami’ at Yazd (mid 14th century) and
especially in the fagade of the Khangah at Natanz (1316-17).

In these circumstances, it may be presumed that Bengal's cul-
tural relationship with Persia was unbroken throughout the
Sultdni period with continuous inflow of the Persian artists and
artisans into the new land of Islam, although such contact of a

continued nature at the political level is yet to be established,

The Qadam Rasul Building (Pls, XXVI:2-XXVII:l). The

building is named after a foot-print, said to be that of the

Prophet Muhammad, preserved 1nside.1 It is situated within

1

See Abid Ali, op, cit., pp. 63-64 for the story related
with the foot-print, The foot-print as a sacred symbol is
embeddedin the tradition of almost all the older religions of
the world, The Buddhists and the Hindus have similar symbols
known as Buddhapada (Albert Grunwedel, Buddhist Art in India
(London, 1 Pe 72) and Visnupada (Journal of the Roya
Asiatic Society, London, 18§7 p. 6) respectively, The origin
of the sacred foot-print of the Prophet Muhammad in Islam may be
traced in setting his foot on the summit of Mount Moria_in the
midst of what has come to be known as the Haram al-Sharif in
Jerusalem during his ascension to heaven, (The Church of the
Ascension, also in Jerusalem, commemorates a similar event in
the life of Jesus Christ), The spot was subsequently occupied
by the Qubbat al-Sakhrd@ (the Dome of the Rock), built by "Abd
al-M3lik in 691 in commemoration of the event, besides some
other reasons, The Dome of the Rock is, therefore, the earliest
Qadam Rasul building in Islam, 1In later times, the Qadam Rasul
developed into a cult of devotion and spread far and wide in the
Muslim world, Important examples outside Bengal are the ones in
the Masjid al-Agdam in Damascus (The Travels of Ibn Battu%g,
trans, by H.,A,R, Gibb, vol, I (Cambridge: The Hakluyt Society,
1958), pps 142-43), the qadam Sharlf in Delhi (H, Sharp, Delhis
Its Story and Bui;dings (Oxford, 1928), p. 60), etc. In Bengal,
besides the Qadam Rasul at Gaur, two other instances are alseo
known; one is preserved in the annexe to a mosque, known as the

Qadam Mubarak Masjid in the port-city of Chittagong, and the
(contd,)




260

the enclosure of the fort of Gaur and to the east of the palace.
According to an inscription® still in situ over the front doors
in the east, the building was erected by Sult@n MNusrat Shah,

son of Husain Shah in 937 A H, (1531 A,D,), It is a brick-built
structure with walls 5 feet thick and consists of a domed central
square room 19 feet a side internally, The verandah on the east,
south and north sides of the building is 15 feet broad, the
outside measurement of the whole structure being 60 feet by 39

feet 6 1nches.2

The building has four octagonal towers at the
four corners, each with an ornamental stone finial, The towers
are of 1 foot 5 inches face, The eastern fagade contains three
arched openings resting on massive but short octagonal stone
pillars recalling the type seen in the Mosque of Zafar Khan Ghazi
(1298) at Tribeni, The south and north verandahs have each an

arched doorway., The verandahs are vaulted, The central hall is

entered through a doorway kept in the north, east and south sides,

(contd, from previous page)

other at Nabiganj, opposite to Narayanganj, in the district of

Dacca, It appears that the Qadam Rasul became an item of trade
with the Arab merchants from whom Ma'sum Kha@n Kabuli is said to
have procured the foot-print of Nabiganj on payment of a large

sum of money., See Baharistan-i-Ghaybi, vol, II, trans, by M.,I,
Borah (Gauhati; Govt, of Assam, 1936), p. 710,

JASB, XLI, Pt, I (1872), p. 338; ASIR, vol., XV, op. cit.
P 55 avenshaw, ops cit., p. 20; EI, vol. II, p. 2863 Abid Aldl,
clt,,
2

OPe PPe 61-62.
This measurements given by Dani (MAB, op. cit., p. 127)

it
differ from those of Cunningham (Cf, ASIR, vol, XV, op. cit.,
Pe 54).
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It is covered by a single dome, crowned with a lotus finial,
The west wall is totally closed and there is no mihrdb in the

1 The battlements

building as it is neither a mosque nor a tomb,
and the cornice are gently curved, 1Inside the building, under
the dome, there is a small carved pedestal of black basalt

whereupon was placed the foot-print, The building shows rich

ornamentation in terracotta,

Exterior decoration, The eastern fagade of the building is
the most ornate and is overlaid with terracotta decoration, The
three entrance arches are two-centred pointed and are gupported
on stumpy octagonal pillars faced with stone, Bach arch is
contained within a rectangular panel, a little recessed in the
wall, The soffit of the arches show§ a series of spaced rose-
ttes flanking a larger rosette placed at the arch-apex., Each
arch is decorated with an ornamental terracotta finial very
ornate in character, On either side of the finial, there is a
terracotta rosette embossed in the spandrel, The surrounding
space i1s now bare, but traces of ornsmental terracotta motifs
that once existed, are visible, Every doorway panel shows triple
horizontal mouldings above the spandrels, The mouldings are
impressed with terracotta lozenge, Below the lowest moulding
runs a frieze of alternating grape bunches and tassels, The

inter-space between the lower mouldings shows a jali work, while

1cvnningham has wrongly éalled it 2 mosque, Cf, ASIR,
vols XV, op. cit., ps 54.
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that between the upper mouldings is filled in with a frieze
of hanging motifs resembling bell-shaped flowers, all in
terracotta, The panel is surmounted by a row of stylized

terracotta merlons.

There are two decorative terracotta panels placed vertically
over the two middle pillars of the doorways, The panels are
rectangular in shape and are placed between the arch shoulders,
Bach panel is set between ornamental meuldings below and above,
The mouldings are faced with terracotta lozenge, Below the
lower moulding is a frieze of hanging tassels, while the upper
moulding is surmounted by @ row of blind merlons, The panels
are bordered with a scroll having blown rosettes in the con-
volutions, 1Inside the panels, occurs a multi-foil pointed arch
with a luxuriant plant within, below a rosette hung from the
arch-apex by means of a8 chain, The spandrels of the arch show
the usual rosettes embraced within dense foliage, Between each
panel and the moulding above, is a horizontal smaller panel
ornamented with stylized hanging patterns in terracotta, which

resemble bunches of fruits hung from twigs and inverted finials,

A brick moulding running horizontally divides the fagade
all round into two equal halves vertically, The moulding is
impressed with terracotta lozenge on its face, while above and
below the moulding, are rows of regular and inverted stylized

merlons respectively, Each vertical half of the eastern fagade
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shows two rows of terracotta panels, one above the other, The
lower half consists of five panels in each row on either side
of the doorways, while the upper half has six panels in each
rows The panels are bordered with various designs in terra-
cotta; some show four-petalled flowers alternating with
rosettes; some, rosettes alternating with merlons; some,
dismonds and rosettes, and some only arabesques, while others
show jali work, wWithin the panels, occurs a multi-foil pointed
arch having hung from its apex 2 floriate hanging motif resem-
bling tliered chandelier, There is an interior border along

the lower half of the panels below the arch springing, It
depicts terracotta jali work. Some of the spandrels of the
arches are filled in with dense foliage which almost rungriot,
while others show rosettes and twigs, the latter spreading over

the entire space, All the decoration was done in terracotta,

The octagonal corner towers are divided into three vertical
sections by two raised mouldings faced with terracotta lozenge,
The stone finials shooting above the towers are an unusual
feature in the Sulgini architecture of Bengal and may, therefore,
be @ later addition, The towers show three mouldings at the
base with carved abstract designs on their face, The lowest
inter-space shows two terracotta creepers springing from within
@ multi-foil arch, one running at right and the other at left
with lotus in the convolutions, The middle inter-space depicts

a design consisting of four-petalled flowers surrounded on all
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four sides by confronting twigs. The topmost inter-space is
decorated with an inter-connected geometric pattern formed of
mul ti~-foil loops with rosettes inside and outside., The moul-
dings are surmounted by a row of multi-foll arch-shaped merlons
having plant motif within, The towers show five of their
facets outside, Each facet depicts an ornamental panel deco-
rated with similar motifs in terracotta as those of the eastern

fagade,

The wall surface on the north, west and south outside is
relieved with vertical offsets and recessed chases, The offsets
show no decoration, but the recesses have triple mouldings at
the base and two above the string-course, All the mouldings
show terracotta lozenge on their face., The base mouldings are
surmounted by a row of merlons., The ornamentation of the inter-~
spaces has totally disappeared, but it is probable that they
contained terracotta ornamental motifs similar with those at

the base of the corner towers,

The single doorway in the north and south walls is enclosed
within a rectangular panel surmounted by blind merlons, Below
the merlons, runs a frieze of hanging tassels in terracotta,
There are rosettes in the arch spandrels above which is &
horizontal niche containing terracotta rosettes alternating

with hanging twigs.

The triple mouldings at the cornice follow the convexity

of the parapet. They are impressed with terracotta lozenge,
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The lower inter-space between the mouldings depicts stylized

hanging motifs, while the upper is filled with jali work,

Interior decoration., The doorway arch in the north and
south walls shows on the back face two terracotta rosettes
flanking @ vertical diamond placed at the arch-apex. A little
above the spandrels is a frieze of hanging twigs in terracotta
below ornamental mouldings., These interior mouldings like
those outside are also faced with: terracotta lozenge, The
inter-spaces between the mouldings are decorated with jali work
and rosettes alternating diamonds, The three arched doorways,
one each in the north, east and south walls of the central
room, also contain terracotta ornamentation. The arches of
these doorways, like those of the outer walls, are a little
recessed in the wall., The arch spandrels have terracotta
rosettes beneath ornamental mouldings over which ran a frieze
of merlons impressed with plant motifs in the past, traces of

which are still visible,

There are prominent terracotta rosettes in the triangular
spaces between the arch shoulders below the dome base, The
dome base itself shows a terracotta jali frieze below the ring,

which is surmounted by a8 row of merlons,

General observations, The terracotta ornamentation of the

Qadam Rasul building is significant as marking "the beginning

1

of the decadence™ of the art, The art has lost its former

1Pexcy Brown, op. cit., pp. 41-42.
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vigour as represented by the Darasbari mosque (1479) and the
Tantipara mosque, (1480) and the artists appear to have exha-
usted their stock of ornamental motifs, The motifs have become
stereotyped along with the arrangement of the panels, which
provide no relief to monotony, The artist's liking to cover
every space with ornamentation has defeated his sense of
balanced composition, more so, with the repetition of the same
features. The quality of execution of the motifs, however,
testifies to the artists' skill in delicate drawing., But the
art has ylelded to formalism and lost its inventive spirit,
The decoration of the Qadam Rasul building, like that of the
Lattan mosque, is indicative of the material abundance for
which the Husain Shahi period is so famous, But achievement
in the field of art is not solely dependent on material pros-
perity which often corrupts rather than ennobles it. The
ornamentation, no doubt, produces 2 sumptuous effect which the
builders seem to have aimed atj; but it lacks in the universal
appeal that characteri z2d the buildings of the preceding Ilyas
$hahi period, Percy Brown has rightly remarked, "Its wall
surfaces are divided up into monotonous diagram of panels, each
repeating the same meaningless and stilted motif, giving the
whole a trite and stylized appearance."l It must, however, be

noted that the composition of the terracotta panels in the Qadam

1
Fercy Brown, op, c¢cit,, p. 41,
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Rasul building greatly influenced the decorative scheme of

the late medieval temples of Eengal.l

Jhan Jhania Mosque (Pl, XXVII;2)., The mosque is the

latest of the buildings of the Husain Shahi period in Gaur,
built only three years before Bengal passed into the hands of
the Sur Afghans, and stands at Sa'dullapur, a little to the
south of the tomb of Akhi Siraj al-Din (d, 1342 or 1357).
According to the inscription,2 fixed over the middle doorway
in the east wall, the mosque was built by the Lady Malti in
941 A.H, (1535 A,D,) during the reign of Ghiyath al-Din Mahmiid
shah (1532-38), son of Husain S$hah., Ravenshaw calls it Jan-
Jan Miyan's mosque, while it is known to the local people as
Jhan Jﬁénia Masjid, Abid Ali3 holds that it is only a corrup=-
tion of the name of one of the saints of Gasur, Jahaniyan
Jahangasht., The mosque 1s an oblong brick building with three
arched openings in front and two each in the north and south
walls, There are octagonal towers at the four corners crownhed
with elongated brick-~built pinnacles, The battlements and the
cornice are curved, The whole face of the wall is divided by
bands of mouldings into four parallel rows of uniform panels
placed in regular order, All the panels contain ornamentation

in terracotta, Corresponding to the three entrance doorways in

ISee Infra, Chapter V,

23AsB, XLI, Pt. I (1872), pp. 339-40; ASIR, vol. XV,
op. cit., pe 73; Ravenshaw, op. cit., pp. 10 and 94, Pl, 58,
No., 25; JASB, LXIV (1895), p, 226; Abid Ali, op. cite, pe 93;
S. Ahmed, op. cit., pp. 237-39.

3Abid Al1, op. cit., p. 92.
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the east wall, the back wall of the mosque shows inside three
decorated mihrabs, The interior of the mosque is divided into
two longitudinal aisles and three deep bays by two stone
pillars, which carry six domes over the roof. The domes have
been provided with lotus finials, The mosque measures SG'feet
by 42 feet externally, while the interior dimensions are 40
feet by 26 feet 3 inches,

The decoration of the mosque, inside and outside, was done
in terracotta which verge on-flamboyancy, characteristic of the

monuments of the Husain Shahi period,

Exterior decoration, The elevation of the wall surface is
divided by slightly curved bands of moulding into four parallel
rows of uniform panels showing terracotta ornamentation, The
bands run all round the building embracing the corner towers
within their fold; the lower two bands break at the doorways in
the east, north and south walls, All the bands are impressed
with terracotta lozenge frieze on their face. A row of regular
and another of inverted merlons run above and below the bands
respectively. The doorway arches are a little recessed into
the wall, The spandrels of the arches contain two terracotta
rosettes flanking a decorative finial at the arch-apex, The
rosettes are surrounded by vegetal shoots, Each division of
the wall surface shows a number of rectangular terracotta
panels, Each panel contains a multi-foll arch inside, Within
the arch, occurs a terracotta hanging motif resembling the

tiered chandelier of the type seen in the Qadam Rasul building
(1531).
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There are triple cornice mouldings running all round the
building, The mouldings are impressed with terracotta lozenge
on their face, Below the lowest moulding, is a frieze of
stylized terracotta motifs resembling cone-shaped fruits hang-
ing from twigs alternating with tassels., The lower inter-
space between the mouldings is decorated with inter-connected
winged-rosettes, while the upper one has a jali work, all in

terracotta relief.

The divisions of the octagonal corner towers, unlike those
of the Qadam Rasul building, are completely plain and without
any decoration, The dividing bands and the cornice mouldings
contain terracotta ornamentation similar with those of the wall
surface and cornice of the building, The base of the towers
show triple mouldings, the topmost running across the Qall. The
two lower mouldings are carved with inter-connected bell motif
on thelr face, The lowest and the uppermost inter-spaces show
terracotta jali work, while the middle inter-space has a design
of alternating rosettes and four-petalled flowers, The towers
have ornamental finials ending in dome-shaped masonry above a

frieze of hood-shaped merlons,

Interior decoration, The three mihrabs in the west wall
of the mosque are each contained within & broad rectangular
panel, The panels are bordered by two rows of terracotta
decoration: the outer depicts a spiralling creeper with blown

flowers in the convolutions, and the inner, a jali work, The
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lintel of the panel is embossed with three terracotts rosettes,
one at the centre and one each at the ends, Above the lintel,
is @ terracotta frieze of hanging fruits suspended from leafy
twigs alternating with tassels, Higher up, is a pair of hori-
zontal projected mouldings impressed with lozenge and inter-
connected bells, The inter-space between the mouldings shows
@ terracotta jali work., The mouldings are surmounted by tri-

lobed arch-shaped merlons,

The spandrels of the mihrab arches are embossed with two
terracotta rosettes enclosed within luscious foliage, A little
above, runs a frieze of hanging terracotta fruits and leaves.
The arches are supported on octagonal banded pillars., The bands
show tiers of thin mouldings above and below a frieze of
terracotta lozenge, The facets of the pillars between the
mouldings depict hanging twigs bearing fruit bunches, The

square base of the pillars shows plant motifs,

The mihrab niche is divided into two vertical halves by a
raised moulding faced with terracotta lozenge, Bach half shows
@ number of parallel rectangular panels having similar terra-
cotta decoration, Each panel contains a multi-foil arch within.
The arch spandrels have rosettes and foliage, while an ornate
pendant hangs from the arch-apex. The spandrels of the dome-
bearing arches show terracotta rosettes below a frieze of hanging
motifs consisting of twigs with fruits, and tassels., The dome

ring inside shows a projected moulding which is impressed with
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terracotta lozenge, Above the moulding, runs a row of sty-

lized merlons.

General observations, The ornamentation of the Jhan
Jhania mosque represents the decaying phase of the Muslim
terracotta art in Bengal, which lost much of its appeal by the
end of the Husain Shahi period, There is meaningless super-—
fluity and abundance of decoration that has marred the besuty
of the building, The ornamentations show no novelty either in
the technique of composition or in the ornamental themes, both
of which are merely repetitive and tiring to the eye. The
appearance of stereotyped features and repetition of monotonous
panels on the fagade have seriously affected the organic beauty
of the building, The curvature of the cornice and the inter-
mediate bands, so pleasant in the earlier momuments, are here
"smothered in a medley of mechanical and tasteless patterns".l
The recessed doorways are unwelcoming in spirit and design, which

have further added to the bleak appearance of the fagade.

The inspiring beauty of the Dakhil Darwaza (mid 15th
century) and the Tantipara Mosque (1480) is totally lacking in
the Jhan Jhania Mosque which is symbolic of richness but devoid

of taste.

In the foregoing pages we have surveyed the terracotta

ornamentation in the surviving brick buildings of the Husain

' I, ope. cit., ps 607; also cf, Percy Brown, op. cit.,
pp. 41 -4 ¢ .
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shahi period at Gaur. The period also witnessed a revival of
the stone cutter's art in Bengal and we come across some
monuments with brick core and stone facing inside and outside,
while the arches, the roof and the domes are built of brick

and decorated with terracotta. These buildings - the "brick-
and~stone style“,1 were possibly erected "at the express orders
of the royal patrons of art"2 and also as marks of material
prosperity of the period. The stone carvings on these monuments
show no novelty of motifs and composition, but are merely
imitative of the terracotta art of the time; nor is the carving
rich in quality. They, however, represent "the last efflore-
scence of the stone cutter's art in Bengal."3 Buildings of this
group showing terracotta ornamentation are the Chhota Sona

Mosque and the Gunmant Mosque, both at Gaur,

(b) The Brick-and-Stone 3Style

The Chhota Sona Mosque (Pl. XXVIII:l). The mosque stands

at Firuzpur, the southern suburb of the city of Gaur, now in

Bangladesh. Built during the reign of Husain gShah (1&93-1519),A

1A; He Dani, MAB, op. cit., pp. 93 and 129.

M.R. Tarafdar, op. cit., p. 301.
A. H. Dani, MAB, op. cit., p. 130,

WooN

For inscription, see EI, vol. 1I, p. 285; Ravenshaw,
op. cit., pp. 38-39; Abid ATI, op. cit., pp. 79-8l.
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it is a2 multi-domed oblong structure with brick core and stone
facing, and having five doorways in the front wall and three
each on the sides. The total number of domes covering the
roof is fifteen, of which the central ones are of the Bengali
cau-cala form and the side ones hemispherical, The mosque
measures 82 feet by 52% feet externally with four octagonal
corner towers, each of which has bands of shallow moulding,
All the entrance arches are enclosed within carved rectangular
panels showing features of a traditionalized nature, The
ornamentation of the mihrdb panels in the west wall, like those
of the doorways, was done in stone carving, The only parts of
the building showing brick surface are the arches and the

domes.,

Decoration. The ornamentation of the mosque was almost
entirely done in stone carving and gilding, Terracotta deco-
ration, however, appears on the dome-bearing arches, dome base
and ceiling and also on the cornice of the cau-cdla vaults,
The soffits of the brick arches are embossed with a row of
tiered rosettes interposed by a2 fruit motif resembling pine~
apples., The keystone of the arches shows a diamond placed
vertically upon which occurs a terracotta rosette, On the arch
apex is depicted an ornamental terracotta finial in the shape
of a vape; The dome base inside'shﬁws a projected moulding,
below which occurs a frieze of terracotta necklace in triple

tiers alternated with stylized tassels, The moulding itself
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is faced with terracotta lozenge., Above the moulding, runs
a8 row of tri-lobed pointed merlons of an ornate character.
The corners of the square bays are filled up with brick

pendentives,

The ceiling of the cau-~cala vaults shows panelling by
means of intersecting horizontal and vertical stripes, The
arrangement recalls the type seen inside the cau~cala domes of
the S3at-Gumbad mosque at Bagerhdt in Khulna district, Within
each panel, is placed a terracotta rosette at the centre, The
vault ridge is also decorated with thrée similar rosettes, The
cornice of the vaults shows a curved moulding impressed with
two rows of lozenges, each separated from the other by a strip
motif., Below and above the moulding, are a jali work and a

diamond frieze respectively in terracotta relief,

General observations, The Chhota Sona Masjid is "the gem

of Gaur architecture"l

and is the finest of the brick-and-stone
style buildings built in Bengal. The monument has successfully
withstood the ravages of time and despite repair wcrks2 done,
it has almost retained its original freshness and beauty. The
carvings in the mosque represent the best of the stone cutter's

art of the Husain §b§hi period, But there is hardly any novelty

lasiAR, 1922-23, p. 42.
ASIAR, 1905-06, p. 6.
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in the ornamental motifs, all the designs being mere imitations
of the terracotta art of the period, The mosque received its
popular appellation "Little Golden Mosque" from the gilding
employed in its ornamentation, remains of which Cunningham
found during his visit to the monument.1 Thé use of encaustic
tiles in the floor of the mosque in front of the central

mihrab is also reported.z The cau=-cala vaults roofing the
central bay of the mosque must have been imitated from those

of the Sat-Gumbad Mosque at Bagerhat which is earlier in date

by about half a century,

The Gunmant Mosgue (Pl, XXVIII32)., The mosque is ruinous

and stands near the village of Mahdipur on the eastern bank of
the Bhagirathi or old Ganges, half a mile to the south of the
fort and less than half a mile to the west of the Lattan Mosque,
It was first noticed by King.3 It is an oblong structure with
octagonal towers at the corners4 and measures 157 feet by 59
feet externally., The lower part of the mosque up to the sprin-
ging of the arches was made of stone with cut facings, The
arches and domes were of brick, Internally, the mosque falls

into three sections: the central nave, 51 feet long and 16 feet

lﬁ§;§J vol, XV, op. cite., pp. 73=74,

gh. H, Dani, MAB, op. cit.,, pe 139. The earliest appearance

of encaustic tiles in Bengal architecture occurred in the tomb
of Khan Jahan (d, 1459) at Bagerhat,
BPASB, 1875, p. 94.

e csas

4The pases of the towers are still in situ, although
Cunningham missed them in his plan of the mosque, cf. ASIR,
vol. XV, op. cit., Pl. XIX,
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10 inches broad is roofed over by a ribbed barrel vault of
brick, resting on octagonal stone piers, and the side sections,
each covered by twelve semi-circular domes. The mosgue is not
dated, but Cunningham ascribed to it an inscription of 889 A.H,
(1484 A.D.)l during the reign of Jaldl al-Din Fath $hah,

Daniz has opposed the ascription on architectural and ornamental
grounds of the building and assigns it to the Husain Shahi
period, Dani's contentions appear more logical. About the
decoration of the mosque, Cunningham writes, "Apparently the
back and side walls, as well as the front wall above the spring
of the srches, were all faced with glazed tiles, as I found
numerous fragments of different colours lying at the foot of

the wall, while several large pieces of battlements in dark
blue and white tiles were found in the village of Mahdipur.“a
The other parts of the mosgue, such as the brick arches, dome

base and the brick vault are decorated with terracotta reliefs,

Decoration, The brick barrel vault rests on massive
octagonal stone plers, Between the plers, open three transverse
arches, faced with cut stones, which led to the side aisles,

The spandrels of these arches show carved rosettes and there isa

1,sIR, vol. XV, op. cit., p. 65; EI, vol. II, pp. 287-88;
Abid Al 3 22. Cita, Pe 8‘7.

ZSee ALH, Dani, MAB, op., cit., pp. 134-36,

BASIR, vol, XV, 9p. cit., p. 66,
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four-petalled flower on the arch-apex in carved stone, Above
the arches on either side of the nave, runs a stone architrave,
whose inner face depicts carved merlons between two rows of
stone rosettes, The vault base on both sides shows arched
recess. The ribs of the vault cut each of these arches across
the middle, thus creating a half-arched recess on either side
of the ribs, Each recess shows a plant motif in terracotta,
The triangular space between the arch shoulders depicts a
terracotta tree with outstretched branches and leaves, The
arch soffits have double terracotta designs: the inner consists
of @ kind of strip motifs, while ﬁhe §uter'shows either a

merlon or an inter-locking ring or a leaf motif,

A broad ornamental terracotta band runs longitudinally
above the arched recesses, It shows several registers separated
by thin rows of dots. The lowest register shows hanging fruits
surmounted by a row of rosettes and the topmost depicts a merlon
motlif, all in terracotta relief, The ornamental composition
of the vault ceiling between the ribs consists of a large
terracotta rosette at the centre surrounded by similar smaller
rosettes at the four corners - motifs already met with in the
Tantipara mosque and the Rajbibi mosque at Gaur, The gable
ends of the ribbed vault are each provided with an arched window
to bring in light inside the vault, so that the ornamentation
could be visible, The window is set within a panel bordered

with terracotta jali work.
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The domes of the mosque were supported on brick arches and
stone pillars. The dome base inside shows an ornamental moul-
ding faced with terracotta lozenge. Below the moulding, runs a
frieze of stylized hanging motifs in terracotta, while above it,

is a row of ornamental merlons.

(i1) Monuments of other Places

During the period under review, many mosques and other
buildings were also constructed outside the city of Gaur. These
were more numerous than the ones built in the capital.1 But
almost all of them are now in complete ruins, surviving in most
cases only in inscriptions. Those that somehow exist are in
precarious physical existence and denuded of their ornamentation;
some are thoroughly renovated, so that they have lost their
original character. To the latter group belong the Kheraul
Mosque in Murshidabad, dated A. H. 900 (1495 A.D.),2 the
Mosque at Hemtabad, dated A.H. 906 (1500 A.D.),3 and the Rukn
Khan's Mosque, dated A.H. 918 (1512 .fa.D.),q both in Dinajpur
district, a number of mosques in the locality of Sunérgéons in

Dacca district, the mosque at Shahzadpur (15th century) and the

1Available inscriptions qualify such a statement.

23ASB (N.S,.) XIII (1917), pp. 148-49), Pls. I & II;
JISOA, VI (1910), p. 27.

M. R. Tarafdar, op. cit., p. 304,
“7ASB, XLI (1872), p. 1063 EIM, 1929-30, pp. 12-13.
2JASB, XLII (1873), pp. 283-84.
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Mosque at Navagram, dated A H, 932 (1526 A.D.)l in Pabna
district, the Mosque at Satgaon, dated A, H, 936 (1529 A.D.),2
and a few others, The Mosque of Mulla Hijabur Akbar Khan at
Goaldi, dated A.,H, 925 (1519 A.D.),3 in Dacca district is
thoroughly renovated, but its terracotta ornamentation has been
restored, The few that retain their original decoration largely
intact despite repair works done to them are the Mosque of
Bagha, dated A.H, 930 (1523 A,D,)? in Rajshahi district, the
Mosque at Sura (early 16th century) in Dinajpur district, the
Mosque at Sankarpasa (l16th century) in Sylhet district and the
Mosque of Majlis Awliyd at Pathrail (16th century) in Faridpur
district, All these monuments merely imitate the Gaur style
both in plan and decoration and represent. "the barogue decadence

of the Bengali terracotta craft.“s

The Bagha Mosgue (Pls, XXIX:1-3), The mosque is situated

about 25 miles south~east of Rajshahi city and about 11 miles
south of the Ch3rghat Police Station of Rajshahi district, It

is @ multi-domed oblong building measuring 75 feet 8 inches by

lgrm, 1937-38, pp. 37-38,
2JASB, XXXIX (1870), pp. 297-99; SPP, 1316 B,S., pp. 33-34,

BJ&SB, XLII (1873), p. 295; List of Ancient Monuments of

Bengal, ope. cit., p. 216; ASIR, XV, op. cit., p. 143,
JASB, LXXIII (1904), pp. 10813,
SR.E.M. wWheeler, ops. cit., p. 120,
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42 feet 2 inches with octagonal towers at the four corners,

The mosque is built of brick with walls 7 feet 4 inches thick,
save for a basal course of stone and another stone course at
the springing of the arches and 18 stone pillars and responds
in the interior, The interior of the mosque is divided into
two aisles and five bays by a row of four stone stone pillars,
The eastern fagade has five arched doorways, each bordered
within ornamented frame., The side walls on the north and south
contain two arched doorways, each within broad frames, now
closed with grille work, The western wall inside has three
decorated mihrabs in the southern bays, a panelled design in
the fourth and a smaller mihr&b‘higher up in the wall of the
fifth bay, There was possibly a magsura covering the north-
western part of the interior originally., According to an
inscription earlier fixed over the central doorway, the mosque
was built in A.H, 930 (1523 A,D,),” by Sultan Musrat Shah, son
of Husain Shah, The battlements and the cornice mouldings show

the characteristic Bengali convexity,

Exterior decoration. The decoration of the mosque was

entirely done in terracotta, The wall surface is divided
vertically by a string-course running all round and breaking
only at the doorways, The string-course shows terracotta lozenge

on its face, Above and below the string-course, are friezes of

1JasB, LxxII, P1, I (1904), p. 111; S, Ahmed, op. sit.
ps 212, The inscription is now "in the National Huseum o
Pakistan at Karachi,
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upright and inverted merlons respectively. The arched doorways
are set within broad rectangular frames., BEach arm of the frames
shows five small rectangular panels arranged vertically, three
below the string-course and two above it, Around the panels,
there are spaced terracotta rosettes, All the panels contain

a multi-foil pointed arch inside from the apex of which hangs

a8 winged terracotta pendant that has developed here into a
fantastic grape-cluster, The gspandrels of the panel arches are
embossed with two rosettes surrounded by leaves and foliage,

The soffit of the doorway arches shows a jali work, while the
spandrels are decorated with two prominent terracotta rosettes,
Above the spandrels, runs a frieze of hanging twigs and tassels
surmounted by a series of ornamental mouldings, which show
dentil motifs and lozenge, A little above, is a row of rectan-
gular niches filled in with terracotta plants, The frame lintel
depicts an inter-connected bell motif above @ frieze of hanging
leaves, all in terracotta, The doorway frames are surmounted

by ornsmental merlons,

Between the doorway frames, occur two larger terracotta
panels, one below and fhe other above the string-course. Some
of these panels are bordered with arabesque having rosettes in
the conveolutions, while others show inter-locking and jali
designs, 1Inside the panels, occurs the multi-foil pointed arch

with the floriate winged pendant hanging from its keystone,
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From each foll of the arch and the apex shoots upward a vase-
shaped motif filled with flowers, There are the usual rosettes
in the spandrels, The wall surface between the doorways and
the corner towers 1s also ornamented with similar terracotta

panels below and above the string-course,

In the western fagade, the central mihrab shows a rectan-
gular projection outside upto the battlements, The angles of
the projection have been softened with triple mouldings at the
base, The inter-spaces between these mouldings are decorated
with terracotta interlocking designs, jali work and arabesque,
The wall surface 15 entirely covered with panelled ornamentation
in terracotta below and above the string-course having similar

designs with those of the front and side walls,

The octagonal corner towers are equally ornate with
terracotta, The towers are divided into three vertical sections
by two ornamental brick mouldings which are sandwitched between
stylized merlons below and above, The mouldings are impressed
with terracotta lozenge on their face, The moulding at the
middle of the towers forms part of the string-course on the wall
surface, while those at the neck of the towers are in line with
the cornice bands, The facets of the towers in each section
are decorated with rectangular terracotta panels with jali
borders, The panels contain a multi~-foil arch within, from the
apex of which hangs a floriate pendant similar with the ones

on the walls, The arch spandrels here show two rosettes
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surrounded by terracotta vegetal elements, The towers show
triple mouldings at the base surmounted by ornamental merlons
with finials, The mouldings depict terracotta lozenge, inter-
connected bells and strip motifs, The terracotta designs of

the inter-spaces between the mouldings vary from tower to tower,
The motifs include arabesque, designs formed with twigs centring
rosettes, alternate rosettes and diamonds, twigs and rosettes,
inter-secting diagonals with rosettes within, interlocking
patterns with rosettes inside and jali frieze in terracotta,

The towers end upward in octagonal masonry cupolas,

The triple cornice bands follow the convexity of the
battlements, The decoration on their face has disappeared,
The inter-spaces still retain their decoration which consists
of terracotta jali work, Below the lowest cornice band, runs
@ frieze of intersecting beaded necklace, each with an orna-

mental pendant, 8ll in terracotta relief,

Interior decoration. The interior ornamentation of the

mosque, like the exterior, was done in terracotta and remains
mostly confined to the mihrab panels in the west wall, All the
three mihrab panels in the mosque consist of double rectangular
frames, The central mihrab panel is the largest, while the
others gradually diminish in size, The vertical arms of the
outer frame of the central mihrab panel are divided into five
smaller terracotta panels, the central ones in both the arms

showing a floriate winged pendant hanging from the keystone of



284

@ multi-foil decorative arch, The other panels show each a

mul ti~-foil pointed arch inside under which occur various types
of luxuriant trees, some bearing fruits of local origin, others,
blown flowers, The composition of the panels is kept within

@ border of intersecting scrolls. The arch spandrels contain
two rosettes amidst bourgeoning vegetal shoots. The lintel

of the outer frame consists of a series of rectangular niches
showing alternate rosette and plant in terracotta, The inner
frame has two rosettes at the base, one in each vertical arm,
contained within square frame impressed with jali work., The
surface of the frame shows graduated inward recessions decorated
alternately with jali work and scrolling creeper, which are
interrupted at the middle of the frame by a rosette in each

arm placed at the level of the arch springing inside, The
lintel depicts a central rosette flanked by two others at the

angles of the frame, All these ornamental motifs are in

terracotta relief,

The mihrab niche opens under a multi-foll pointed cusped
arch supported on highly ornamented octagonal pillars, The
pillars are divided into two halves by a moulding at the middle.
The 1owér half depicts bottle-~shaped merlons with finials on
the facets, while the upper half shows terracotta chain-and-
pendant, There are double mouldings at the base and triple ones
at the top of the pillars, All the mouldings are faced with
terracotta lozenge, The inter-spaces between the lower mouldings

are filled in with scroll and jali designs in terracotta. Below
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the mouldings at the top, runs a frieze of intersecting terra-
cotta necklace with pendants. The spandrels of the mihrab arch
are embossed with two rcsettes, one on either side of the
finial, and embraced within luscious creepers which spring from
two vases placed at the arch-spring. Above the rosettes, is

a row of hanging pendants resembling grape-cluster, The orna-
mental composition of the spandrels is surmounted by a moulding
faced with terracotta lozenge. Below it, is a frieze of hanging
twigs and grape bunches and above, runs a horizontal recess

filled with terracotta rosettes.

The semi-circular central mihrab niche is divided into a
number of decorated panels within jali borders, All the panels
show similar floriate hanging motifs within multi-foil cusped
arch, The spandrels have rosettes and other vegetal motifs in
terracotta, Below the panels, runs a frieze of ornsmental
merlons, while the space above the panels shows triple horizontal
mouldings, the inter-spaces being decorated with varlous terra-
cotta motifs., The lowest shows a row of rosettes; the one above
has hanging motifs of grape-clusters, and the topmost, ornamental

merlons, The niche alcove depicts a terracotta rosette.

The composition of the central mihrab panel is surmounted
by @ projected moulding faced with alternate terracotta rosettes
and hanging twigs above which runs a row of stylized merlons

interspersed with decorative finials'
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The ornamental compositions of the side mihrab panels are
almost like that of the central mihrab, except variation in minor
details, Thus, the outer frame of the southermmost mihrab panel
shows more of hanging motifs than representation of plants, while
@ series of rectangular niches decorated with alternate rosettes
and plants within foliated arches are shown below the topmost

moulding, all the motifs having been executed in terracotta,

The dome base shows two rows of decorative merlons separated
by @ raised moulding impressed with terracotta lozenge., The
corner pendentives are formed of oversailing courses of bricks
set corner-wise assuming the character of a sort of stylized

stalactites, very ornate in appearance,

General observations. The Bagha mosque represents the pure

Bengall mosque plan, oblong in shape with octagonal corner towers
and curved‘cornice and battlements, The structure is raised on

@ high ﬁound of earth set within an enclosure to which access

is provided by an ornamental gateway in the south and another

in the north. The brick-built vaulted oblong gateways imitate
the mosque structure in their octagonal corner towers and
panelled terracotta decoration on the wall surface, A big tank
was dug closeby in the east. This composition of the mosque
environment appears to have served as the prototype of the

Mughal mosques 1n Bengal erected not long later,
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The mosque imitates the lavish ornamentation of the Gaur
monuments of the period, The whole decorative pattern represents
the baroque decadence of the terracotta art, and the continuous
repetition of stereotyped panels on all sides of the building
gives the impression of a sugary incrustation rather than archi-
tectural ornament., Local folk motifs have made unprecedented
inroad into the terracotta illustrations, but to no increase of
the decorative effect., The art has lost its vital force and
yielded to the unsavoury tastes and likes of the local artists,
A significant thing to be noticed is that the further away was
& monument from the capital, the greater was the influence of
the lécal‘motifs on the ornaments, This phenomenon might be due
to the lack of artists trained in Muslim traditional ornaments
in those outlying places to supervise the work of the local
artists, who were thus left to é&eir own native experience to
execute the decoration, The technique of execution of the art
motifs shows deterioration in delicacy and fineness, and never
for once, occurs in the mosque the subtlety of ornaments which
characterized earlier monuments like the Darasbdri, the Tantipara
or the Dhunichak mosques at Gaur, The mosque represents the
terracotta art of Bengal at its most exuberahce, which also

proclaims the decay and degeneration of the tradition,

The mosyuye was seriously damaged by the earthquake of 1897

when all the domes together with the eastern wall had fallen

1

down,” Fortunately, these elements have been subsequently restored;

lcf. s. Anmed, op. cit., p. 213.
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The Mosque at Sura (Pls, XXX:1-2). About 5 miles to the
west of the Ghoraghat Police Station in Dinajpur district stands

the Sura lMosque in the present village of Chorgacha. It is a
single-domed square building with a three-domed verandah in front,
The main room measures 16 feet each side and the verandah forms
an oblong hall of 16 feet by 6 feet, There are six octagonal
towers at the corners, four of the main room and two of the
verandah, All the towers are faced with stone and have ornamental
mouldings at the base, in the middle and at the neck, and rise

up to the battlements, The walls are built of brick and faced
with stone up to a2 certain height inside, A stone string-course
running horizontally cuts the wall surface into two vertical
halves, breaking only at the arched doorways. Three two-centred
arched doorways lead to ﬁhe main hall from the east, while the
side walls have each a single arched entrance enclosed within
broad rectangular panel, The west wall contains three stone
mihrabs with rich carving of terracotta imitation, The verandah
has three entrances on the east and one on the north and south,
The battlements and the cornice mouldings were originally curved,
but have been made straight during restorations in later times.
In plan, the mosque imitates the Lattan Mosque at Gaur. The
mosque is undated, but on stylistic ground and ornamental features

has been assigned to the Husain Shahi period (1493-1538).l

1
Cf. A, H, Deni, MAB, op. cit., p. 161,
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Wheelerl places the mosque to the close of the 15th century,
which is negated by the features of the mosque, such as stone

facing of the walls and towers and unrestrained ornamentation,

Exterior decoration., The north and south walls of the main
room provide for a single arched doorway kept within a broad
rectangular frame, The long arms of the frame consists of three
small vertical panels, two below the string-course and one above
it. The panels are bordered with terracotta jali friesze, Inside
the panels, occurs a2 multi-foil cusped arch with a high ornate
double-winged terracotta pendant hanging from the keystone, The
pendant ends in a grape-cluster, The lintel of the frame depicts
spaced rosettes in terracotta surmounted by a frieze of orna-
mental merlons, On either side of the doorway, the wall surface
shows three rectangular terracotta panels below and above the
string-course, The‘west wall outside also shows similar arrangee-
ments of terracotta panels on each side of the mihrab projection,
The ornamentation of all these panels is similar, Each panel
depicts a multi-foil pointed arch with a stylized finial, Within
the arch occurs a double-winged floriate terracotta pendant., The
arch spandrels are embossed with two rosettes crowded around by
dense terracotta foliage, The entire panel composition is

enclosed within a terracotta jali border.

Interior decoration. All the three mihra@bs are built of
stone and enclosed within rectangular frames, The ornamentation

carved on the frames consists of four-petalled flowers alternating
1

R.E.M, Wheeler, op. cit., p. 117,
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with rosettes., Above the frames, are ornamental merlons, The
semi-circular mihrab niches open under an engrailed pointed arch
supported on ornamented octagonal pillars, The arch spandrels
show the usual rosettes amidst carved plant motifs. The surface
of the niche shows panelled decoration with ornamental merlons
below and above, The panels represent imitation in stone of the

terracotta motifsfseen in the wall surface outside,

The only decoration in terracotta inside the mosqgue is
confined to the dome base which is supported on corner akches
springing from stone pilasters, The dome base shows a broad
moulding faced with alternate lozenge and rosette , Below.the
moulding, runs a frieze of intersecting beaded necklace with

pendants, The moulding is surmounted by stylized'merlons.

General observations, The mosque stands on a raised mound

of earth approached from the east by & flight of steps through an
arched gateway built of brick, The arched panel is decorated
with terracotta spaced rosettes, A large number of carved stone
fragments of Hindu origin are lying scattered in the mosque
compound, Some of these show the beaded necklace and tassel

with carved figures inside and arranged on either side of the
Kirtimukha, In the presence of these stone miscellany, the local
legend that the mosque was built on the site previously occupied

by a8 temple cannot be seriously questioned,
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- The terracottas of the mosque belong to the same phase of
decadence of the art represented by the Bagha Mosque in Rajshahi
district. The motifs are stereotyped thoﬁgh not lifeless, and
there is meaningless repetition all round the walllsurface. The
attempt to introduce variety in a brick structure with sténe
facing on the corner towers, on the wall surface inside and the
mihrabs does not appear to have succeeded, but the mosque repre-
sents the only example of the “brick-and-stone style" erected
outside the city of Gaur during the period under review, The
fallen verandah restored in recent times is a poor copy of its
former self and the shells of the domes covering its roof have

telescopéd into each other -~ a sad sight.

The Sankarpaba Mosque (Pls, XXXI:1-2). The mosque is

located about 6 miles away from Shahjibazar Railway Station in
Sylhet district., It is a brick structure and consists of @
square hall, measuring 21 feet 5 inches a side, with a front
verandah, 5 feet 4 inches broad, The main hall was covered by

a single dome in the past, but has now a flat roof supported on
i;on joists. The mosgue has four octagonal toweré at the corners
of its main hall and two at the angles of the verandah, The
structure is thoroughly renovated, so that it has lost much of
its original character, The corner towers have been extended
beyond the parapet and these now end in flattened pinnacles.

The original curved battlements have also been straightened, The

mosque is entered through three arched doorways in the east, north
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and south walls of the main hall, the central one in every case
being larger than the flank’ng ones., The verandah opens under
three arched doorways in the east and one each in the north and
south walls, The single mihrab of the mosque shows projection
outside along the height of the wall, flanked on either side by
an octagonal turret, The mosque is undated, but on stylistic
ground, falls under the Husain $hahi period (1493-1538), The

ornamentation of the mosque was entirely done in terracotta,

Exterior decoration. Despite renovations done to it, the
mosque has retained enough of its original decoration which is
very significant as showing the state of terracotta art in far-
off areas of the country during the period under review., The
ornamentation of the mosque differs both in composition and
character from the contemporary Gaur style, All the doorway
arches are cusped and open under slightly recessed panels, The
spandrels have lost their old decoration, but a little above,
are seen two friezes of terracotta, the lower consisting of
hanging twigs within interlaced roundels, and the upper, merlon
motif., There are thin mouldings surmounting the friezes, but
these are now bare., There are two oblong sunken terracotta panels
over each doorway, with the bare wall surface intervening between,
Each panel shows a multi-foil pointed arch with finial, springing
from thin wall pilasters. The arch spandrels are decorated with
two terracotta rosettes and other vegetal elements, From the arch
apex hangs @ florid chain ending in an elaborate pendant showing

flowers and leaves in terracotta relief.
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The wall surface between the doorways is divided vertically
by @ horizontal moulding placed at the level of the arch sprin-
gings, The lower part consists of two recessed oblong panels
like those above the doorways and having similar terracotta
decoration, The upper part is occupied by a single large panel
bedecked with terracotta motifs, Above the psnel, is a moulding
crowned by a frieze of pointed merlons., The decorative compo=-
sition of the upper panel is set within broad borders which
depict leafy scrolls, some interspersed with rosettes, Inside
the panel, occurs a cusped arched niche impressed with the
florid chain-and-pendant in terracotta relief, The pilasters
supporting the arch are changed into vertical rows of decoration
formed with alternate squares and diamonds, the former enclosing
rosettes and the latter, impressed with four-petalled flowers,

The arch spandrels are filled in with surging plants crowned by

two rosettes, The spandrels are surmounted by a horizontal frieze
which depicts conventionalized hanging twigs, Above, are two thin
mouldings with a8 row of terracotta rosettes embossed in the inter-

Space,

The broad mouldings dividing the lower panels and the upper
on the wall surface are impressed with double rows of terracotta
lozenge on their face, Below the mouldings, is 2 frieze of
hanging motifs, some representing twigs, others tessellated
flowers, The wall-ends of the main hall as also of the verandah
on the east, north and south outside show three oblong panels,

one above the other, each having a cusped arch and the florid
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pendant together with rosettes and plant motifs in the spandrels
in terracotta similar with those of the other panels. The back
wall outside repeats the panelled composition with terracotta

motifs of those of the other sides.

The octagonal corner towers and the turrets flanking the
mihrab projection have triple mouldings at the base and inter-
mittent ones on the shaft, The basal mouldings are surmounted
by a8 frieze of pointed merlons, while the inter-spaces between
them show traces of alternate rosettes and diamonds, scrolling
creeper and jali work in terracotta., The upper mouldings have
each a frieze of hanging twigs running below. The corner towers
of the verandah still retain panelled decoration on their facets
in every vertical section with terracotta ornaments similar to

those on the wall surface.

Interior decoration, The mihradb panel is enclosed within a

broad rectangular frame which shows floral designs in three
vertical rows, the middle row consisting of four-petalléd flowers
and the side rows of rosettes., The flowers are contained within
rectangles produced by intersecting wavy lines., The pointed
cusped arch opening the mihrab niche is supported on octagonal
brick pillars, The pillars are very ornate with terracotta motifs
and show vertical divisions by means of ornamental bands., The
bands depict stylized hanging motifs, The upper two sections of
the piliars show on each of their facets the actual chain-and-

bell flanked by leaves and elongated fruits, all stemming from a
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rosette above, The lowest section depicts panelled decoration
with plant motifs, while the middle illustrates a pointed cusped

arch on each of its facets.

The soffit of the mihrab arch imitates the engrailing below
and illustrates a flowery and leafy terracotta creeper, The
arch finial has here assumed the form of an exuberant plant with
radiating leaves. The spandrels show fantastic tree motifs in
serpentine movement with intertwining branches ending in flowers.,
The usual rosettes in the spandrels have been changed here into
eight petalled flowers. Above the spandrels, runs a frieze of
hanging twigs. All these motifs were executed in terracotta
relief, The panel is surmounted by a broad moulding showing a
terracotta frieze of alternate rosettes and four-petalled flowers

on its face. Above it, runs a row of pointed merlons,

The semi-circular mihrab niche is overlaid with terracotta
ornamentation, At the base, is a row of pointed merlons, Imme-
diately above, runs a series of arched niches, These niches have
been further composed into smaller vertical panels, each depicting
a plant motif within cusped arch, The arch is crowned with a
florid finial. The spandrels depict two rosettes above lush
vegetal growth, The row of arched niches is surmounted by
quadruple horizontal friezes decorated in the following order:
the lowest shows a leafy scroll, the one above, alternate hanging

twigs and fruits, the third, a stylized hanging pattern and the
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fourth, alternate hanging twigs and rosettes, Above the friezes,
runs a cavetto moulding crowned with a8 row of foiled pointed

merlons,

General observations. The ornamentation of the mosque
breathes a local flavour, different from the contemporary Gaur
style., The pattern of the panel compositions on the fagade is
unique in itself having no comparable parallel either in the Gaur
monuments or elsewhere in Bengal., The arched niches with their
florid pendants appear good enough to relieve the monotony of
the wall surface, but the crowded composition of the hanging
motifs has greatly marred the decorative effect. It appears that
the terracotta artists of the mosque could realize the stagnation
which the art suffered during the period and wanted to revivify
it with innovations. But their attempt utterly misfired as seen
in the grotesque illustration of the plant motifs in the mihrab
spandrels, The substitution of the conventional beautiful
rosettes with eight-petalled flowers and the re-introduction
of the actual chain-and-bell signalize a return to primitive
forms because of the artists' inability to move the art further
ahead, The quality of the terracottas is also poorer, Though
the style may be defended as of local manifestation, it repre-
sents in reality the abysmal degeneration of the terracotta
heritage developed under the Muslim patronage, As already
noticed, the art reached the meridian of its development under

the restored Ilyds Shahi rule, and thenceforth, tended to decline



297

till the abyss was reached in late Husain Shahi period as

represented by the Sankarpasa mosque.

The Mosque of Majlis Awliya' at Pathrail (Pl, XXXII:;1-2).
This ruinous mosque stands at village Pathrail, 8 miles south-

east of Bhanga Police Station in PFaridpur district, The village
was the centre of missionary activities of the saint Majlis
Awliy3' 'Abd Allah Khan, better known as Majlis $3hib.l The
mosque is named after the saint, whose grave also lies nearby,
It is an oblong brick structure, measuring 71 feet 6 inches by
28 feet 3 inches internally and the walls are 7 feet in thick-
ness, It had four octagonal towers at the corners in the past,
but only two, those in the south-east and north-east, survive .
at present in derelict condition, There are five doorways in the
east wall and two each in the north and south., The west wall
inside contains five arched mihr@bs corresponding to the doors
in the east wall, The central mihrab projects outside along the
wall height, The interior of the mosque is divided into two
aisles and five bays by means of four brick pillars. Ten domes,
supported on arches carried by the central pillars and 14 wall
pilasters, covered the roof in the past, but all disappeared

long ago.2 The outer surface of the north, west and south walls

1Ban.g;adesh District Gagetteer: Faridpur (Daccas Bangladesh
Government Press, 1 s Pe 74.

2Two of the domes are reported to have been in existence
till the beginning of the current century when an earthguake
caused their collapse. Ibid. ' '
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is in ruins having lost most of the bricks, Only the eastern
fagade of the mosque survives in somewhat good condition and
retains traces of panelled ornamentation in terracotta which
must have oveklaid the whole structure in the past, The battle-
ments ard the cornice mouldings of the mosque show unusual
convexity which has made the structure look stunted and unim-
pressive, The mosque is undated but conforms to the Husaln

Shahi style both in econstruction and decoration,

Exterior decoration, The mosque is ruinous and has lost
most of its old ornamentation;‘ The wall surface on the north,
west and south wes relieved by offsets and recessed chases, but
these are now faintly identifiable, since the outer course of
the bricks have almost fallen off, In the eastern fagade, all
the five doorway arches open within rectangular terracotta
panels, slightly recessed in the wall., The central panel 1is
the tallest, while the flanking ones gradually diminish in
height, The central panel is bordered with a continuous scroll
having @ rosette in each convolution, The flanking doorways have
borders of framed panels, the frames depicting the scroll with
rosettes, Inside the panels, occur various interlocking patterns
bestrewn with vegetal shoots. The spandrels of the doorway
arches are embossed with two rosettes, above which is seen a
horizontal moulding impressed with terracotta diamonds, each
separated from the other by a thin vertical line, The moulding

is sandwitched between two terracotta friezes, above and below,
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the former depicting jali work and the latter, hanging twigs and

flowers.,

The wall surface between the doorways shows two large

rectangular terracotta panels, one above the other, with a row

of rosettes between. These panels are separated from the door-
way frame by a row of large rosettes., The panels are slightly
recessed into the wall and depict similar decoration in relief,
Bach panel is enclosed within s jali border with tiny rosettes
in the crevices., Inside the panels, occurs a cusped arch, the
cusp showing trefoil forﬁation. A complex type of pendant with
outstretched arms and ending in an arch motif hangs from the 6rch
apex. The spandrels show two rosettes embraced within leaves

and branches of two trees, each of which rises from the arch-
spring on either side, The wall-ends also show similar férracotta

panel Se

The curved space of the wall above the doorway panels is
embossed with series of terracotta rosettes., Above the central
doorway panel, sre fixed two stone tablets, the writing on which
is totally defaced. It is probable that these tablets contained

the building date of the mosque.

The cornice shows triple curved mouldings, The ornamenta-
tions of these mouldings together with those in their inter-
Spéces have disappeared, But a contimuous terracotta frieze
below the mouldings survive in fairly good condition., It depicts

hanging patterns of vegetal origin,



300

The surviving corner towers are also ruinous and devoid
of any trace of ornamentation, except the outlines of triple

mouldings at the base and the ones of the cornice,

Interior decoration, The five mihrabs in the west wall were
highly decorated with terracotta motifs in the past as the
surviving traces suggest., All the mihrabs are enclosed within
rectangular frames, The central mihrab has a scroll border with
rosettes in the convolutions, set within two rows of rosettes.
The flanking mihrabs are enclosed within panelled borders,
slightly recessed in the wall, Some of these panels depict
superimposed diamonds with impressed rosettes, some friezes of
rosettes within interlaced circles, some jali work, while others,
an intricate interlocking pattern, all in terracotta. The panels
are flanked outside by terracotta rosettes placed traingularly.
The mihrab arches are suppor ted on octagonal brick pillars
showing triple divisions on their shaft by ornamental bands. The
facets of the pillars in each division illustrate different
terracotta motifs - the topmost, a hanging twig, the middle, a
mul ti-armed pendant, and the lowest, a plant within an arch motif,
The bands are impressed with jali work., The spandrels of the
mihrab arch depict tree-motifs intertwining two rosettes. A
little above, are double ornamental mouldings with a flat sunken
recess between, Below the lower moulding, runs a row of terra-
cotta rosettes, The face of the mouldings shows a frieze of

cross—-petals, The inter-space is filled in with jali work. The
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upper moulding is embossed with spaced rosettes on the face above

@ frieze of inverted merlons, all in terracotta relief,

The semi-circular mihrab niche is divided into triple
vertical panels by means of mouldings, while another moulding
running dbwn from the arch apex across the middle cuts the niche
into two parallel parts, The vertical moulding is impressed with
@ chain-and-pendant, The ornamentation of the niche panels have
almost disappeared except faint traces at places, The topmost
panel depicts interlaced hanging twigs above a row of rosettes,
The middle panel is occupied by a stylized hanging pattern and
rosettes occurring alternately., The lowest panel shows a creoss-—
petal design above a row of decorative arches containing plant

in terrascotta.

The brick pilasters carrying the arches for the dome base
show triple mouldings at the base, one in the middle and two at
the neck, The base mouldings have lost their decoration, the
middle ones show stylized merlons underneath and above, while the
neck mouldings have been placed above a frieze of intersecting
terracotta hanging necklace with pendants, There also occurs a
motif resembling banana plant on the shaft of the corner

pilasters,

The back face of the entrance arches shows a diamond placed
perpendicularly on the keystone, The spandrels show usual
rosettes, above which is a frieze of intersecting hanging garlands
with pendants, Higher up, is 2 moulding embossed with rosettes

in terracotta.,
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The pendentives at the dome base have been formed with
oversailing courses of bricks placed corner-wise, vaguely reca-

lling a sort of honeycombing,

General observations, Wwhen stood intact, the Majlis Awliya®
Mosque must have been a grand structure in the characteristic
Bengali style, It resembles the Bagha Mosque in Rajshehi district
(1523) in architectural and ornamental features and also in
envirommental setting, The mosque compound is a spacious raised
mound on the west bank of a large tank whose outlines are still
clearly identifiable, Subsequent human settlement around the
mosque may have caused destruction to the gateways that possibly

led to the mosque premises in the past.

Like the other monuments of the Husain Shahi period, the
Majlis Awliya' Mosqgue shows an over-richness of terracotta
decoration, the chain-and-pendant developing here into a fantastic
stylization, The ornamental motifs show no novelty and merely
repeat older themes, In fact, the progress of the terracotta art

has stagnated and degeneration set in.



CHAPTER IV

TERRACOTTA ORNAMENTATION UNDER THE
MUGHALS (1576-1757 A.D.)

The Mughal period in Bengal history was preceded by the
Afghan occupation of the country following the overthrow of the
last Husain Shahi Sultan Ghiyadth al-Din Mahmud Shah by Sher Shah

in 1538.l

The Afghan interregnum was rent by mutual rivalry
between the Suri and the Karrani rulers and little cultural
activities could be possible during this unsettled state, In
the field of building art, the period offers us record of very
few mon;uments2 and none of importance from our point of view.
The surviving Afghan monuments, such aé the Kusumba Mosgue in
Rajshahi district (1558) and the Qutb Mosque at Ashtagram in
Mymensingh district (late 16th century) betray a poor imitation
of the style developed during the Husain Shdhi period. The
Kusumba Mosque (Pl. XXXIIX:1l) is a '"brick-and-stone style'
building, built by Sulym3n in A.H. 966 (1558 A.D.)> during the
reign of Ghiydth al-Din Bah3dur Shdh and corresponds in style
to the Chhota Sona Masjid (1493-1519) and the Bara Sona Masjid
(1526) in Gaur, The mosque is built of brick core with stone

facing inside and outside, except the arches, domes and roof,

25. Ahmed, op. cit., pp. 248-55.

3JASB, LXXIII, Pt. I (1904), p. 117; HB, vol. II, op. cit.,
pe 180, f.n., 1. A Jami’ at Rajmahal and another at Kalna in
Burdwan are also said to have been built during this period.
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It has the usual oblong plan, measuring 58 feet by 42 feet with
octagonal corner towers, triple curved cornice and bands of
horizontal mouldings on the fagade, The eastern facade shows
three mul ti-cusped arched doorways, each separated from the other
by double vertical panels, The interior is divided into two
aisles and three bays by means of two stone pillars., The west
wall consists of three stone mihrabs, all richly carved. The
roof is covered by six domes supported on arches which spring
from the pillars and the side walls. In the north-west corner,
there is a well-designed raised gallery resting on massive stone
pillars probably meant for the ruler or his deputy. The entire
decoration of the mosque, except the dome base, has been done

in stone carving in imitation of the terracotta motifs of the
Husain Shahi period. The dome base shows a row of ornamental
merlons in terracotta and the corner pendentives are built in
characteristic Bengali fashion with oversailing courses of bricks
set corner-wise, The stone carving of the mosque shows no
novelty in technique, rather represents the fallen state of the
art, resembling cast metal works., Dani justly remarks, "The
stone cutter's art has now reached its evening of life, where
nothing intelligible remains, but everything points to its decay

and death."l

The Qutb Mosque at Ashtagram (Pl, XXXIII:2) is a brick

building of oblong shape with octagonal corner towers, double

IA. H, Dani, MAB, op. cit., p. 164.

i
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vertical panelling of the wall surface showing arch motifs in

plaster and over-emphasized curvature of the battlements and
the cornice. The mosque embodies a novel feature in having five
domes on the roof, the larger one at the centre and the four
smaller ones at the corners, The domes have lotus finials with
pinnacles, There are three doors in the east wall and two each
on the north and south, The back wall contains three mibrébs.
All the entrance arches as well as the mihrdbs are contained
within rectangular panels, The surface of the structure is
almost barren, The decoration of the mosque was done largely
by brick moulding, the only terracotta pieces being‘the series
of rosettes bordering the central doorway panel and the mihrab
panels and those of the arch spandrels, and the ornamental
merlons at the dome base, The mosque is undated, but on ground
of style, Dan:l.1 ascribes it to late 16th century. It is noti-
ceable that certain Mughal features have already raided the

domain of Bengal architecture even at this early date.

In 1576, the Mughals wrested the sovereignty of Bengal from
the Afghans, But the conquest was ephemeral in the face of risings
of the local zamindars for freedom and power. Local chieftains
rose and declared independence, Among the local zamindars, known
as Bara Bhuinyas, the most formidable was 'Is3d Khdn, Masnad-i-

Al18, who curbed out a principality for himself in Eastern Bengal

1n. H. Dani, MAB, op. cit., p. 165.
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with its capital at Sundrgacn, The situation further worsened
for the Mughals when some of their officials in Bengal became
disgruntled with the unorthodox policy of Akbar and revol ted.
Well-known among them was Ma'sum Khan Kébuli} who in collabo-
ration with 'Isa Khdan and other 1ocal chiefs, fought relent-
lessly against the Mughals, The Mughals thus lost hold on Bengal
in the year 1580 and the task of reconguest took them years,
During these years of political upheaval and turmoil, little
building activities are reported in Bengal as also the surviving
examples prove, The local life almost stopped where the Husain
shahi rulers left it and the building traditions then established,
survived only in a decadent state. The Kherua Mosque at Sherpur
in Bogra district illustrates the state of architecture of the
period, A stone inscription records the erection of the mosque
by Mirza Murad Khan, son of Jawhar °'Ali Khan qagshal in A,H, 989
(1582 A,D.)., 1In its plan and design, the mosque follows the old
local tradition, Externally, it measures 57 feet by 24 feet

6 inches, the walls being 6 feet thick., The brick-built structure
has the usual octagonal towers at the corners. The mosque is
entered by three arched doorways in the east wall, and one each
in the north and south walls, all enclosed within rectangular

frames, The spandrels of the doorway arches are embossed with

lA.K. Md. Fazlur Rahman, "Ma'sim Khan K3buli", JAsp, xI,
No. 2 (1966), p. 164, Ma'sum Khan even assumed the title of
Sultan-i-Azam as is proved by an inscription dated A.H. 989
(1581 A,D,) found in a_ruined mosque at village Chatmohar in
Pabna district. (See Ain-i-Akbari, vol. I, trans, by Blochmann
(Calcutta, 1873), p. 621), The inscription is now in the Varendra
Research Museum, Rajshahi,




terracotta rosettes, The wall surface is vertically divided

into two halves by a moulded band which runs all round the buil-
ding. Between the doorway openings, vertical panels relieve

the otherwise plain brick surface. The battlements and the
cornice are curved in the traditional fashion and below the
cornice runs a row of small arched panels, There are three semi-
circular mihribs in the west wall, the central one showing rec-
tangular projection outside, The mihrabs are enclosed within
rectangular frames, The arch spandrels show two terracotta
rosettes, while a leafy pattern in terracotta deéorates the
vertical arms of the frame, The frames are crowned with orna-
mental merlons, The interior of the mosque is divided into three
square sections by transverse arches rising from the side-walls.
The three hemispherical domes rest on the walls without extra
support of pillars, the phase of transition being effected by

oversailing courses of bricks as in the Sultani monuments,

Despite the outward conformity of the mosque with the
Sultani architecture of Bengal, there is little terracotta orna-
mentation in the structure and the wall surface is almost barren,
Besides, the interior arrangement of the mosque into a single
hall of three square bays, each covered with a dome, constitutes
a new feature 1nlBengal architecture, which, henceforth, became

the usual form of the three-bay Mughal mosques in Bengal,

A new style of architecture was born in Bengal in the wake

of the Mughal reconquest of the country., The traditional building
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art, which evolved in the soil, created forms and decoration
that were suited to the local climate and enviromment. It had
its own ideals of beauty which appealed to the local people,
but not to the Mughal conquerors, who were imbued with new
concepts of architecture as represented by their buildings at
Agra, Lahore, Fathpur-Sikri and Delhi, The style of architec-
ture that the Mughals introduced into Bengal was, therefore,
different from the local tradition, but preferred and practised
by the conquerors, it gradually caught the imagination of the
people, The new changes are noticeable at the first instance in
the urban centres which sprang up with the establishment of the
Mughal authority in Bengal and were dominated by the Mughal

officials and solidiery,

Due to lack of finer building material like red sandstone
and marble in Bengal (which the Mughals invariably used in their
buildings in upper India), the traditional bricks continued to be
used in the Mughal buildings, but with 8 fundamental change in
the style. The o0ld terracotta ornamentation was replaced by
plastering of the walls, which show decorative designs, rectan-
gular and arched - the arches being of various kinds, such as
flat arch, multi-cusped arch, four-centred stilted arch, etc,
The two-centred pointed arch of the Sulgéni period gave way to
the four-centred stilted arch.l The roof ceiling came to be

1The earliest example of the four-centred stilled arch in

Mﬁslim architecture is seen in the Baghdad Gate at Ragga (late
8th century),
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decorated with net and foliage patterns in plaster. The older
curved battlements and cornice ﬁecame straight under the Mughals
and the horizontal parapet was ornamented with blind merlons in
plaster, The parapet was further adorned with the addition of
pinnacles at intervals, There aléo occurred change in the shape
of the dome as well as in its height., The hemispherical or the
bowl-shaped 'bald' domes of the Sulgéni period were replaced
under the Mughals with well-attemuated sharp-top éomes of Persian
origin, The dome gained height by ﬁeans of an octagonal drum |
faced with blind mérlons and was invariably crowned with a

Kalasa ﬁinnacle above a lotus finial, The verticality of the
buildings was further emphasized by pillard or plastered Kiosks
placed atop the corner towers and also by additional turrets
shooting above the parapet., O©ften the corner towers themselves
shot above the parapet wall and ended in petalled bud. The
parapet was furnished with battlements in keeping with the upward
flight.of the architectural elements., The pre-Mughal buildings
of Bengal almost universally suffered from stunted look and lack

of verticality which had been remedied under the Mugpals.l

Another significant change brought about by the Mughals in

the architecture of Bengal was the introduction of the Persian

1The tall pinnacles over the corner towers in the Qadam
Rasul building and the Jhan Jhania Mosque at Gaur are probably
additions of the Mughal period. Percy Brown is mistaken in
placing pinnacles on the corner towers of the Chhota Sona Mosque
(1493-1519) at Gaur in his sketch of the mosque, He is also
wrong in placing only one cau-cala dome over the central bay of
the mosque, whereas, there are three in actual existence,
Cf, Percy Brown, op. cit., FPl. XXIX, facing page 38.
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iwan-portal at the central doorway, flanked by smaller arched
openings, Within the portal opened an arched passage under a
recessecd alcove., The portal was bordered by ornamental slender
minarets which were placed on inverted jars and crowned with
pinnacles, The introduction of the portal added a majestic

look to the fagade of the Mughal buildings in place of the mono-
tonous row of small arches of the Sultani period, Besides, the
gentle curve of the alcove with its reduction of the mass gave

the portal the effect of grace and lightness,

All these changes introduced by the Mughals in Bengal are
initislly noticeable in the provincial metropolis, where the
successive governors erected buildings for theilr own use, But
they slowly and gradually found popular acceptance across the
country, The older tradition of terracotta ornamentation,
however, did not die immediately., It declined in the face of
invasion of the imperial style and for lack of royal patronage,
However, ornamentation in terracotta continued sporadic appearance
not in the capitals but in the various localities of the country-
side where local craftsmanship kept the tradition alive till a
late date of the Mughal rule in Bengal as it is evidenced by the
Atiy@ Mosque (1609) in Tangail district, the S3di Mosque (1652)
and the Shah Muhammad Mosque (c. 1680) at Egarasindur in Mymen-
singh district, the Kamalapur Mosque (17th century) in Barisal
district and a few other minor instances., The extent of ornamen-

tation in 2ll these buildings is rather scanty compared to the
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large scale application of the art in the Sultani monuments,
Qualitatively also, the art has fallen a great deal, now being

merely a faint reflex of its past glorious self.,

The Atiya Mosque (Pls. XXXIV:1-2). The mosque is situated

in the locality named Atiya, about 6 miles to the south of the
district headquarters of Tangail. Typoldgically, it belongs to
the single-domed square hall with a three-domed verandah in front
of the Sult3dni period and is akin to the Chamkatti Masjid (1478),
the Rajbibi Masjid (1433-86), the Lattan Masjid (1493-1519), all
at Gaur, and the Mosque of Gopalganj in Dinajpur (1460), the
Mosque at Masjidbari in Bakerganj (1465), the Mosque at Kheraul
in Murshidabad (1495), the Sura Mosque in Dinajpur (16th century)
and the Sankarpdsa Mosque in Sylhet (16th century). It has also
Mughal features particularly in the corner towers, plastered
decoration and the dome base, thus illustrating a happy combina-
tion of the Sultani elements with those of the Mughals. The
mosque also shows rich ornamentation in terracotta, both inside
and outside, attesting thereby to the contimuation of the art
during the Mughal period, Built in 1018 A H, (1609 A,D.) by
Sayyld Khan Pani, son of Bayazid Khan Pani, it is an oblong brick
structure measuring 69 feet by 40 feet with walls 7% feet thick,
There are four octagonal towers at the corners having series of
bands on the shaft and ending in ornamental plastered kiosks
surmounted by lotus finials and jar pinnacles. The domes are

placed on battlemented drums with an additional row of basal



312

ornaments in plaster. The parapet and the cornice are deeply
curved, while the former is decorated with hood-shaped merlons
in plaster., There are three two-centred arched doorways in the
east wall, one each in the north and south of the verandah and
@ lintelled entrance in the north and south walls of the main
hall. The west wall inside contains three niched mihrdbs, the
central one being larger and showing rectangular projection

outside along the wall height,

Exterior decoration, The outer face of the north and east
walls of the mosque is entirely covered with terracotta crnamen-
tation, The west and the south walls are totally bare and there
is no indication of any past decoration. The east wall surface
is vertically divided by a projecting string-course which runs
a little above the entrance arches, The face of the stringe
course is decorated with a row of terracotta lozenge, Above the
string-course, runs a frieze of arch motifs each having a twig
inside in terracotta., Below the string-course, is a row of
terracotta necklace with pendant with @ rosette occuring between,
The wall surface between the curved cornice and the string-course
is divided into three panelled registers, each separated from the
other by spaced rosettes in terracotta, Each of the uppermost
panels contains insidg a terracotta plant motif enclosed within
borders formed of rows of diamonds, The panels of the lower
registers depict plant motif within borders of intersecting
creepers. The arrangement of the panels recalls the type seen

in the Jhan Jhanis Mosque (Pl, XXVII:2) and the Qadam Rasul
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building (Pl. XXVI:2) at Gaur, The inter-spaces between the
triple cornice mouldings are also decorated with terracotta
motifs: the upper depicts jali pattern and chequer separated
each from the other by rosettes, and the lower, a continuous
jali design, Below the mouldings, runs a frieze of intersecting

necklace with pendants in terracotta,

The wall surface below the string-course also shows numerous
ornamental terracotta panels. Each doorway arch is contained
within rectangular frames formed of decorative panels which show
plant motifs enclosed within borders of intersecting creepers,
jall pattern, interlocking design etc, The spandrels of the
arches are covered with terracotta creepers, while a row of
terracotta necklace with pendants runs above ﬁhe spandreis. There

are spaced rosettes of different sizes over the entire fagade,

The northern fagade is verticaliy divided into four regis-
ters by means of curved mouldings, Each reéister shows a row
of oblong terracotta panels whose raised borders are decorated
with spaced rosettes, while inside each panel occurs a large
rosette with a winged motif below and sbove, There are smaller
rosettes encircling the larger one in the centre, The curved
cornice deplicts chequer and jali pattern in terracotta with

rosettes occurring in between,

Interior decoration, Terracotta also decorates the mihrab

panels inside the mosque, The central mihrab is enclosed within

double decorative borders., The outer border shows panelled
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decoration. The lower panels contain chain-and-pendant within
arch motif, while the upper ones depict vegetal elements, The
borders of the panels are embossed with terracotta rosettes., The
inner border has cross-petal and jali patterns, The spandrels
of the mihrab arch are plain and plastered. The semi-circular
mihrab niche shows three foiled arches in plaster asbove which
runs a frieze of hanging flowers with intersecting stalks in
terracotta. The mihrab panel has triple ornamental mouldings at
the top surmounted by a frieze of arch motifs. The inter-spaces
between the mouldings are filled in with terracotta cross-petal
design, Below the mouldings, is a frieze of intersecting hanging

necklace with pendants, also in terracotta,.

The side mihrabs are enclosed within single decorative
borders with a moulding at the apex and surmounted by a row of
arch motifs with finials, all in terracotta. The borders of the
southern mihrab have panelled decoration with plant motifs inside,
while those of the northern mihrab show horizontal bars, each
decorated with two rows of tiny merlons on its face, These mihrab
niches show a8 single frieze of hanging flowers with intersecting
stalks, similar with the ones of the central mihrab below the

alcove,

The pilasters supporting the arches for the domes of the
mosque are richly decorated with terracotta motifs at the bottom,
in the middle and at the capital. The motifs include cross-

petals, jali work, interlocking and vegetal elements, The
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pendentives at the dome base still retain the oversailing pattern
of brick-setting cornerwise, a characteristic feature of the

Sultani architecture of Bengal.

General observations, As said earlier, the terracotta
ornamentation of the mosque is exteriorly confined to the eastern
and northern fagades and still survives at places in fairly good
condition, The western and the southern walls outside are
completely bare and plastered over with lime mortar. Here the
parapet and the cornice mouldings are also straight. Thus these
sides of the mosque are both architecturally and decoratively
different from the other two sides., One may reasonably wonder
at the incongruous character of the structure, One possible
explanation for this state of the building may be sought in the
attempt to effect a compromise between the traditional and the
Mughal features, but the experiment resulted in loss of architec-
tural aesthetics, What is, however, significant is that the
pre—Muggai traditions persistently kept on occupying popular
liking even when invaded by the imperial Mughal style., The
terracotta ornamentation of the mosque bears witness to this fact.
But the decoration has little artistic appeel and the repetitive
arrangement of the panels with monotonous regularity of the
ornamental motifs tires the sight. 1In fact, the terracottas of

the Atiya Mosque represent the declining phase of the art,
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The Sadi Mosgue at_ggérasindurl(Pl.XXXV:l). It is a brick-

built structure of 27 feet each side with octagonal towers at

the four corners and a single hemispherical dome crowning the
roof, The east wall has three arched doorways, the central one
being larger, There are two side doorways, one each in the north
and south, The parapet is straight in characteristic Mughal
fashion, while below it can be seen triple curved cornice, a
survival from the Sultani architecture, The dome rests on a

ring at the base and a lotus finial crowﬁs the top. The corner
towers shoot above the parapet and terminate in a cap crowned
with a finial, Corresponding to the doorways in the east wall,
the west wall contains three decorated mihrabs inside. The
eastern fagade shows vertical panellings at the wall-ends which
are now bare, There are two more rectangular panels in the east
wall, one each over the doorways flanking the central entrance,
These panels show each a terracotta rosette placed at the centre,
perhaps surrounded by other terracotta motifs in the past. 1In
keeping with the Mughal style, the mosque is plastered all over,
except the east entrances and the mihrabs which show ornamentation
in terracotta. The corners inside the mosque show corbelled
pendentives which change the square of the structure into a

circular base above for the dome to rest.

lagirasindur was an important place in the early Mughal
history of Bengal, It lies in the Kishoreganj subdivision of
Mymensingh district on the eastern bank of the Brahmaputra, just
where the Bonar river breaks away towards east., A fort was
established here by 'Isa@ Khan, (16th century). After its con-
quest by the Mughals, it was turned into a police outpost.
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According to an inscription set up over the central doorway
on the east, the mosque was built in A,H, 1062 (1652 A,D,) under
the supervision of $adi, son of Sheroo, during the reign of

emperor Shah Jahan,

Decoration. All the entrance doorways in the east wall are
decorated with terracotta motifs, The central doorway is con-
tained within rectangular frame decorated with & scrolling creeper
running all round, The lintel of the frame imitates the curvature
of the cornice bands above., Above the frame, is a row of deco-
rative blind merlons in terracotta., The central arch shows
decorative cusps on its outer face supported on ornamental banded
pillars, The arch spandrels depict two large terracotta rosettes
flanking a jar finial atop the arch-apex. Sideways, ornamental
half-arch motifs have been arranged vertically, The spandrels
are surmounted by double mouldings with an inter-space between,
The soffit of the lower moulding depicts a frieze of terracotta
lozenge and beneath it runs a row of blind merlons. The upper
moulding is also faced with a2 lozenge frieze, now almost indistinct.
The inter-space is now vacant, but probably contained ornamental

terracotta in the past,

The flanking doorways are slightly recessed in the wall and
show almost similar decoration in terracotta above the arches,
The arch spandrels have each & rosette on either side of a jar
finial., Above, is a curved moulding surmounted by a narrow
horizontal sunken panel, The moulding shows a frieze of terra-

cotta lozenge impressed on its face, Below the moulding, runs
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@ row of blind merlons, The sunken panel in the southern
doorway is decorated with a frieze of terracotta rosettes below
@ line of hanging merlons, while that in the northern is filled

with @ square pattern formed by vertical and horizontal lines.

The ornamentation of the mihrabs is comparatively simpler,
The spandrels of the mihr3b arches are embossed with terracotta
rosettes, The central mihrab has a row of spaced rosettes
forming its border, All the mihrab arches have jar finials, The
interior is now white-washed and the possible existence of other

terracotta motifs has disappeared,

General observations. The mosque embodies a blending of the
Sultani and the Mughal features of architecture and ornamentation.,
It is not a product of the initial phase of the Mughal occupation
of Bengal, but of long later, when the Mughal rule was very well
established in this country. The appearance of the terracotta
decoration in the mosque speaks of the innate love for the art
of the local people who were wont to appreciate it for centuries,
but were now threatened in its continuation by the inroads of
the imperial style. But traditions die hard, and the art kept
up through vicissitudes as is evident from the discussions made

in this section of the essay,

However, the invasion of the imperial style could not ring
the death~knell of the terracotta tradition of Bengal, Wwhat
happened was simply a shift of place of occurrence of the decora-

tive technique from the Muslim buildings to Hindu temples and
thus it kept alive till late 19th century.
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Shah Muhammad Mosque at Egarasindur. It is a single-domed

brick-built mosque in the typical Mughal style. It stands at
the back of a raised courtyard entered_through a bungalow type
oblong structure also built of brick. The mosque consists of a
square of 32 feet each side with octagonal domed corner towers
which have plastered kiosks terminating in a finial. There are
three doorways in the east wall and one each in the north and
south waells. The entrances on the north and south and the main
one in the east open within a slightly projected bay with orna-
mental bordering turrets., The side-wall entrances are flanked

by two arched niches in the wall, one on each side., The central
arch in the east wall shows cuspings on its outer face, Each of
the doorway arches and the blind ones show a rectangular nich
above. The wall-ends in the eastern fagade are decorated with
rectangular panelling in vertical rows, which contained terracotta
motifs in the past, some of which are still surviving., The
parapet of the mosque is horizontal and the walls are surmounted
by battlemented cresting. All the corner towers and doorway
turrets shoot above the parapet, The dome is crowned with a
lotus finial having a jar-shaped pinnacle., In the west wall
inside, there are three decorated mihrabs, The inscription of the
mosque is missing, but on ground of style, it may be dated about
1680,

Degcoration. The mosque is a pure Mughal type plastered all
over excepting the rectangular panels at the wall-ends in the east

fagade., These panels show terracotta motifs of plants of local
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origin in their recesses, The three mihrabs in the west wall
show richer decoration in terracotta., All the mihrabs have
decorative cusping on their face and are enclosed within rec-
tangular frames, The upper part of the frames above the arch-
springing depicts an intersecting scroll design containing a

mul ti--petalied flower‘in each of the loops. The angles of the
frame inside are filled with a fan-shaped terracotta design
consisting of motifs not identifiable at present, The pillars
supporting the mihrab arches show series of ornamental bands,
Above each band,is a frieze of large-sized lotus petals. The
mihrab niches are divided into two vertical parts by a thin
moulding above which can be seen a row of arched panels each
containing a terracotta plant inside., The decoration of the lower
part has disappeared, Flanking the central mihrab on either side
is a smaller arched niche at some height which is now bare,
Higher up, on each side of the mihrab panel is a big rosette
placed on a projected tablet, Above the mihrab panel, runs a

row of arched niches filled with terracotta plants.

General observations. The terracotta motifs in the mosque

are stereotyped and devoid of artistic appeal., They are, however,
indicative of the popular liking for the art, long after the

Mughal style had been well established in Bengal,

The Kamalapur Mosque (Pl, XXXV3z2). The mosque is situated

in village Kamalapur under Gaurnadi Thana in the district of

Barisal, It is a three-domed brick-built structure with octagonal
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towers at the four corners, Oblong in shape, it measures 56 feet
6 inches by 26 feet 6 inches externally, the walls being 6 feet
thick. There are three arched doorways in the east wall and one
each in the north and south walls., The central doorway in the east
is larger than the flanking ones and has been given prominence

by slight projection bounded on either side by octagonal slender
turrets., The mosque stands on a podium 1% feet high. The corner
towers now end at the parapet, but shot above in the past. The
east wall shows plastered panelling, except the central doorway
which is ornamented with terracotta. The other walls of the mosgue
are simply plastered over. The parapet is straight, but shows

projection over the central entrance.

The mosque interior is divided into three bays by two
transverse arches, The central bay has been kept square of 14
feet € inches a side, while the side ones are oblong in shape., All
the three bays are covered with slightly bulbous domes, the central
one being larger and crowned with a lotus finial, The side domes
have finials of Kalasa type. Corresponding to the three entrances
in the east fagade, there are three mihr3bs of octagonal section in
the gibla wall., All the mihrabs are set within slightly recessed
rectangular frames and show cuspings on their contours., The central
mihrab has a rectangular projection outside, flanked by two slender

turrets.

Decoration. Although a Mughal building, much of the ornamen-
tation of the mosque consists of terracotta, so characteristic of

the Sulﬁ%ni architecture of Bengal, The central entrance in the
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east wall is contained within quadruple frames, the outermost
showing the panelled decoration of the Mughal style, while the
inner ones are all decorated with terracotta ornaments, Of the
inner triple frames, the outer depicts a jali work with horizontal
mouldings at regular intervals; the middle shows a densely leafy
creeper, and the innermost has an alternate rosette and a 'bow
motif', each kept within a rectangular compartment, The four-
centred arch of the doorways has been set behind a decorative
cusped arch whose soffit depicts a design of intersecting leafy
creepers in terracotta, The arch spandrels are embossed with

two big terracotta rosettes, each contained within a circle of
lozenge. The spandrels are filled with designs formed of térra-
cotta creepers and tendrils, The side arches are kept within
panelled borders having plaster coating, but show cusped ornamen-

tation applied to their outer face,

The mihrabs are now barely plain, except that their semi-
circular apartures show in their upper parts a slightly projected
‘band topped over by a frieze of blind merlons, The recessed
rectangular frames enclosing the mihrabs most probably contained
terracotta ornaments in the past, but these are now empty., Both
the northern and the southern doorways are flanked inside by two
arched alcoves which have greatly removed the monotony of the

mosque interior,

General observations. The mosque represents yet another

example of survival of terracotta ornamentation late into the
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Mughal period. The appearance of the terracottas, though spora-
dically, in the monuments of the Mughal style testifies to the
inherent strength of the art that sprahg from the soll of the
country. The misfortune that befell its lot under the Mughals
was that, for lack of royal patronage, the art migrated to

countryside, but still enjoyed the popular favour,

The inscription of the mosque is missing and hence it cannot
be definitely dated, But the technique of building the side
domes offers a clue to its probable dating., The side domes were
raised over oblong halls which certainly posed problems for the
builder, The solution was reached through the intervention of
hal f-domed vaults on the corner pendentives, above which the
actual domes sprang on a further series of pendentives, Similar
techniques are seen employed for the first time in the Lalbag
mosque at Dacca,1 said to have been built by prince Muhammad A'zam
in 1678, The kamalﬁpur mosque may therefore be dated to the end
of the 17th century, but later than 1678.

R |
Seﬂ R.Egn. WQQJ.Er # 22. Cit. ] ppo 1 24"’25.



CHAPTER V
MUSLIM TERRACOTTA AND TEMPLE ORMNAMENTATION

The Muslims revived the architectural use of terracotta art
in Bengal after a iapse of centuries.l But unlike the older
tradition of the country, Muslim terracotta appeared in a totally
new character in respect of themes, layout and style, Figure
motifs, the soul of the older art,were altogether dispensed with
in consonance with the aniconic spirit of Islam and their place
taken over by geometric, vegetal and sbstract subjects. 1In early
Bengal architecture, represented by the Buddhist sites at
Mainamati (Comilla), Paharpur (Rajshahi) and Mahasthan (Bogra),
the terracotta plagues were large in size being about two feet
square,2 and arranged in rows, laid end to end, along the circum-
umbulatory walls of the central temple or the Vihara with little
strip motifs. Conversely, the plagues used in Muslim buildings

were, as @ rule, smaller in size3 of a few inches across, and

lpre-Muslim architectural terracotta is not known in Bengal
after the 10th century, The later Pala-Sena temples still surviving
are all decorated with stucco, (See David McCutchion, "Hindu-
Muslim Artistic Continuities in Bengal", JASP, XIII, No. 3 (1968),
Pe 244),

2For the size of Paharpur terracottas, see K.N, Dikshit,
MASI, No., 55, (Delhi: Manager of Publications, 1938), p. 58.

3Muslim terracotta plaques found on the surface in the temple
site at Paharpur measure 6%"x4%"x2" or 5"x2%" or 6"x4" (Cf. Ibid.
pe 79). Use of small-sized bricks in the Muslim architecture of
Bengal is perhaps an instance of Persian influence, Smaller bricks
of only about half as large as the normal standard square size had
been used in the Saljuq buildings (See D.N, Wilber, The Architecture
of I%%am;c Iran, (New Jersey, Princeton: University Press, 1553),
pPe 4
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arranged in elaborate patterns in the doorways, cornice, corner
towers, mihrabs and dome base or so as to sheathe the entire
fagade and often the interior. The strip motifs were used in
abundance so that no space was theoretically left vacant, 1In
fact, Muslim decorative scheme is designed to translate the
omnipresence of the Almighty God in space and hence the overall
covering of the surface with ornaments. Another significant
feature of the Muslim terracottas was their low-relief character,
akin to the medieval Middle Eastern stucco decoration, in contrast
with the protruding style at the early Buddhist examples of
Bengal., The layout of the surface for application of the Muslim
terracottas was also subjected to strict discipline and pattern,
Designs were composed within well-defined outlines marked by
string-courses, mouldings, panels etc. In fact, Muslim treatment
of surface is mathematical as also their art motifs, Further,
compared with the pre-Muslim Bengal terracottas, those of the
Muslims are superior art products in material content, finesse

and beauty. But the progress of the art on Muslim support suffered
a setback with the Mughal conquest of Bengal towards the close of

the 16th century when terracotta was replaced by plaster-work1 as

1Dani is of opinion that the Mughals introduced plaster
decoration in Bengal architecture. (A.H. Dani, MAB (Dacca: The
Asiatic Society of Pakistan, 1961), p. 17). But it appears that
plaster was also used in the Sultani monuments, al though very
rarely, the Gaur Madrasah being an instance in point. (Cf. Muhammad
Abdul Qader, "The Newly Discovered Madrasah Ruins at Gaur and Its

Inscription™, Journal of the Asiatic Society of Bangladesh,
XKXIV-XXVI (Huma es | -81l), Pe
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a medium for architectural ornamentation, But even in the
absence of court patronage, terracotta continued a staggering
existence in isolated Muslim buildings till late 17th cantury.1
Meanwhile, terracotta shifted its place of occurrence to the
Hindu temples, and despite change of context, retained its
Muslim character throughout the 17th and 18th centuries, Signi-
ficantly enough, temple decoration with terracotta ornaments
constitutes Bengal's individual peculiarity, not found in any

other part of India.2

From the 16th century onward, there occurred an architec~
tural revival among the Hindus of Bengal. The singular factor
which led to this was the rise of $ri Caitanya (1486-1534) in
the religious firmament of Hinduism. S5ri Caitanya effected a
socio-religious revolution of decisive importance in the life of
the Hindus of Bengal. The Puranic Renaissance3 which began in
Bengal in the 15th century under the liberal administration of
the Muslim Sultans resulted in making the Brahmins the supreme
head of the Hindu society., The Brahmins enforced strict adherence
to the S$astras. Under the new dispensation, caste system became

more stringent and oppression on the low castes increased manifold.

159e Supra, Chapter IV,

gAmiya Kumar Bandopadhaya, Bankurar Mandir (Calcutta:
Sahitya Sangsad, 1371 B.S.), PP 117-18,

SThe movement is associated with regeneration of faith in
God and in the Brahmin, vernacular recension of the epics and the
Sastras, revivification of the Siva and the Sakti cults, etc.

(See D.C. Sen, History of Bengali Language and Literature
(Calcutta: Calcutta University, 1911), Chapter IV, pp. 150~-380).
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Sri Caitanya disowned the Brahmins as the unquestionable head of
the society, electing in their place those endowed with spiritua-
lity and high character "as naturally fit to rule irrespective

of their b:l.rt:h".1 In his preaching, the Puranas came to occupy

a secondary place with his followers and living examples of faith
came to the forefront, He preached the love of God incarnated in
Krsna, The Brahmins lost their authority on the Vaisnavas and in
the new order, the Sudras, the lowest of the four original castes,
often occupied equal rank with the Brahmins.2 Thus the age-old
social order of the Hindus was completely upset; a new life had
dawned in Bengal awakening men to a right appreciation of the value
of character and spirituality amongst men in preference to caste
honour.3 The Radha-Krsna cult of love preached by Sri Caitanya
thus set ablaze the devotional spirit of the Hindus which was kept
in repression under the garb of Puranic Renaissance, The wave of
Vaisnavism manifested by the Bhakti Movement swept over Bengal and
gave vent to the devotional urge of the Hindus through building
temples and decorating them with narrative portrayals of Radha-
Krsna stories. The Radha-Krsna cult thus provided the main inspi-
ration for the revival of Hindu art and architecture in late

medieval Bengal.4

1D.C. Sen, op. cit., p. 444.
%10id.
3

Ibid., p. 446.

4David McCutchion, Late Mediaeval Temples of Bengal,
(Calcutta: The Asiatic Society, 1972), Pe l.
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Secondly, the architectural revival of the Hindus roughly
coincided with the Mughal rule in Bengal when the country enjoyed
peace and security and overflowed with material prosperity
resultant of the progressive administration of the great Mughals.
The Hindu zamindars and landlords were the chief patrons of
temple building during the period, Although the Mughal conquest
had turned them into vassals of Delhi, they were still left
"without interference" within their estates as long as they were
punctual in their remittances of revenue and looked after the
welfare of the people., Nowhere do we come across a report of any
direct intervention in the internal administration of such
estates.1 In the 18th century, the Hindus became economically
further better off as a result of the Nawwab Murshid Quli Khan's
policy of appointing them in large number to state services,
particularly in the revenue departmentz and uninterrupted commer-
cial activities in the country.3 These policies continued under
the succeeding nawwabs, Further, the expansion of the East India
Company trade in Bengal and 1ts capture of power in the mid 18th
century created a rich section of Hindu baniyas or merchants and
professional men in the employ of the Company. The Company's
experiment with the revenue system of Bengal in the subsequent

years gave birth to a Hindu zamindar class loyal to the English,

1T.K. Raychoudhury, Bengal Under Akbar and Jahangir
(Calcutta: A Mukherjee & Co, Ltd, 1953), p. 2l.

2\baul Karim, Murshid Quli Khan and His Times (Dacca:
Asiatic Society of Pakistan, 1963), p. 70.

3Ibid., p. 217.

e s
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These parvenus did not always come from the high castes of the
Hindus and many of them did not possess social respecttbility.l
They erected large number of temples either as mark of religious
piety, or to show off their affluence or to improve their social

stetus. 1In any case, Bengal came to be adorned with numerous

temples during the 17th and 18th centuries.

The temples of late medieval Bengai were local in origin
and different from the earlier types2 which had been the products
of extraneous influence.- The change in the temple styles went
along with the change in deities: "the worship of Visnu gave way
to that of Radha-Krsna, of Camunda to that of Kali; sSurys fell
entirely out of favour; curious stories of folk cults like that
of Dharmaraja or Dakshina Raya arose ... ."4 The new styles of
temples consist of the hut style and the pinnacled style. The
hut style is an imitation of the common Bengali village house built
of Bamboo or mud with thatched roof., It is of two types: one

consisting of an elongated base with two sides to the roof and

gable ends and called gk-bangla or do-cala, and the other, built

1Cf. H.,R., Sanyal, "Social Aspects of Temple Building in
Bengal"™, Man in India, 48, No, 3 (1969), p. 205.

zTha ancient temples of Bengal belonged to the Northern style
of Indian architecture. For the earlier types,see HB, vol. I,
ed. by R.C. Majumdar (Dacca: University of Dacca, 1963), Chapter
XIV, pp. 493-514,

Asim Mukha padhaya, Cabbis Parganar Mandir (Calcutta:
Anandadhara Prakasan, 1377 8.5 e, Ps 4. ALl the old types,
except the rekha deul and very rarely the pirha, went out of
fashion.

4pavia McCutchion, Late Mediaeval Temples of Bengal,
OPe Cite., pe 4.
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on square or rectangular base, the roof having four sides which
meet at a ridge, if rectangular, or at a point, if square, and
called car-cala., Wwhen two ek-bangla or do-cala structures are
joined one behind the other, one serving as a porch and the

other as shrine, the composition is called jor-bangla, which is
Bengal 's unique contribution to temple architecturo.1 The
car-cala type retains the characteristic curve of the cornice
peculiar to Bengal huts and initiated into brick by the Eklakhi
Mauscleum at Hazrat Pandua (1415-32). when translated into

brick and other harder materials, the curves add to the decorative
dimension of the structures. Wwhen a miniature duplicate is built
on the gar-cala, it is called Eg—célﬁ. Among the dated temples

of the 16th and 17th centuries, the 3t-cala appears well estab-
lished.? Both the car-cila and at-cala show characteristic Muslim
features like arches and vaults in the construction of their
superstructures, Structurally, the basic gar-cala type is a
square chamber roofed internally by a domed ceiling on pendentives;
when built on an elongated base, the vault is built up from the

four sides with a ridge down the centre., This latter type of

1Dav:l.d McCutchion, Late Mediaeval Temples of Bengal, p. 5.

2Examp1es of the type are the ones at Gokarna (1580) in
Murshidabad, Rainagar (1588) in Jessore, Bardhankuti (1601) in
Rangpur, Itna (1618) in Jessore, Basudebpur (1626) in Bankura,
Ghurisa (1633) in Birbhum, Tara$ (1635) in Pabna etc. _The oldest
surviving c¢@r-cala temple is said to be the Simhavahini temple at
Ghatal in MIdnapore district, dated 1490. (David McCutchion,

Temples of Bankura District (Calcutta, 1967), pe. 5). It is one
of the earliest terracotta decorated temples that still survive,
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vault was earlier introduced in the central row of domes on the
Sat-Gumbad Mosque at Bagerhat (15th century) in Khulna and in
the Chhota Sona Masjid (1493-1519) at Gaur. The extant examples
of the ek-bangla temple do not seem to go back earlier than the
17th century;l these are the ones at Bardhankuti in Rangpur and
Madhabpasa in Barisal, The earliest ek-bangla still standing

is said to be the Caitanyadeva at Guptipara in Hooghly, built
during the reign of Akbar (1556-1605)., The ek-bangla also con-
tains internally large sweeping vault with curved ridge and lower

edges,

The pinnacled or ratna style is nearest to Muslim traditien
and has similar ground plan with the hut style - a rectangular
structure with curved cornice, but the roof is more or less flat
and is surmounted by one or more towers or pinnacles called ratnas
(jewel)., The number of ratna may range from one to as many as
twentyfive, McCutchion holds that the ratna style had its origin
in Muslim precedents which were creatively adapted to temple

structures.2

Both the hut and the pinnacled styles were especlally favoured
for the Radha-Krsna temples which constitute nearly all the

surviving richly decorated examples from the 16th and 17th centuries,

lyusiim examples of ek-bangla building such as the Mausoleum
of Fath Khan (c. 1660) at Gaur, Gateway to the Mosque of Shah
Muhammad (1680) at Egarasindur in Mymensingh and the chamber
attached to the mosque of Kartalab Khan (c, 1700) in Dacca are all
of later time,

2pavid McCutchion, Late Mediaeval Temples of Bengal,
op. cit., p. 8.
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These temples are marked with profuse terracotta illustration of

Vaisnava themes and on them the influence of Muslim art is
predominant, The extent of this influence gradually diminished
in the 18th and 19th centuries; nevertheless, certain basic
features of Muslim origin contimued in temples till late last,
Both the temple styles heavily fed on Muslim structural elements
for their vaulted domes, pillared entrances with pointed cusped
aréh and curved or humped roofs and ¢ornices. In respect of
ornamentation, these late medieval temples imitated the Muslim

terracotta art in layout, style and often even in themes.

The Bengal temples are mostly made of bricke. They usually
stand on raised platform, wide and fairly high. The body of the
temples consists of the sanctum, generally with various additions.
The sanctum is commonly oblong in shape, but also cubical at times
and has, as a rule, a verandah or porch in front., Other additions
may also be there, such as an extra covered verandah in front and
back, or on all four sides, with rooms at each corner. The
verandah has a single or usually a triple arched entrance between
two columns. The arches are pointed and cusped. The columns are
short, thick, heavy-looking, square above and below, with two or
more thick bands round the central shaft. A broad rectangular
frame encloses the arched entrance and with additional mouldings
on all three sides, separates the upper and side parts of the wall
sur face from the entrance arches, The side parts of the wall are

elaborately panelled and further variegated with ornamental
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mouldings, The walls end in well-defined corners marked by
horizontal bands and vertical lines simulating the appearance

of buttressing towers.l

The similarity of the temple fagade with those of the
Sult3ni mosques is thus obvious and the resemblance is nearest
when the Qadam Rasul building (1531) at Gasur is taken to represent
the Muslim style. The entrance pillars of the Qadam Rasul are
perfectly similar with those of the temples., This type of pillars

appeared earliest as supports of the Badgbawka-takht in the Adina

Mosque (1375) at Hazrat Pandua, The focus of terracotta ornamen-
tation in the temples is the single or the triple arched entrance
and particularly the space above the pointed arches, The arch
spandrels show each a lotus surrounded by floral or sculptural
motifs, Lotuses on either side of the pointed arch are a feature
of the early Muslim architecture and occur in the Muslim monuments
in India as at the Qutb and Ajmer from the beginning. Terracotta
rosettes, stylized from the lotus, are a common feature of the
arch spandrels of the Sultani buildings of Bengal, Down the
sides of the arch spandrels in temples runs an arabesque which is
characteristically Muslim in origin having been developed in the
wWwest Asiatic lands in early Islam as at the Mshatta fagade (8th
century) and wes employed almost as & regular element of spandrel

decoration of the Sul;éni mosques of Bengal, The polinted arches

1For characteristics of Bengali temples, see M.,M, Chakravarti,
"Bengal Temples and their General Characteristics", JASB, V (1909),
Ppe 141-51.
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of the late medieval temples are built on the voussoir principle
usually with cusps. The pointed arch is a general feature of
Muslim architecture in time and spaco1 and cusping is as well a
Muslim element of decoration, In India, they first appeared in
the early monuments of Delhi such as at the tomb of Iltutmiggz
(1235) and their earliest occurrence in Bengal architecture could
be seen in the side mihrabs of the Adina Mosque (1375).3 The
triangular arch with multiple cusps in the mihrabs of the Daras-
bari Mosque (1479) at Gaur was @ feature of the Western Saljuq
eart in Iraq, while the blind cusps of the Adina Mosque tympana
are exactly parallelled in Persia by those on the 10th century
portal of the Jorgir Mosque of Isfahan, or earlier still on the
Tag-i-Kisra of Ctesiphon (3rd century) in present-day Irag. Some
of the Muslim terracotta elements were used for temple decoration
almost without change, The terracotta niche reliefs on the fagade
of the Eklakhi Mausoleum (1415-32) at Hazrat Pandua and those on
the fagades of the Baba Adam's Mosque (1483) at Rampal in Dacca
district reappear with their typical Muslim embellishments on the
walls of the Ichai Ghoser deul (c. 17th century) in Burdwan

district., The terracotta niche reliefs appeared earliest on the

1Pointed arches were used in the Umayyad and the Abbasid
buildings such as at the Great Mosque of Damascus (710-15),
qusayr ‘Amr@ (c. 712-15), Ukhaidir (c. 775), Ragga (end of the
8th century), Samarra (836-92) etc. (See K.A,C, Creswell, EMA,
vol, I, Pt, I (Oxfords The Clarendon Press, 1969), p. 8l).

2Percy Brown, Indian Architecture SIs%amic Period) (Bombay:
D.,B, Taraporevala Sons Qe y ’ . acing page 13,

3ypid., Pl. xxv, Fig. 2.
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fagade of the west wall of the Adina Mosque (1375), where they

generally had no pillars,

Temple ornamentation in the 16th and 17th centuries betrays
extensive influence of Muslim terracotta art. Some of these
temples were almost exclusively decorated with purely Muslim
floral and abstract motifs.1 The Bhairavi temple at Raigunj
(16th century) in wWest Dinajpur district has all its four walls
and interior decorated with terracotta designs similer with those
on Muslim mosques. In the Baidyapur deul (1578) in Burdwan,
except @ narrow figure frieze and a couple of elephants, the
entire fagade was decorated with Muslim banded pattérn. The
Guptipara jor-bangla (c. 17th century) in Hooghly has no figure
motifs at all and is entirely decorated with terracotta reliefs
of vegetal and abstract themes, In the Gopalpara temple at
Naldanga (1641) in Jessore district, typically Muslim interlocking

and geometric motifs have been abundantly used. The Kodla Math in

1

The phenomemon eloquently testifies to the harmonious Hindu-
Muslim relationship in medieval Bengal., Living side by side for
centuries in an atmosphere of peace and mutual respect, the two
communities necessarily influenced each other in many respects,
The Hindus visited the shrines of Muslim saints, while the Muslims
attended Hindu festivals, (For Hindu-Muslim relationship in late
medieval Bengal, see D.C. Sen, op. cit., pp. 792-804; Ghulam Husain
Tabatabai, Siyar al-Mutakhkherin, Eng, Trans. by Haji Mustafa
(Calcutta, 192§§, PPe 144-46), The two communities even developed
& common worship, that of Satya Pir - the term 1s itself formed by
compounding an Arabic word wIEH a Sanskrit word, (D.C. Sen,
Ops cit., pe 796), Hindu masons and artists built and decorated
Muslim monuments, Thus when the same set of people came to build
for the Hindu patrons, they cared more for the art and little for
the change of context., Besides, working in Muslim commissions for
generations, they were naturally disposed to repeat the old motifs,
This explains the continuation of Muslim ornaments in the temple
terracottas of the Hindus,
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Khulna also imitates the Muslim banded patterns for its decora-
tion, The temples at Bhusna-Gopalpur or Nanikhir in Faridpur

have fagades entirely decorated with floral panels of the type
seen in the northern wall of the Atiya Mosque (1609) in Tangail
district., The temple of Radha-Ballabh at Krishnanagar (c. 18th
century) in Hooghly provides an excellent example of this imi-
tation, Here the entire fagade is decorated with repeated oblong
panels containing lotus wheel in the centre between cusped

segments above and below. The wall surface inside the verandah
depicts rectangular flat niches with a pointed cusped arch in each.
Tﬁere are roéettes in the spandrels and a pendant hangs from the
arch-apex. The remaining space is filled with flowers and tendrils,
Similar terracotta panels occurred earliest in Bengal on the

fagade of thé west wall of the Adina Mosque (1375) and thenceforth
continued their appearance in almost all the Sulgéni buildings
attaining the richest form on the Tantipara Masjid (1480) at Gaur.
In later Sultani buildings, these panels became stereotyped., At
Krishnanagar, the space above the archway is filled with terracotta
loose tendrils of characteristic Muslim type instead of the typi-

cally Hindu tight scrollwork.l

On the whole, the Radha-Ballabh
temple has no figure motif and besides the decorative panels men-
tioned above, all the other incidental ornaments followed the

terracotta prototypes of the 16th and 17th centuries mosques.

1The tight scrollwork is a Hindu adaptation of the Muslim
arabesque, but is artistically a failure, It lacks in the
sharpness and subtlety of the arabesque and appears dull and
sombre, In fact, the Hindu craftsmen of Bengal never excelled in
formations of abstract nature due, perhaps, to their very concept
of art as being the expression of the swelling and pulsating forms
of nature.
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Beslides the almost exclusive use of Muslim terracottas in
temple ornamentation, a number of temples such as those at
Gokarna (1580) in Murshidabad, Rainagar (1588) in Jessore and
Taras (1635) in Pabna show the combined use of Muslim floral
designs and Hindu figure subjects, The Pancha-ratna éymréi
temple at Bishnupur (1643) in Bankura is perhaps the richest
example of this group. Muslim geometric designs have been used
here in combination with mythological figures., The north wall of
the temple is covered with pure geometric patterns of Muslim
tradition.l Parallel with these, there appears to have been a
group of other temples where the purely Hindu motifs with figure
subjects were fully worked out, Such was the Rasika Ray temple
of Haripurgarh in Mayurbhanj, probably built in the 16th century,
Here the base of the temple depicts a double frieze of Krsnalila
and social scenes; the sides of the archway panel and its top are
filled with Gods, dancers and other figure motifs. The archway
panels are ruined in this temple, but in a later example at Ghurisa
(1633) in Birbhum district, they depict the full scene of the
Lankayuddha, These instances suggest that alongside the almost
exclusive or combined use of Muslim terracotta in Hindu temples,

there was a group of craftsmen who practised the pure Hindu art.2

The decoration of the temple fagade generally followed

formalized patterns covering the spaces between the arches, between

1cf. Amiya Kumar Bandhopadhaya, op. cit., p. 175.

2c£. David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal"™, op. cit., p. 248,
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the curved lines above the arches and the roof base, on the
columns and on the sides including the corner angles, In most

of the temples, the front fagade was elaborately ornamented
leaving other sides with insertation of one or two large plaques
or often bare, except for a few geometric designs. Some of the
temples, however, show lavish ornamentation on all sides as also
on the walls of the porch inside, These include the ﬁymréi (1643)
and the Jor-bangla (1635) temples at Biéhnﬁpur_in Bankura, the
Kantanagar temple (1704-22) in Dinajpur, the Govinda temple at
Puthia (18th century) in Rajshahi, etc. Within the total decora-
tive scheme, the subject matters were divided according to their
function, The temples were, as a rule, covered with sculpturesque
overlay, but then, there also occurred floral, vegetal and geome-
tric elements., The latter served to emphasize the lines on the
body of the structures, as frames of figure paneis and sometimes
as distinct panels themselves.l Usually, the base of the temple
walls and the arch columns were sheathed with floral, vegetal and
geometric panels, Above the base, occurred panels of processions
crowded with soldiers, horsemen and elephant riders, while scenes
from the epics and mythologies occupied the spaces above the archway
frame, the vertical panels on the sides, the top of columns and

wall corners, The spandrels above the archways, up to the 18th

lA large number of such individual geometric, floral and
vegetal panels have been used in the Govinda temple at Puthia
(18th century) in Rajshahi district.
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century, were filled with themes from the Krsnalila or battle
scenes from the epica.l From the 1%th century, the spandrels
appear to have been occupied by §iva with attendants, and Durga

with her family membezs.z

The most frequent themes of illustration on the temple walls

were from the epics the Ramayana and the Mahabharata and various

episodes from the life of Krsna. Besides these, other Puranic

stories such as the marriage of Siva and Umad, Samudramanthana,

Bhagiratha's bringing of Ganga, Anantasayin Visnu, etc. were also
portrayed, The temple fagades illustrated a world of secular
subjects related to the affluent living of their builders in their
various social and private aspects, Scenes from the contemporary
society also occurred, All these depictions in terracotta contain
enough elements of the soclio-religious life eof Bengal in the 17th

and 18th centuries,

Even when the temple terracottas had fully developed their
own themes, styles and setting, they still retained many an
element of the Muslim terracotta tradition., But it appears that
the Muslim influence was more in evidence in the 17th century
temples than in those of the 18th and 19th, However, the basic

IZMIQkha Haque, Terracotta Decorations of Late Mediaeval
Bengals gortragal of a 80c§etx (Daccas Asiatic SQcIety of
Bangladesh, 19 s Pe .

2David McCutchion, "The Ramayana on the Temples of Bengal",
Eastern Railway Magazine, XV (1967), pp. 9-15.
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patterns of Muslim fagade design sustained in all periods,

Simpler interlocking designs of scrolls and creepers were common
in the temple terracotta throughout the 18th century and sparsely,
on to the 19th, Between the figure panels on the temples of
these periods also occurred a large number of motifs of Muslim
tradition, These are the diamond, square and circle, lozenge,
billets, twisted rope, lotus petal frieze, four-petalled flowers,
tassels, hanging twigs, intersegmenting circles, foliated wavy
line, criss-c#oss and chequer, rosettes, net pattern, intersec-
ting scrolls with rosettes in the loops, rosettes alternating

four or eight-petalled flowers, beading, serrating, so on and so
forth.l The split-arch motif which frequently occurred in the
spandrels of the Sulténi mosgues also reappeared on the spandrels
of the temple archways as in the Ganefa temple at Naldanga (18th
century) in Jessore., The lotus, a typical emblem of Hindu origin,
developed a variety of rosette forms in Muslim terracotta art and
continued triumphantly into late medieval temple ornamentation;

so was its wheel variety which occurred between arch shoulders
inside mosques or often outside, as on the north fagade of the
Egiyi Mosque (1609) in Tangail, carried to embellish temples above
the base panels, Muslim battlements were continued to decorate
the roof base and cornice of the ratna temples as at Kantanagar

(1704-22) in Dinajpur, the Sridhara temple (1845) in Bankura,etc.

lAlthou h some of these decorative motifs had been used in
the pre-~Muslim Bengal art, thelr artistic flowering was achieved
by the Muslims and as such they may be identified as Muslim,
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The influence of Muslim terracotta on temple decoration is
found diminishing from the middle of the 18th century when a
coarsening of the art is noticeable in the temples, Decoration
now tended to become natural but thick and cursory and hence the
almost abstract scrollwork developed by the Hindus at the begi-
nning of the revival was gradually pushed out, A type of floral
ornamentation appeared in temples, realistic and balanced, which
covered the bottom of the fagade, the arch spandrels, the columns
and the wall ends on the sides. The designs were continuous and
needed no *filling' or 'separating' strip motifs, At times the
decoration developed to highly complex composition without figure
elements as in the temple at Mandslay (1758) in Hooghly or at
Gobarhati (1772) in Murshidabad, It is significant to note that
the terracotta artists once-again attempted a return to non-
figural decoration as at the period of transition of the art from
mosque to temple, Some schalarsl have suggested that the new
trend was inspired by the Mughal miniature painting. Parallel
with this development in temples, the Mughal buildings showed a
foliage decoration in plaster, besides deep panelling and plaster
moulding, There also occurred an increased use of stucco in temple
decoration during this period with similar designs as in terra-
cotta, The use of étucco was uninterrupted in Bengal temples from

the time of the Guptas (4th-6th centuries) till the Muslim

lCf. David McCutchion, "Hindu-Muslim Artistic Continuities
in Bengal", op. cit., pes 250,
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conquest, It reappeared in temple ornamentation since the
revival in the 16th century and was used on laterite in Bankura
and Midnapore districts., The tradition of building terracotta
temples, however, continued throughout the 19th century. The
panelling of the Sultani mosques still held sway and some of the
Muslim decorative elements could also be identified, The Hemtapur
group of templesl in Birbhum district still showed in their
spandrels the four-petalled flowers and the net pattern, and the
fagade of the Ilambazar temple,z also in Birbhum, employed strip
motifs like alternate lotus and diamond, twisted creepers, etc.
between figure panels, in the corner bands and faqade'outlines.
The decorative blind merlons which the Muslims universally used

in terracotta are also retained in the cornices.

The victory of the English at Plassy (1757) was decisive in
the history of Bengal in more than one way, Besides being the
rulers of the country, the English now came as a tremendous force
to influence the Bengal society. English goods flooded Bengal
markets and English dress, manners and customs, art and architec~-
ture, etc. invaded the Bengali life., The 19th century temple
terracotta bears ummistakable evidence of this influence with which
the residue of Muslim elements in temple ornamentation practically

ended, In the changed circumstances, the artists attempted at

1See Mukul Dey, Birbhum Terracottas (New Delhi: Lalit Kala
Akademi, 1959), Pls, 12 and 16,

2Ibid., Pl. 26,
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greater realism and the earlier emphasis on linea; and rhythmical
treatment of the wall surface disappeared, Compositions now be-
came less elaborate and were arranged in blocks or rows instead

of bein§ integrated in the ensemble, Figures assumed larger shape
and were conceived in greater depth and rounded form. There was
an emphasis on frontality with faces appearing in full-view,

These new trends in the style of temple terracotta wes the result
of Bengal artists coming in contact with European models found in
the modelling of canon reliefs and other weapons and in works of
European artists imported to Bengal for house-hold decoration of
the rich and the Armsnian and the Portuguese churches.® It appears
that the absolute use of terracotta for temple ornamentation lost
popularity by the middle of the 19th century and instead, the
combined use of stucco and terracotta came into vogue. Examples
of the latter are found in the Gopala temple at Muktador (1840)

in Bankura, the Sita-Ram temple (1865) and the Lakshmi-Janardhan

tehple (1890), both in Midnapore.

By the end of the 19th century, the tradition of architec-
turél terracotta became dead in Bengal, A number of factors led

to this situation, Prom the middle of the 19th century, the

lnavid McCutchion, "The Impact of the Europeans on the Temple
Art and Architecture in Bengal™, est, 54 (1967), p. 17. Imita-
tion of European models by Bengalli artists is also noticed in
other media, as in the works of the ivory carvers of Jiagunj and
Berhampore in Murshidabad, The wood-carving also shows the
influence of the west,
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enthusiasm for temple-building gradually waned, The spread of
western education brought in new sets of ideas and values and
replaced the traditional ones built upon piety. The Calcutta-
based Hindu elite came under heavy influence of urban cul ture
characterigzed by progressive thinking and modern life style;
with them, temple-building as a status symbol or as a soclal or
meritorious act had little significance for considezationwl To
this was added the general decline in the economy of the country
resultant of the import of British goods into Bengal markets, But
the most decisive blow to Bengal terracotta tradition came with
the introduction of modern building technology by means of rein-
forgad concrete and cement plaster., Mosques and temples alike
now came to suffer the same fate - cemented-smooth and colour-

washed appearance,

With the death of the art, also disappeared the artists,
The Kall temple at Dakshineswar built by Rani Rashmoni in 1262 B.S,
(1875 A,D,) at a huge cost of six lakhs of rupees had no ornamen-
tation in terracotta, This was, perhaps, due to the non-availability
of craftsmen at that time, Mukul Doyz writing about Birbhum
terracottas in 1959 says that even seventy years ago, there were
regular guilds of artists and artisans conversant with this art,

but their descendants knew nothing of the craft at the moment,

lcf. H. R. Sanyal' 22‘ ﬁg' pq 209.

ZNIUkU}. DQY, OPe Cit., Pe 8.
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Today, with the exception of terracotta toys found at fairs, not
only in Bengal but all over India, the practice of building and

decorating temples with burnt clay has completely disappeared,



CHAPTER VI

TECHNIQUE AND TECHNICALITIESI

Terracotts is moulded and burnt clay, and constitutes the
earliest human art products. Baked clay, because it can be easily
manipulated, has been used throughout the world since ancient
times for pottery and sculpture and for many architectural §urpo—
ses., The medieval Muslims gave the plastic medium an artistic
dimension hitherto unknown, Muslim terracottas are, in the main,
architectural in character and are bas-reliefs. The material
solidity and the delicate ornaments still found in them, after
centuries of their manufacture, attest to a highly technical
skill that went into their making., But unfortunately, no literary
accounts are available to enlighten us about the technique of the
art. It is presumed that the Muslims followed the traditional

methods making further improvements which their art demanded,

From the primary clay to the finished product, terracotta
passed through a series of processes., Clay being the basic
ingredient for the art had to be selected first. The Bengal delta
is an alluvial plain and there has always been rich deposition of
clay in her soil. The clay is an inorganic glutinous substance

consisting of finer particles of soil. Some of these particles

1T’echnique is "a complex of manual and mechanical operations
that act upon the raw material to organize, shape and mould it
according to specific artistic intentions" (Giulio Carlo Argan,
"Techniques”, Encyclopedia of world Art, lst ed., XIII, p. 965);
wWwhereas, technicalities involve the various procedures, traits and
agents associated with the execution of the artistic intentions,
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remain in semi-solid (colloid) state which adds to the plasticity
of the clay. The clay deposition is not confined to a particular
layer but is spread to different levels of the soil and may be
available at @ few inches below the earth surface to as much
depth as several feet., Nor is it always found near at hand and
has sometimes to be collected from a considerable distance,

Bengal being a floodplain remains under water for certain months
of the year, Clay is generally dug out during the summer months
from March to May and kept heaped up for use round the year, Clay,
dried up and hardened by atmospheric heat, regains its soft
adhesive nature when treated with water, But all clay is not
suitable for terracotta; only the sticky clay of dark grey colour
makeg good terracotta, For their terracotta, the Muslims in Bengal
appear to have always used the best sticky clay. But clay alone
is unsuitable for terracotta, for, it shrinks and cracks during
baking and firing, As a tempering agent, sand is very useful,
because it greatly adds to the pliability of the clay and also
helps in the drying of the objects without cracking, Other ingre-
dients are also mixed with clay for its sustaimment., 1In the Indus
Valley, lime, mica and sand were mixed with levigated clay.l Here
in almost all cases, the same quality clay wds used by the potter
and the imagemmaker.z The Hindu treatises on iconography and
é;;ggééstras also prescribe various methods of treating clay for

1E.J.H. Mackay E%rghgg Eggawatigns at Mohenjo-daro (lNew
Delhi: Govt. of Indla ress, » De .

21pid., pp. 258 and 283.
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terracotta i-mages.1 These procedures were aimed at sanctifying

the image material as also ensuring longevity to the images,

Kramrischz thinks that the clay for terracotta images was mixed

with mica as the main gritty material to aveoid cracking when it
was fired, The Muslims used the Gangetic clay which is calcarious
by nature besides having other components such as mica, sand etc,
The Gangetic clay is naturally mixed with requisite sands needed

for the best terracotta products.3

The proper clay having been collected, the éotters4 sat to
preparé the loam, For an architectural commission, probably a
large number of potters worked together., They would first make a
pit large enough to contain several maunds of primary clay (not
very pliable). The clay was thrown into the pit and moistened with

water, Thereafter, the clay mass was thoroughly split with an iron

1Hats a Purana, Chs, 258-263; Bhavishya Purana, 1.131. 1-8;
SukraEIEIs§ra Iv.4,72; Haribhakti Bilasa of Gopala Bhatta, etc.
St. Kramrisch, "Indian Terracottas", JISOA, VII (1939),
Pe 104,

3Rajshekhar Basu, Bharater Khani] (Calcutta: Visvabharati
Granthalaya, 1358, B,S, Pe

‘Terracotta artists as a distinct social group are not known
to have existed in Bengal at any period, The Brihad-Purana
(c. 12th century) divides the non-Brahmin population of Bengal
into 36 castes according to avocations and treats them all as
Sudras, But although arts, crafts and professions were generally

tary and the different castes normally followed the avoca-

tions assigned to them, there seems to have never been any absolute
rigidity or exclusiveness in actual practice. (Cf, HB, vol. I,
ed, by R.C. Majumdar (Dacca® University of Dacca, 19G63), p. 574).
It is presumed that the Kumbhakaras (potters) practised both the
craft of pottery and the terracotta art, since the basic materials
for these are the one and the same.
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hock or spade so that there remained no chunk left and the clay
was well hydrated, At this stage, all foreign elements were
removed by careful scrutiny. This step was necessary because
foreign elements, particularly harder ones, if left in the clay,
would cause split during drying or firing the clay. Thereafter,
the clay was kneaded underfoot.l The kneading allowed the water
to be evenly distributed into the clay mass and removed the air
bubbles, It was perhaps at this stage that a requisite quantity
of mica was mixed with the clay2 as a further step to prevent
crack during ifs drying and firing, Exposed to the monsoonic
rains of Bengal, Muslim terracottas had, of necessity, to be made
impervious in mass, This required mixing natural alkaline silica,
carbon and lime sulphate with the clay.3 This done, sizeable lumps
of clay were taken on a3 heavy wooden plank and kneaded by both
the hands of the potter, 1In the process, additional quantity of
sand was mixed with the clay, if needed, to the extent when the
potter felt the loam was well composed, Loams cast in mould did
not require to be very plastic in character. In moulded tiles
and other terracotta objects, bigger quantity of sand was mixed

with the clay than in pottery. As a further step to ensure the

1The practice dates back to the perliod of the Twelfth Dynasty
(c. 2000 B.C.) in Egypt. Piero M. Capponi, "Technique of

Production", Encyclopedia of world Art, 1st ed., XIII, p. 972.

%Mica is a good conductor of heat. When mixed with clay, it
creates micro passages in the mixture for evaporation of the water
content during drying and firing., It also prevents build up of
serious heat gradients in the mixture by providing for the air
entry through the passages into the gaps left by the evaporated
water,

3The composition increases the fusibility of the paste,
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efficacy of the loam, the potter would beat it flat twice or
thrice with his dabber to make it fully free of air bubbles,

The loam was now ready for casting into the mould,

Historically, two methods are known to have been practised
for shaping the loam throughout the ages, viz,, modelling and
moulding, But neither of these was in itself a complete process,
and each depended on the other to certain extent.® The modelling
is an ™ageless" technique which began with the primitive terra-
cottas (3rd millennium B.,C,) and has continued ever since. Under
this method, the statuettes of man, woman and animal were made in
the ?ound with the ﬁain physical features simpiy modelled by hand,
the applique technique having been applied for the eyes, ears,
nose, hair, navel, horns, manes etc, Nor was the entire figure
turned out of mould in the moulding process, but only the face,
while the bust or the body was modelled by hand, These techniques
appear to have sufficiently satisfied the potter's need so long as
terracottas were made in the round or even in bas-relief with
simpler figure composition, The introduction of mould during the
guhga period (2nd century B.C,) must have made the terracotta art
progressive in character, but its potentiality could not be fully
realized owing to the casts being wholly figure subjects, Terra-
cotta moulds have been discovered in many ancient sites of India

and Bengal.z The Muslims must have adopted the moulding technique

1Cf. Parmeswari Lalgupta, Gangetic Valley Terracotta Art
(Varanasis Prithivi Prakasan, 1575? Pe 263 a%so, S.K, Saraswati,
A Survey of Indian Sculpture (Calcutta. Firma K «L. Mukhapadhyay,
1957), ppe. 102-03, and St, Kramrisch, op. cit., p. 107,

2K.G. Goswami, Excavations at Bangarh (Calcutta: University
of Calcutta, 1948), p. 19.
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for convenience of large scale production that was necessary for
their architectural terracottas.1 They made the mould further
progressive in keeping with the demands of their art. In fact,
moulds were commonly used for tilework with raised decoration in
Persia from the 13th century onward and also for rare statuettes

and vases in human and animal shape.z

 The making of the moulds, houever, must have been preceded
by detailed planning of the decorative scheme and structuring of
the ornaments, for, without such prior decisions, the modellers
were helpless in composing designs in clay. This was one of the
most technical aspects of the artist's task. The entire space
meant for decoration héd to be planned all at a time, measurements
taken and drawings made.3 Since Muslim ornamentation is a matter

of strict formalism and balance, the artist had to foresee the

1Percy Brown's opinion (Indian Architecture: Islamic Period
(Bombay: D,B, Taeraporevala Sons & Co., Private Ltd,, 1959), p. 42)

that the relief decoration in the Muslim terracottas "was not
moulded but curved in the clay when it was in the green ductile
state" cannot be accepted in the face of historical and materisal
evidence, Moulding as a convenient technigue for turning designs
in terracotta was already practised in pre-Muslim Bengal (ASIAR,
1929-30, p. 142; Ibid,, 1930-31, pp. 128-29, Pl. LXII, g; K.G.
Goswami , " cit., Ppe 11,13 and 19)., The delicate and complex
ornaments in the Muslim terracottas, if carved in clay, would
consume considerable time and energy, besides creating technical
problem in handling the loam., In the circumstances, it is unlikely
that the Muslims took to carving their terracottas, as Percy Brown
thinks, instead of casting them in mould,

2Cf. Arthur Lane, Early Islamic Pottery (London: Faber and
Faber, 1947), pp. 34-35,

3For complex pottery making, the Greek potters are known to
have followed a drawn model (Piero M, Capponi, op. cit., p. 974).
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entire scheme of decoration in his blue print, Besides the master
plan, zonal and sub-zonal plans ﬁight also have been drawn up for
convenience and accuracy., Each of the areas was carefully divided
by horizontal and vertical lines and scales determined, while the
whole being delimited by specified borders as in the cartographers
sheet, The ornaments were drawn on fhe drawing sheets with their
segments distributed to different divisions of the space later to
be occupied by the plaques, 3Since the terracotta plaques were
made smaller in size, the geometric division of the surface gave
the artists the benefit of exactness in preparing the clay models.
It is thus obvious that the size, shape and ornament of every
terracotta plaque were specified in the drawing sheet ahead of

preparation of the loanm,

with the blue prints ready in hand, it was now the modellers
turn to work out the designs in clay, The number of models to be
prepared depehded on the plan already ﬁade in the drawing sheets.
For large designs, such as those around the doorways or the mihrab
niches, the mumber of models might run into scores, Again, for .
a lotus or a rosette, a single model might serve the purpose,
albeit ornaments in segments were geherally shared by numerous
models, It appears from an examination of the terracotta designs
in situ that they are formed of small-sized plaques of only a few
inches across and at places, even less, It is worth mention that
provisions were made at this very stage to meet the shrinkage of

the clay models,
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The clay models having been ready were baked in the sun,
The expert potter would then take moulds from the models, The
moulds were first dried in the sun, and after firing in the kiln,

1 1t is now evident that hundreds

turned into terracotta moulds,
of terracotta moulds had had to be prepared before the task of

casting the loam could begin,

The next stage in the process of terracotta manufacture was
throwing the loam into the mould and pressing it softly with
finger-tips so as to enable the loam to be impressed on its under-
side with the details carved in the mould, The back and sides of
the loam were processed simultaneously, the size and shape being
controlled by the blue prints plus provision for the shrinkage,
The loam was left in the mould for a while when shrinkage caused
te it by air and atmospheric heat allowed the cast to disengage
from the mould easily.2 The casts were then left under shade for
three to four days to be air-dry. The drying had to be made
uniform over the entire surface of the casts. This intermediate
step was essential to dehydrate the casts of their water content
to the minimum3 when baking in the hot sun would not cause them

split, DNoteworthy is the fact that a number of repeats was taken

1Cf. Amiya Kumar Bandhopadhaya, Bankurar Mandir (Calcuttas
Sahitya Sangsad, 1371 B.S.), pe 115, Mr. Bandhopadhaya makes no
allowance for the shrinkage problem and takes the dimension of the
raw casts as remaining constant even after firing, which is not
the case.

2The Greek potters used porous terracotta moulds that absorbed
the water of the loam and made easier the detachment of the moulded
clay. See Piero M, Capponi, ope. cite., ps. 972.

3The water content in pottery at this stage ranges from 8%
to 15% of the mass, Ibid., p. 973,
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of each cast - many more than actually required, DNot that all
the repeats taken came out in the desired manner, nor did all
survive the hazards of mamufacture, The repeats, therefore, were
measures of precaution against possible split or wreckage or

unsatisfactory production,

The air-dry casts were baked in the sun adequately till they
reached the white-hard or bone-dry stage and the uncombined water
content was 3 per céht. As the casts were in the process of
drying, the artists cleaned them carefully bringing into distinct
relief the minute details of the designs and polishing their rough
surface, For this, the artists used tiny chisels and fine flat
pointed knife-like tools made of bone, horn or bamboo.1 This was
the only time when corrections, if needed, could be made on the
leather-hard casts.2 For any correction, the clay slip was used.
The slip consisted of the most refined part of the clay. If clay
other than the type employed in the loam was used for the slip,
the composition had to be modified with non-plastic substances so
that the contraction of both the casts and the slip was identical;

1

Similar tools were used by the potters of Bengal till late
medieval times (Cf. Mukul Dey, Birbhum Terracottas (New Delhi:
Lalit Kala Akademi, 19592), p. 13) and are in use even at present,

2No correction was possible when the clay was fully dry or
burnt, The simile has obtained currency in a Bengali proverb
‘Poda mati joda 13gena' (the burnt clay is unresponsive to joints)
and is use n case of extremely strained social relationship
between persons or parties when all hopes of rapproachment have
vanished,
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otherwise, the slip detached itself. The sun-dried casts were

then ready for firing.

Firing constituted a major evént in the terracotta making
process, But information about how the Muslim terracottas in
Bengal were fired is equally lacking as the other aspects of the
art. However, the terracottas themselves suggest a posteriori
@ highly technical knowledge that went into their firing., It is
presumed that the Muslims followed the traditional practices in
this field also., Both the open firing and the closed kilns are
known to have been used for burning pottery and terracotta figurines
in the Indus Valley Civilizations.l Kilns have also been discovered
in Kish (c. 2800 B.C.),2 Sumer and Elam.> The closed kilns were
probably used for the special type of pottery.4 The main features
of the closed kilns were a pit for the wood, a platform over it

with holes and a dome~like structure over the platform.s The

IE.J.H, Mackay, Further Excavations at Mohenjo-daro, op. cit.,
P« 177. The closed kilns probably originated in ancient Egypt.
A painting from Egypt of the 3rd millennium B.C, depicts a closed
kiln (EWA, op. cit., p. 973). The method later on spread to the
classical Greece and thence to Rome where the kiln firing became

the exclusive practice,

2
E.J.H, Mackay, Anthropological Memoirs, vol, I, pp. 115 &
116, P1, XXXI, '

3E.J.H. Mackay, Further Excavations at Mohenjo-daro,
op. cit., pP. 177,

4
Rai Govind Chandra, Studies of Indus Valley Terracottas
(varanasi: Bharatiys Publishing House, 1 s Pv Ve

sFor illustration, see E.J.H., Mackay, Further Excavations
at Mohenjo-daro, op. cit., Pl. XXIII (2).
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advantages of the closed kiln were that the heat could be graduated
by flues according to requirement with a corresponding saving of
fuel and avoidance of smoke stains, In the open fire baking,
almost similar principles were employed for conserving the heat

as doné in the closed kilns; the sundried wares were arranged in
tiers and covered with mud mixed with cow-dung and straw; the pile
wa; fired frém below, the chimney-~like pot in the centre acting

as a flue, -Generally, the potters preferred the open fire baking
method &as it required ordinary quality of fuel like cow-dung cakes,‘
leaves etc., wﬁich were more easily available than wood and coal
necessary for firing in closed kilns, The use of charcoal has been

found both at Mohenjo-darol

and Harappa.2 It is presumed that the
Muslims fired their terracottas in smoke-free closed kilns with
wood or charcoal which helped to create higher temperature in the

kiln,

Presumably, a large mumber of casts was fired at a time, This
would require the casts to be arranged in the kiln in such a manner
as every plece was exposed to heat all around. Stock-piling the
casts would not only prevent their exposure individually and
consequent differential firing, but also involve the risk of
disfiguriné the bas-reliefs, It is, therefore, presumed that the

casts were arranged in herring-bone pattern in tiers, the angles

IE.J.H. Mackay, Further Excavations at Mohenjo-daro,

OPe. cit., pe 207,

2”.5. Vats, Excavations at Harappa, vol. I (Calcutta:s Govt.
of India Press, 1940), apter XVIII, pp. 470-74,
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being held by terracotta rings running between rows, The device
allowed every cast to receive heat equally on all sides and at

the same time be kept in tight framing.

At what temperature the Muslim terracottas were fired remains
unknown to us, All the water content in pottery clay evaporates
at the temperature between 350°C to 500°C and the organic matter

burn‘dul

This is a critical stage for clay firing, since the
gases released can damage the clay if gathered_too rapidly.
Between 570°C and 600°C, the expansion of the silica occurs and
this may also endanger the results of firing. Due to firing,
there occurs change in the bonding of the inorganic materials
present in the clay resulting in hardness. The ordinary clay
melts under strong heat and turns pumiceous, But for hardness

and lasting, terracotta needs exposure to severe heat, This calls
for quality clay which does not melt easily and becomes harder by
firing. The variation in the proportion of sodium, potassium,
calcium, iron silica etc. in the clay imparts it with the quality
for easy melting or increased capability to withstand high tem-
perature, Clay composed of duly proportionate elements may
sustain strong heat thereby becoming harder and impervious., The
Etruscan terracotta statues were fired at a temperature which has

been computed to about 960°C,2 approximately the same as that

lpiero M, Capponi, ope cit., p. 977; also see Sri Hirendra
Nath Basu, Porcelain (Calcutte; Visvabharati Granthalaya, 1361 B.S.),
Ppe 15-16,

zEncxcloggedia Britannica, vol. XXI (London: William Benton,
1966), p. 956.
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used in firing Greek pottery. In the absence of experiments
being carried out, Muslim terracottas may be assumed to have been
burnt at a similar temperature, Normally, the firing lasted for
three days, but in the rainy season, it might continue for a

week or so. It appears that the medieval Bengali potters depen-
ded on their knowledge built on experience for such a scientific
task as firing the terracottas as they do even at present.

The.clay'shrinkage in pottery firing has been calculated at

about llath\to I/Sth of the linear dimension.1

However, the
shrinkage varied with variation in proportion of sand mixturq in
particular in the loam, As the potters built up their knowledge
on experience, it appears that the experts among them could fore-
cast almost accurate result. The shrinkage was of particular
concern for architectural terracottas meant for design ornamen-
tation, It is indeed surprising to observe how the different
segunents of an ornament impressed on different terracotta pieces
were joiped together, as if, formed of a single tablet and con-
forming most accurately to the design structure. The terracotta
artists must have foreseen the extent of shrinkage of the casts
when burnt and provided against it during moulding, The consti-

tuents of the loam and the temperature of the kiln were, therefore,

matters of serious technical consideration for the artists.

1
Piero M, Capponi, op. cit., p. 978.
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The colcmr1 of the terracottas depended upon the chemical

composition in the casts and the variation in temperature to which
they were subjected, PFiring transformed the iron content in the
clay to ferric oxide and thereby tﬁe casts assumed light-red
colour, If, however, the kiln was closed and the air had no
access or little access to the iron content, the terracotta turned

grey or black,

The cooling of the terracottas was another extremely delicate
process because of the shrirkage of silica at 573°C and the great
likelihood of cracks in the terracottas., Once the maximum tem-
perature was reached, the fire waes damped down and the kiln sealed,
allowing the terracottas to cool gradually in a reducing tempera-
ture, The cooling might taske a week's time or more.2 But despite
adequate precautions taken, all the terracottas did not come out
in the desired manner, Besides wreckage, some of the pieces
burned differentially 6u1ng to difference in temperature at
different parts of the kiln, Some ones might also be stained.3
Only those which turned out best were used in the building., Thus
the numerical difference between the clay casts and the terraco-
ttas could at times be colossal, The craftsmen, however, made
enough provision against such exigencies by taking many more

repeats of each cast than actually required,

lTo intensify the colour of the figure terracotta in India,
a slip of deeper red was applied to the red figures, while the
rey-black figure wes coated with a rich black and shiny slip.
Cf, St. Kramrisch, op., cit., p. 104).

2In brick firing, the cooling period varies from 8 to 10 days.

3In case of porcelain firing, 10% to 20% of the goods are
calculated as normal wastage. Cf, Sri Hirendra Neth Basu, op.cit.,
pe 13,
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How did the technique diffuse? Like most of the medieval
arts, there does not appear to have existed institutional arran-
gement for teaching the terracotta technique; nor was the art
practised by all and sundry, Terracotta was the potters' art
and knowledge about it was transmitted hereditarily by oral ins-
tructions and practical exercise, the latter being the most impor-
tant part of the lesson, There are also reportsl about the
artists' guilds in medieval Bengal, Such guilds consisted of
about a dozen of skilled potters under one master-artist. These
people iived with the master-artist as members of his family and
carried out his instructions, They must have recelved oral and
practical lessons from their Guru, It is likely that the guilds
worked for both Hindu and Muslim commissions, the only difference
being, perhaps, that in case of the Muslim bulldings, the super-
vision was given by the Muslim artists, But such supervisions
might have also been dispensed with when the local artists mastered
the Muslim themes and technique.

where were the terracottas made? There do not appear to
have been localized centres for terracotta manufacture in medieval
Bengal, Since clay was available almost everywhere in deltalc
Bengal, it is most likely that the terracottas were made at the
building sites, True it is that the clay had sometimes to be

collected from a considerable distance, but the problem and the

Liukul Dey, op. cit., pe 8o

e o e
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cost of its transportation; was perhaps considered minimal
compared to the advantages accrued from site manufacture of the
terracottas, Although hardened by firing, the terracottas_
remained materially exposed to fracture or damage due to handling
and hazards of transportation to distant places. Besides, there
was also no difficulty to obtain craftsmen and artists at the
building sites, The medieval artists are known to have moved
about even across countries in search of commission for work,
This mobility of the craftsmen largely explains the uniformity
of style throughout the Muslim countries at a given timez and
also in different areas within the same country. The Bengal potters
are known to have wandered in search of work till late medieval

time, 3

The medieval Muslim momuments in Bengal or elsewhere were
largely built by court patronage at places which sprang up into

centres of administration. The Jami’ mosques in these places were
the nuclei around which were built the residence and office of the

rulers and of the officials, besides host of public dwellings.4

IThe transport system in medieval Bengal consisted of boats,
carts, pack-animels and also human head-loads,

2Cf. Arthur Lane, op. cit., p. 2.
3Huku1 Dey, op. cit., pp. 13-14.

Ypesides the early Muslim townships such as Kufa, Basra,
Fustat, Qairawan etc., that developed around the Jami’ mosques in_
those places, medieval instances in Bengal such as Chhota Pandua,
Tribeni, Haveli Khalifat@bad, Sherpur etc, are also numerous,

The Jami” mosques in Bengal were almost invariably erected on the
bank of large tarks, which, besides providing ablution facilities
to the congregationalists, added to the physical beauty of the
mosque site., The ruler's residence was probably closest to the
mosque - 38 practice developed in early Islam,
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It is obvious that for all these buildings, large number of
craftsmen was engaged and bricks made locally.1 It is, therefore,

presumed a fortiori that the terracottas were manufactured at the

sites of the buildings for which they were meant.

The seating of the terracottas in the design ensemble demanded
of the artists no less a technical expertise than their making.
Despite the fact that every plaque was the product of adequate
calculation as to its size, shape and bas-relief and had its loca-
tion defined in the design, the spot-seating required enough labour
and patience. It is presumed that the plaques meant for a parti-
cular decoration were marked and numbered when the casts were
moulded, so that there was little difficulty to identify the proper
pieces during their seating. The spot-seating may have also been
preceded by a trial composition of the designs on the ground and
after checking their formations removed to the wall. It appears
that a thick mortar was first applied to the wall surface to
provide a sticky bed for the plaques. The plaques must have been

laid in the ascending order for convenience of support at the base.

The seating of the terracottas involved the Joint services of
the mason and the artist, for, parts of the plaques were structural
such as those in the string-course, cornice mouldings and tower bands.
However, the mason appears to have worked at this stage at the
bidding of the artists whose task it was to furnish the wall surface.
The disposition of the plaques kept to the drawing sheets prepared

at the beginning of the commission and no alteration whatesoever

1In the countryside of Bengal, the traditional practice of
manufacturing bricks near about the building sites continues till
today.
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was possible subsequently, since the plaques as required had

already been made,

From the seating point, the terracottas ﬁay be classified
into two broad types, viz,, the group terracottas and the indivi-
dual terracottas, The group terracottas are a cémposite formation
made up of a number of individual plaques each impressed with a
segment of the design but constituting the whole when joined
together, Since the Muslim terracottas are characteristically
smaller in size, a broad design such as the one in the tympanum
of the central mihrab of the Darasbari Mosque (1475) at Gaur or
the tree motif in the southern bay wall of the Mosque of Zafar
Khan Ghazi (1298) at Tribeni (Hooghly) might consist of scores
of plaques. The constituents of the group type have no independent
identity of their own, and as such, are meaningless decoratively
beyond the context of the designs for which they have been meant.
The individual terracottas are independent units and are used both
as part of a design or alone. They may have a single motif impre-
ssed on them or more than one motif, To this type, belongs the
lotus or the rosette or the alternate rosette and diamond, The
lotus or the rosette in the arch spandrels is most often a single-
piece terracotta, Such 2 division, however, is arbitrary and
only tentative and is not valid for general applicability, 1In
fact, Muslim terracotta designs appear as mumerous as the individual
motifs and the artists do not seem to have followed a definite

vocabulary in either of the cases, Since denaturalization suited
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the Muslim aesthetic most, it afforded the widest range for the

artists' fancy and the consequent varieties in designs and motifs.

The plagques were seated differently ét different places, On
the broad surface, the face-wise laying appears to have been the
rule in general, The borders of the panels were made with terra-
cottas arranged edge-wise. These latter plaques are both struc-
tural and decorative, for, they held in other plaques in tight
framing and also added to the ornamentation, The edge-wise
seating is also noticed in the interstices between broad designs
. so as to variegate the decorative effect., The plaques are in

general of square and rectangular shape,

The Muslims introduced in Bengal the low-relief art style
from the Middle Easternrlands of Persia and Asia Minor where the
art of terracotta had reached the zenith of its development in

the 11th and 12th centuries.t

It is highly probable that the
Muslim conguest of Bengal attracted many Persian artists and
craftsmen and other professional people to the new land of Islam
in search of employment, These immigrants must have been respon-
sible for laying the foundation of the Muslim art and architecture
in Bengal, of which, unfortunately, no examples of the first
hundred years have survived., The inflow of these Persian immi-
grants to Bengal appears to have remained constant throughout the

Sultani period and even later, although continued political

relationship of Bengal with the Persian lands still remains to be

1See Supra, Chapter I, pp. 64-67,
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established, These immigrant-artists, however, could not have
been as numerous as the local ones who had also a rich terracotta
tradition of ancient heritage but of a different character with
high-relief execution, The subject matter of the two art idioms
was also different - of the Muslims, abstract and geometric and
of the locals, figure subjects., The local artists who largely
executed the Muslim commissions had, therefore, to switch over

to the Muslim idiom and this they did fairly well, except, as the
examples show, in the illustration of intricate geometric and
abstract formations of purely Middle Eastern type for which they
seem never to have developed a hand, Thus there remained a sig-
nificant difference between the Muslim terracotta art of Bengal
and that of the Persian lamds, Abstract and geometric composi-
tions rasrely occur in the Bengal terracottas, and even when they
do, theirs is a simpler version, Besides, there is a preponde-
rance of vegetal elements, largely local, in the Bengal examples,
This thematic difference faithfully reflects the enviroment of
the individual art traditions and accounts for their respective

distinctiveness,



CHAPTER VII

CONCL.USION

The Muslim conquest of Bengél was more than a military event;
it was 2 turning-point in the history of the country. The
conquest ended Bengal's isolation from northern India which she
had practically been suffering ever since the fall of the Gupta
empiré (4th-6th centuries A,D,). Bengal under the Muslim rule
was not only re-connected with northern India, but also with the
wider world of Islam beyond, whence waves of Muslim immigrants of
various professions continuously poured into the new land of Islam
in search of fortune and employment, These immigrants helped in
the formation of the initial Muslim society in Bengal and also
laid the foundation of Muslim building art in the country. They
brought with them new ideas of administration and concepts of art
which they were acquainted with in their Central Asian home-lands,
Thus with the Muslim conquest, there dawned a new era in the
political and cultural life of Bengal. Following their traditional
practices in other conquered lands, the Muslim rulers of Bengal
appear to have caused the least break with the country's past,
except in instances which were vitally related to their taste,
faith and belief., However, it is natural that the spirit of
moderation towards local elements fully developed only after the
fury of the conquest had subsided and that the initial phase of
the occupation was marked by the dominance of the victor's role.

But even there, the imprint of the local elements could not
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al together be avoided, nor was it feasible in the context of
practical realities. In the domain of art, the Bari Masjid

(c. 1300) terracottasl at Chhota Pandua in Hooghly truly represent
the circumstances of the time, Here the ornamentation is domi-
nantly of extraneous Persian character both in the low-relief
technique of execution and the geometrized motifs; but the local
elements do also occur although in a subordinate scale, 1In fact,
the condition of the art could not have been otherwise, since the
executants of the ornamentation were naturally largely locais with
also a rich tradition of terracotta art of their own, but of a
different character.2 In the circumstances, what was needed of
the local artists was to adapt their skill to the demands of their

Muslim patrons and this, it appears, they did fairly well,

The character of the Muslim terracotta art in Bengal appears
to have changed simultaneously with the gradual acclimatization of
the Muslim rule in the country, The elevation of the House of
Ilyas Sh@h to the throne of Bengal and the support given to its
independence by the local people were events of singular importance
for the cultural life of the country. Henceforth, the Muslim
rulers identified themselves with local interests and extended
liberal patronage to local literature, art and culture. The local

people came to share with the rulers in the administration of the

ISce Chapter III, pp. 138-44,
25ea Chapter II.
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country, This harmonious social atmosphere of the time was
reflected in the terracotta ornamentation of the Adina Mosque
(1375) at Hazrat Pandua which shows the employment of local folk
motifs on a large scale side by side Muslim geometric and absfract
patterns.1 But here the two art traditions appeared mutually

apart without being synthesized,

The short rule of the converted House of R3j3 Gane$a (1415-
32) was more significant for the cultural life of Bengal than of
ordinary political interest. The policy of accommodation with the
local elements initiated by the Ilyas Shahi rulers reached fruit-—
ion under the rule 6f the converted dynasty and Muslim art and
architecture in Bengal assumed a local character. The Eklakhi
Mausoleum (1415-32) at Hazrat Pandua proved epoch-making in this
movement, The building2 initiated the 'brick style' of Bengal
with heavy corner towers, curved cornice and thick wails suiting
to the monsoonic and stormy climate of the country, It also laid
down the basic features of fagade decoration with projections and
recessed chases on the wall surface suggestive of the framework
of wood and wattle huts of Bengal and introduced the scheme of
overall covering of the walls with terracotta ornamentation, These
were subsequently universally followed by the Sultani buildings
of Bengal, Terracotta being the art of brick surface, the monument

also illustrated the earliest synthesis of the ornamental technique

lsee Chapter IIT, pp. 147-63, Pls. ITI:I-X:I.
21v1d., pp. 166-73, Pl. X:2-XIIsl.
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with the structural masonry., What was more, the monument also
established the synthesized use of local art motifs with those
characteristically Muslim, and thereby evolved a common art
formula in Bengal. In making and execution of the designs, the
terracottas of the mausoleum showed significant development over

the Adina Mosque examples,

Terracotta ornamentation reached the apogee of development

in the monuments of the restored Iiy%s Shahi periodl

(1433-86)
when the country was free from political tension and enjoyed
undisturbed peace. The local ideals set forth by the converted
rulers were assiduously pursued aﬁd local literature, art and
culture were encouraged alongside Muslim institutions, The social
spirit of the period was surcharged with search for a common goal
and in this was born the classical phase of Muslim art and archi-
tecture in Bengal. In architecture, the classicism was manifested
in the balanced proportion of the different parts of the buildings
which were now erected in large number both at the capital of

Gaur and across the country, Bricks continued to be the dominant
building material and terracotta the ornamental medium., The
decoration now became fully blended with the structural masonry
and the ornamental motifs improved in quality of execution as never
before or since. Designs were graceful but tastefully restrained
and characterized by sharpneas‘of contour, The delicacy of exe-

cution of the vegetal arabesques, the symmetrical disposition and

1
Sée Chapter III, pp. 174-238,
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balanced proportion of the ornamental panels and the subtle
outlines of the designs suggest that the local artists, who must
have been now more numerous than ever before, had fully mastered
the technique of the Muslim art. However, a comparative absence
of geometric and abstract patterns is noticeable in the terraco-
ttas of the period, This was perhaps due to the dominance of the
local artists who preferred indigénous vegetal elements and
simpler geometric formations to intricate abstract designs, They
also appear to have continued a number of pre-Muslim art motifs
of Bengal, some of them iconic but thoroughly stylized to consti-
tute seemingly geometric and floral elements acceptable to the
Muslim patrons, In fact, Bengeli artists do not appear to have
ever developed a taste for abstract designs of labyrinthine nature

which generally characterized Muslim art,

Architectural activities during the short rule of the Habghi
usurpers (1486-93) of the throne of Bengal are survived by the
Firtiza Minsrl which is of singular importance as showing the state
of the terracotta art of the period, The monument represents the
continuation of the classical phase of the art in its sparing and
tasteful ornamentation as also in the subtlety of the designs. In
form and decorative arrangement, the monument betrays Perso-Iragi

influence,

Ornamentation in terracotta suffered stagnation under the

Husain Shahi rule (1493-1538) when it became merely imitative of

1Sae Chapter III, ppe. 238-43, Pls, XXIV:l-2.
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the features and style developed during the earlier periods,

There was no further improvement either of the art motifs or in
the delicacy of their execution; instead, there occurred an over-
richness in the ornamental details and meaningless repetition of
stereotyped patterns, During the period, is noticed an unprece-
dented use of local vegetal motifs, at times breathing naturalistic
flavour with luscious branches and twigs, which hastened the
decadence of the restrained classical tradition. There occurred

a revival of the stone cutter's art in Bengal under the Husain
shahi rule, but the quality of the carving is poor. The attempt

at executing terracotta designs in stone does not also appear to
have succeeded well, But the period is notable for the increased
use of glazed tiles in architecture.l This phenomenon speaks of
the opulence of the country during the Husain Shahi rule when there

also occurred the largest extension of the kingdom of Bengal.

Although Sultani Bengal (1338-1538) remained practically in
political isolation both from northern India and the far-off
Muslim lands of Persia and Asia Minor, cultural influences from

these countries into Bengal appear to have sustained throughout,

1'rhe use of glazed tiles is noticed earliest in the Muslim
architecture of Bengal at the Chhota Pandua Minar (c. 1300) in
Hooghlys. The Eklakhi Mausocleum (1415-32) made use of glazed tiles
in the cornice, The monmuments of the restored Ilyas Shahi period
(1433-86) such as the Tantipara Mosqgue and the Rajbibi Mosque show
sparing use of glazed tiles, The Firuza Minar (1486-89) also made
use of glazed tiles for its ornamentation around the doorway of
the ground storey, But in none of these instances, glazed tiles
were used so lavishly as in the monuments of the Husain Shahi
period (1493-1538).
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The slope in the corner towers of the Dakhil Darwaza (1433-59) at
Gaur and in those of the Khalifatabad monuments (mid 15th century),
and the almost austere wall surface of the latter buildings
urmistakenly betray Tughlugian influence of architecture., But in
the absence of Bengal's relation with Delhi, such phenomena are
difficult to be explained, However, an analysis of the events
that occurred during the period may provide a clue to the answer,
It is well-known that Tamerlane's invasion of Delhi in 1398 threw
overboard many talented people in the employ of the Tughlug
Sultans., It is not unlikely that many of these displaced persons,
some of whom might also have been architects and artists, took
refuge in Bengal, It was perhaps through these media that the
Tughlugian features appeared in the Sultani architecture., Again,
the appearance of a host of decorative elements of Persian origin
in the Sultani buildings suggests some sort of a cultural link
between the Persian lands and Bengal. Such features include the
glazed tiles, the combined use of glazed tiles and terracotta, the
recessed chases on wall surface terminating above in engrailed
arches, the mat pattern, decoration of the dome surface with bricks
set corner-wise and the turban-top finial.1 All these features
appeared in the architecture of Persia and Asia Minor long before
they are met with in Bengal. In the circumstances, the influence
of these countries on Bengal art during the period under study may

reasonably be inferred, In fact, political and cultural relations

1See Chapter III, sections B,C,D,E and F.
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of the Sultani Bengal with the Persian lands are referred to in

historical 11teratnres.1

Terracotta ornamentation suffered most during the Afghan
interregnum (1538-75) and also under the Mughals who preferred
plaster decoration for their buildings. Deprived of royal pat-
ronage, the art continued a2 staggering existence away from the
Mughal capital in Bengal in sporadic instances till late 17th
century.2 But by then, the art had lost its vital force and was

reduced to a mere skeleton of its past glorious self,

Meanwhile, there had taken place an architectural revival in
temple~building among the Hindus of Bengal from the 16th'century
onward., The singular factor that led to this was the rise in the
religious firmament of Hinduism of $ri Caitanya (1486-1534) who
preached the love of God (bhakti) incarnated in Krsna., The Bhaktl
Movement swept over Bengal and gave vent to the religious urge of
the Hindus through building temples and decorating them with the
narrative portrayals of Radha-Krsna stories. These temples, built
of brick, were impressed with Bengali characteristics initiated by
the Ek13khi Mausoleum at Hazrat Pandua both in their structural
features and terracotta ornamentation, Besides the broad panelling
of the wall surface, a8 number of Muslim terracotta motifs was
continued in the temple ornamentatiqn.3 These influences were

dominant in the 16th and 17th centuries, but gradually diminished

lSee Chapter III, sections B and C,
2See Chapter IV,
35ee Chapter V,



374

in the 18th and 19th centuries when the temples developed their
own style of decoration., But even then, certain Muslim elements
were clearly identifiable in temple ornamentation till the end

of the temple-~building movement in Bengal in late 19th century,

The Muslim terracotta art in Bengal is an independent art
style, Although fed by influences coming from the Persian art
tradition and the pre-Muslim Bengal art, the Muslim terracottas
made & happy sssimilation of both and developed a distinct per-

sonality of their own,

Terracotta was raised to the status of a major art in Muslim
ornamentation, From the selection of the primary clay to the
fired pleces, it received 3ll the care that the fine arts like
sculpture and painting deserved in the West. The seating of the

Plaques in the design ensemble called for equally careful planning
and precision, The terracotta artists made the most use of space
available to them, This they achieved by means of panelled deco-
ration as well as by unsparing use of strip motifs consisting
mostly of geometric and floral elements, The abundant use of
vegetal motifs in the Muslim terracottas of Bengal had a two-way
implication: on the one hand, it satisfied the Muslim desire for
the re-creation of the heavenly arboretum on earth, and on the
other, it was in accord with the surrounding greenery which accounw
ted for the distinctiveness of the art, The overall covering of
the surface with ornaments connoted a spiritual meaning to the

artists, since it related to the omnipresence of God, the most
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beautiful, Muslim architecture in Bengal, like elsewhere, con-
sisted largely of mosques, A noteworthy aspect of ornamentation
of the mosque interior was the emphasis given to the gibla wall.
The mihrabs were invariably enclosed within broad ornamented
panels, flanked sideways by smaller ones., The mihrab niches were
equally sumptﬁously decorated, Since the gibla wall symbolically
represented the Ka'ba, and the mipf%bs'the presence of the Prophet
(hence the focal point of attention of the congregation), they
received the maximum ornamental treatment. But the cehtrality of
the compositions was always kept in view, Herein was reflected
the Islamic concept of monotheism with God as the spring-source
of creation, Ornaments were used in association, balancing each
other in parts as well as in whole, so that neither any part of
the ornamented space appeared dominant over others, nor were the
total compositions asymmetrical., This is, in fact, the character

of Muslim ornamentation in time and space.

Muslim terracotta art in Bengal is dead long since, But the
moruments ornamented with terracotta still survive in part, and
elicit admiration from art-lovers even in their badly battered

condition,
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APPENDIX: CHRONOLOGY OF THE MUSLIM RULERS IN BENGAL

This is merely a list of the Muslim rulers in Bengal pertai-
ning to an understanding of the text. Since the chronology of the

early Muslim rulers in Bengal is reconstructed mostly on the basis

of the inscription and coin finds, the dating remains always

sub ject to re-fixation with the discovery of new materials,

A.

Early Phase (A,D, 1204-A,D, 1341)

1. The Khalji Maliks (A.D., 1204-A.D. 1227)

i) Muhammad Bakht Yar Khalji (1204-06)

ii) Muhammad $hir3n Khalji (c. 1206-07)

#1) Husam 21-Din *Iwad Khalji (1207-08)

iv) Sultan 'Ala‘' al-Din *Ali Mardan Khalji (1208-12)

(declared independence)
v) Sultan Ghiyath al-Din *'Iwad Khalji (1212-27)
(declared independence and issued coins)
2. Other Turkish governors (A.D, 1227-A.D, 1287)
i) MNasir al-Din Mabmud (1227-29)

ii) Dawlat Shah bin Mawdud (¢, 1229) B
(Issued coins in the name of the Abbasid Khalifah,
the Delhi Sultan and his own name.,_ He has been _
identified with Malik Ikhty3r al-Din Balk3d Khalji
by Edward Thomas (JASB, Pt. II, 1873), He was
suppressed by Sulgsn Il tutmigh.)

#i) Malik °*Ala‘' al-Din Jani (1229)

iv) M31ik Sayf al-Din Aibak (1229-c. 33)

v) Awr Khan (1234-c. 36)

(Usurper?)
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vi) Tughral Tughan Khan (1236-45)

vii) Tamar Khan Qiran (1245-47)
(Usurper)

viii) Malik Jalal al-Din Mas@id Jani (1247-51)
ix) Ikhtyar al-Din Yuzbak (1251-57)
(declared independence in 1255 with the title
of Mughith al Din Yuzbak and issued coins)
x) Malik 'Izz al-Din Balban-i-Yazbaki (c. 1257-59)

xi) Taj al-Din Arslan Khan (c., 1259-65)
(ruled independently over Bihar and Bengal?)

xii) Tatar Khan (c. 1265-67)

x#ii) Sher Khan (c, 1268-72)

xiv) . Mughith al-Din Tughral (c. 1272-80)
(declared independence, but was suppressed and
killed by Sultan Ghiyath al-Din Tughlugq)

xv) Bughra Khan (1281-87)

3. Independent Balbani Rule in Bengal (A.D, 1287-A.D. 1300)
i) Nasir el-Din Mahmud Shah (1287-91)

ii) Sultan Rukn al-Din Kayka'us (1291-1300)

4., Independent Firuz Shahi Rulers in Bengal
‘ (A.,D, 1301-A,D, 1324)

i) Sul@in Shams al-Din Firuz Shah (1301-22)
11) Sultan Ghiyath al-Din Bah3dur (1322-24)

5. Tughluq governors in Bengal (c. A.D. 1324-A.D. 1342)

a) At Lakhnauti

i) DNasir al-Pin Ibr3dhim (appointed by Sultadn Ghiyath
al-Din Tughlug and removed or died about
1326)
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ii) «qadar Khan (appointed by Sul tan Muhammad
bin Tughlugq)

#1) ‘A1l Mubarak (Sultan 'Ala' al-Din 'Ali ghah)
(declared independence in 1341 but was killed by
Haji Ilyds, who captured Lakhnauti in 1342)

b) At Sunargaon
i) Bahram Khan (d, 1338)

ii) Ghiyath al-Din Bahadur (appointed joint
governor with Bahram Khan but declared

independence in 1327 and was killed between
1328-32)

e e

#ii) Fakhr al-Din Mubarak Shah
(Usurper: declared independence in 1338
and issued coins)

1

c) At Satgaon

i) Bahram Khdn (Simul taneously governor of
Sunargaon and Satgaon)

i1i) 'Izz al1-Din Yahya
Haji l1yas ceptured Satgdon

Ha ji I1yas ascended the throne of Lakhnauti in A H, 743/A.D,
"1342 with the title of Shams al-Din Ilyas Shah. Later on, he
captured Sunargaon in 1352 and thereby became the all-Bengal
r!her (Shdh-i-Bang3la)., From 1338, when Sultdn Fakhr al-Din
Mub@rak Shdh declared independence at Sundrgdon till 1538, when

Sher Shah captured it, Bengal was completely independent under
. its own rulers,/

i
L]
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B. Independent Bengal Sultanate (A.D. 1338-A.D. 1538)

1. The House of Fakhr al-Din Mubarak Shah at Sunargaon

i) Fakhr al-Din Mubarak Shah (1338-49)
ii) 1Ikhtyar al-Din ghazi shah (1349-52)

2., [The House of Ilyas shah (A.D. 1342-4.D. 1414)

i) ghams al-Din Ilyas shah (1342-57)
ii) sikandar ghah (1357-92)

fi) ghiyath al-Din A'zam shah (1392-1410)
iv) sSayf al-Din Hamzah ghah (1410-11)

v) shihab al=Din Bayazid shah (1412-14)
vi) 'Ala' al-Din riruz ghah (1414)

3. The House of Raja Ganesa (A.D. 1415-A.D. 1432)

i1i) ghams al-Din asbmad Shdh (1432)

-

'gr i) Jalal al-Din Muhammad Shah (1415-32)
=
bid

4, Restored Ilyas shahi House (A.D. 1433-4.D. 1486)

i) Nasir al-Din Mabmud ghah (1433-59)
ii) Rukn al-Din Barbak Shah (1459-74)

-

iii) gshams al-Din Ylsuf Shah (1474-81)
iv) Jalal al-pin Fath ghah (1481-86)

5. TIhe Habghi Usurpers (a.D. 1486-A.D. 1493)
i) Barbak Shah
ii) sayf al-Din Firtz ghah (1486-89)
fi1) WNasir al-Din Mahmid shah (1489-90)
iv) ghams al=-Din Muzaffar shah (1490-93)




6., Husain shahi Rule (A.D. 1493-i.D. 1538)

¢ i)

1)
i ii)
iv)

'Al@’ al-Dpin Husain ghah (1493-1519)
Nasir al-pin Nusrat ghah (1519-31)
'Ala' al-Din Firuz ghah (1531-32)
Ghiydth al-Din MahmUd shah (1532-38)

C. Afghan Rule in Bengal (4.D. 1538-A.D. 1576)

i)
ii)
i)

iv)

v)
vi)

i)
ii)
iii )

1. The sur Afghans (1538-64)

shér shah (1538-45)
Islam 3ha@h (1545-53)

shams al-Din Muhammad Sur (1545-55)
“(declared independence)

Ghiyath al-Din Banadur ghah (1556=60)
Ghiyath al-pin Jalal ghah (1561-63)

ghiyath al-Din (1564)
(userper)

2. The Karrani Afghan Rule (A.D. 1564=A.D. 1576)

Taj Kbhan Karrani (1564-65)
Sulayman Khan Karrani (1565-72)
Dawid Khan Karrani (1572-76)

D. Mughal Subadars in Bengal (A.D. 1576-A.D. 1757)

i)
ii)

Khan Jahan Husain ouli Khan (1575-78)
Ismail wuli (1578-79)
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Mugaffar Kbdn Turbati (1579-80)

Khan A'zam Mirza ‘Aziz Kokah (1582-83)
§Qéhb5g Khan (1583-84)

sadiq Khan (1585)

wazir Khan (1586-87)

Sa?id Khan (1587-94)

Man Singh Kachhwa (1594-1606)

- Qutb al-Din Khan Kokah (1606-07)

Jahangir qQuli Beg (1607-08)
Is1am Khan (1608-13)

Qasim Khan Chishti (1613-17)
Ibrahim Khan Fath-i-Jang (1617-24)
Manhabat Khan (1625-26)

Mukarram Khan (1626-27)

Pidai Khan (1627-28)

gasim Khan Juyini (1628-32)
A'zam Khan (1632-35)

Islam Kndn Maghhadi (1635-39)
Prince Muhammad Shuja (1639-60)
Mir Jumla (1660-63)

Sha*ista Khan (1663-78)

Fidai Khan (16782)

Prince Muhammad A'zam (1678-79)
sha’ista Khdn (1679-88)

Khan-i-Jahan (1688-89)
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Ibr3him Khan (1689-98)

Prince 'Azim al-Din (1697-1712)
(later 'Azim al-Shan)

Farkunda Siyar (1713)

Mir Jumla (1713-16)

Murshid quli Khan (1717-27)
Shuja‘ al-Din (1727-39)
Sarfaraz Kh3n (1739-40)
‘Alivardi Khan (1740-56)
Siraj al-Dawla (1756-57)
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ABBREVIATIONS

ASI ¢ Archaeological Survey of India

ASIAR ¢ Archaeological Survey of India, Annual Report
ASIR : Archaeological Survey of India Reports

ASIR, EC : Archaeological Survey of India Reports,

Eastern Circle

ASIR, WC ¢ Archaeological Survey of India Reports,
Western Circle

BMIB : Bibliography of the Muslim Inscriptions of Bengal
CHI : Cambridge History of India
EI : Epigraphia Indica
EIM ¢+ Epigraphia Indo-lMoslemica
EMA : Barly Muslim Architecture
HB : History of Bengal
IA : Indian Archaeology
IB : Inscriptions of Bengal
IHQ : Indian Historical Quarterly
JASB : Journal of the Asiatic Society of Bengal
JASP : Journal of the Asiatic Society of Pakistan
JBHS : Journal of the Bombay Historical Society
JBORS : Journal of Bihar and Orissa Research Society
JISOA. : Journal of the Indian Society of Oriental Art
JPASB : Journal and Proceedings of the Asiatic Society
of Bengal
JPHS : Journal of the Pakistan Historical Society
JRASB : Journal of the Royal Asiatic Society of Bengal
JUPHS ¢+ Journal of the United Provinces Historical Society



JVRM
MAB
MASI
N.D.
PASB
PRASI, WC

PWMB
SPP
VRS

LLd

oo

(1]

..

ee

Journal of the Varendra Research Museum
Muslim Architecture in Bengal

Memoir of the Archaeological Survey of India
No Date

Proceedings of the Asiatic Society of Bengal

Progress Report of the Archaeological Survey of
India, Western Circle

Prince of wales Museum Bulletin
Sahitya Parisad Patrika

Varendra Research Society
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