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PREFACE

It is really very painful to think that | should have toiled with the monument
of Barhut alone for more than a decade. And it is no less painful that when with
the publication of this volume | come to the end of my labours, there still remains
the regret that I could not deal with all the aspects of Barhut life and art as | desired
to do. Even the aspects that have been dealt with have only been barely touched.
I have refrained from expressing an zsthetic judgement on the art of Barhut, leaving
it to be performed by a more competent scholar. All that | have been concemed
to do in this volume is to present some new data gathered by me as a result
of continued study and first-hand observation. It may be hoped that these data
supplied both from literature and the monument itself will serve as a fresh incentive
to the study of the monunent which, in respect of its antiquity, comprehensiveness
and importance, deserves careful consideration. A detailed comparative study
of the monument of Barhut and the remains of the art of the Indus Valley is still
a desideratum. But | may observe with satisfaction that attempts have been
made by several scholars and art-critics, both in India and Europe, to throw fresh
light on the subject from different points of view, and, above all, to interpret
the monument, essaying to bring out its inner and eternal significance, which is
essentially spiritual. Thus one may understand, the study of the subject has not
proved to be static but dynamic and progressive. The pioneers in the fleld,
Alexander Cunningham and others, were the first saints whose vision and interest
touched just what was on the surface, though even for that we, claiming to be
greater seers, must ever remain indebted to them. So far as the present monograph
is concerned, the contributions of all have been respectfully considered and noticed.

The book of inscriptions was published by the University of Calcutta in 1926
as a separate volume at the instance of the late lamented Sir Asutosh Mookerjee,
The publication of the remaining volumes had to be delayed till | found in
Dr. B.C. Law, Ph, D, M. A, B.L, a generous donor to finance the venture.
I am fully conscious of the fact that a formal expression of gratitude for this is not
sufficient to give an idea of my debt of obligation to him. But | am always proud
to think that he is rightly honoured not only as a patron of Indological researches
and publications but also as an able exponent of Indology itself.

To my Alma Mater, the University of Calcutta, | owe a debt that can never
be repaid. During the many years of my connection with this seat of learning,
"



I have been given all facilities by the Vice-Chancellor and others for research and
study. Among my colleagues, | am particularly indebted to Mr. S. N. Mitra,
M. A, who has assiduously worked with me for the vindication of Buddhistic
studies, even in their bearing on the interpretation of Indian inscriptions, monuments
and sculptures. And | am also indebted to Dr. Stella Kramrisch for the valuable
suggestions she has readily given me from time to time.

| have to acknowledge my thanks to Mr. N. G. Majumder, M. A., Superin-
tendent of Archaology, Eastern Circle, for the facilities and suggestions offered by
him whenever | needed them.

| have also to express my thanks to my friends, Mr. Nalini Nath Dasgupta,
M. A., Dr. Batakrishna Ghosh, D. Phil., D. Litt., and Mt. M. Ishaque, M. A,, for a
keen personal interest evinced by them in the progress of the work. Mr.D.L. Barua,
M. A., Research Fellow, has kindly prepared the index for me.

Lastly, | must mention that Messrs. Indian Photo Engraving Company, who
have established a reputation in this country as leading artists by the high quality of
their work, did all they could to prepare the blocks to their satisfaction, and if the
work had been entrusted to them from the beginning, | am sure the plates would
have been uniformly well done.

CALCUTTA.
; B. M. BARUA

December, 22, 1936.
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ADDENDA & CORRIGENDA

. 1. C.Pls. XIII, XIV, XV—S. Gate. Prasenajit Pillar. Outer Face.
Upper Bas-Relief (Scene 32). Middle Bas-Relief (Scene 33). Lower
Bas-Relief (Scene 34) :—

The outer face of the Prasenajit Pillar bears three bas-reliefs in three square
panels, one placed below the other. The upper relief which is labelled with the
inscription—Bhagavato Sakamunino Bodho [Bodhi]—distinctly represents a scene of
enlightenment of Buddha Sakyamuni, The inscription itself refers to the Bo-tree
which is the main object of interest from the artist’s point of view. If it thus re-
presents the attainment of Buddhahood by Sakyamuni at the foot of the Bo-tree
Asvattha, the question arises whether it is possible or not to inter-connect it with
the two lower reliefs in respect of their subject-matter.

The middle relief has so far been taken to represent a scene of devata-ayachana
(deities” supplication) to the Bodhisattva while he was then a happy dweller of the
Tushita heaven’, and the lower relief, that of a forecast of the Bodhisattva’s birth as a
son of man®.

As regards the middle relief, the decisive factor in the identification of its
subject-matter is the seated human figure at the left lower corner. The figure was
taken to represent a deity, lost in serious thoughts under a tree. The actual descrip-
tion given was : ‘seated on a piece of rock under a tree, with the left leg laid across

I Barhut Inscriptions, p. 46 ; Barhut, Bk. 11, Jitaka Scenes, pp. 89
2 Barhut Inscriptions, p. 49 ; Barhut, Bk. 11, Jataka Scenes, pp. 9-10.



2 BARHUT

the right kept erect, pressing the right knee towards the breast. His heads rests on
the palm of his left hand in a slightly reclining position, while he holds a small ankusa
or elephant-goad in his outstretched right hand'.

The real reading of the figure is somewhat different from what we made out
before. The fgure remains seated on a seat, or simply on the ground, in front ofa
tree, in the posture aforesaid, with this difference that the deity represented by it is
seen writing on the ground with a small log of wood or pen-like object, the marks
of furrowing being clearly visible.

The above reading of the figure and its action enable us to decide once for
all with Mr. T. N. Ramachandran that the subject of illustration is nothing else than
the defeat and discomfiture of Mara'. The Jataka Nidana-katha relates that as soon
as Mara suffered a crushing defeat and Siddhartha gained a signal victory, the deities
came in a body to congratulate the victor, the Nagas communicating the happy news
to the Nagas, the Suparpas to the Supamas, the gods to the gods, and the
Brahmas to the Brahmas, the Vidyadharas carrying fragrant garlands in their hands.
When the Enlightened One was spending the fifth week under the Neatherd’s Banyan
(Ajapala-nigrodha), Mara the Fiend failing to retain his hold on the great man, sat
down sad at heart and dejected on the high-road, ‘drawing sixteen lines on the
ground”,

The Lalita-vistara says that during the fourth week when the Enlightened One
remained on the Jewel-walk assuming a walking posture, Mara the Fiend appeared
on the scene to pursuade the Master to pass away, When all his entreaties
failed to win the desired promise, Méra sat down sad at heart, dejected and crest-
fallen, and scribbled on the ground with a piece of wood (kashthena mahim
vilikhan).’

According to the Mahavastu, just a week after Buddha's enlightenment, Mara,
dejected in spirit, sat down to scribble on the ground with a twig (kindena).’

At the left upper comer, one may see the figure of Mara or of one of Mara’s
legion (Mara-parisa), bare-bodied and without any head-dress.

| Mr. Ramachandran tells us that he noticed a similar sction in one of the Amarivaty motifs, which
repeesents undoubtedly the same story of Mara's defeat and discomfiture.

2 Faushéll's Jataka, 1, p. 78: Soluamam lekham tkaddhi...mahimagge, See Buddhist Birth-Stories by
T. W. Rhys Davids, new and revised edition, pp. 196, 252,

3  Lalitavistara, ed. Lefmann, Ch, XXIV, p. 377.

4 Mahtvastu, ed. Senart, [, p. 349 : Mirad cha durmano Bsi kindena likhate mahim, jito" smi devadevena
Stkyasiphens thpind.
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The lower relief depicts a jovial scene of three groups nymphs (achhara),
one group dancing, one singing, and the third playing musical instruments. Just in
front of the dancing group is shown a dancing little boy, the purpose of which,
perhaps, is that among the dancing women, some were damsels in the prime of
their youth and some who had become mothers. Now, the question is : Can this
relief be connected with the story of Mara’s defeat ? The Lalita-vistara (XX,
p. 320) says that immediately after his first defeat, Mara employed his daughters,—
the nymphs, expert in the art of dancing, singing, instrumental music, and other
womanly wiles and guiles (stimaya), to test the moral fortitude of the newly
Enlightened One, appearing in different stages of womanhood. In the gathas that
follow, the three daughters of Mara, Rati, Arati and Trishod, familiar to other
Buddhist legends as well, are introduced. The connection of the nymphs aforesaid
with these three daughters of Mara is notat all clear. The Lalita-vistara (XXII,
p. 353) also relates that the nymphs of the Kamavachara heavens went up to the
Enlightened One to express their felicitations at the decisive victory obtained by him.

2 Scene 141 (a). Barhut, Bk. IL. p.119 :—

The following is the description we offered of this bas-relief :

*This curious bas-relief, carved, apparently with a decorative motive, in a half-
medallion at the top of a Railing-pillar, represents a scene, where an elephant madly
runs at full speed towards a tree, trampling a tortoise on the way and crushing the
creature under his feet. His gaping mouth, panting breath, out-stretched tail,
falling dung, galloping strides and bodily movements are expressive of the quick
motion. The tree and the elephant are approached by another tortoise from the
opposite side, the creature moving at full speed and dashing on. Here the second
creature seems to have provoked the elephant”.!

We now detect that there is only one creature, shown in two different posi-
tions : in the first position, the sculptor shows how it challenged the elephant, and
in the second, how it met with death by the falling dung of the animal. The creature
s not a tortoise, because it has six legs instead of four; it is no other than a tortoise-
shaped insect, The details of the scene may be well explained by the Githapana-
Jataka (F. No. 227) which relates :

A maddened elephant came to a dung-heap where a dung-beetle lived, being
over-conscious of its strength. The elephant smelling the dung, went back. The
beetle saw him and thought : “Aon creature is afraid of me. | must fight with him”,

|  Barhut, Bk- I, pp. 119120,
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and so it challenged the elephant. The elephant turned towards the beetle, and
dropping a great piece of dung and making water, killed the beetle then and there,
and scampered into the forest.

The sculptor cleverly indicates the existence of the forest, the maddened condi-
tion of the elephant, the falling piece of dung, the challenging of the elephant by the
beetle, and the fate it ultimately met.

3. C.PLXLVIIL 11 (Scene 140). Barhut, Bk. IL. pp. 162-64 :—

This bas-relief, as is well-known, has its counterpart in the sculpture of the Bodh-
Gaya railing where, however, the second human figure is dispensed with', It is
doubtful if the subject-matter of the Barhut or the Bodh-Gaya sculpture can be
connected with the story of Sambuld or that of Vessantara. It is definite that in it
two human hands project from the trunk of a Jambu or rose-apple tree, the right
hand holding out a water-jug to wash the hand of the good man in front, and the left
hand holding out a bowl or plate filled with edibles for offering the same to the
saintly man, The second human figure may not be a woman. The figure may be
taken just to represent a disciple or companion of the saint who sits on a morha
under a rose-apple tree.

The case is certainly not that of a fruit-tree bending down of its own accord
to bring its fruits within an easy reach of the persons who needed them.” The action
of the two hands projecting from the trunk of a tree is satisfactorily explained by
the Udena-story in the Dhammapada Commentary. In one of its episodes, we are
told how a tree-spirit burst out of the trunk of the tree in which it dwelt to appear
in person and to offer food to a body of saints headed by a leader, holding out
a water-jug in one hand and a dish in the other. Unfortunately, the tree mentioned
in it is a tree other than a rose-apple.’ But one of the Jatakas, namely, the Jambu-
khadaka, expressly says that a tree-spirit dwelt in a rose-apple tree.! We now say
that the subject of illustration must have been a story in which a tree-spirit dwelling
in a rose-apple tree fed a holy man on Mt. Narada in the aforesaid manner,

4. Scene (141):—

As described before, here “we see a hermitage where a hermit is seated cross-

legged on a seat appearing to be a square slab of stone, confronting a tree, of which
the bare outline now remains™.’

| Barus, Gayl & Buddha-Gayd, Vol. I, Fig. Na. 75 ; Cunningham, Mahibodhi.
2  Fausbdll, Jataks, V1., p. 513,

3 Dhammapada-Commentary, |, pp. 203-204,

4  Faunbdll, Jataks, 11, p, 439.

5 Barhuy, B 11, p. 164,

e -
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There is a similar bas-relief on the Bodh-Gaya railing, in which a person
remains seated cross-legged under a sal_tree, while a cave-dwelling is shown on the
left and just by his side’. We have little doubt that the Barhut scene can equally
be explained by the Sonaka-Jataka (F. No. 529), narrating how the son of a
royal chaplain realised the impermanence of things at the fall of a withered leaf from
the sal tree under which he sat down, and became a pachcheka-Buddha,

5. Scene 141 (a) —

In this bas-relief, hitherto left unnoticed, we see a royal personage on the left
and another man on the right, both of whom sit cross-legged on the floor of a build-
ing, of which an entrance or a window only is shown. They are engaged in a serious
conversation. The details of the sculptured scene may be explained by various Birth-
stories. In the absence of the lower half, it is well-nigh impossible to identify the
subject of illustration with any particular story.

6. Scene 141 (b) :—

This is apparently another decorative motif presenting an animated scene of a
herd of elephants in an elephant-forest, Two younger elephants are engaged in eat-
ing the branches of a tree, standing characteristically before a square-shaped stone,
with a stone-bowl upon it, while the lord of the herd, who is a great tusker, stands
behind them, with his body concealed in a bush. The lord of the herd, too, has
grasped the foliage of a small plant with his outstretched trunk. We are unable to
identify the sculptured scene with any Buddhist story.

7. Scene 9 (a) :—

This, too, must be taken to be a decorative motif, which was to draw the
attention of a pilgrim or visitor as soon as he entered the Stopa-area by the east gate
and began to walk round the monument by keeping the inner side of the main railing
in front and witnessing all that was to be seen on it, especially on the coping. The
motif shows how a man walks on a narrow path between two ropes, tied to two
posts. The purpose of the motif is obviously to indicate the direction a pilgrim
should follow in circumambulating the great Buddhist shrine.

8. Scene 148 (c). Barhut, Bk. II. p. 172 :—

We agree at last with Cunningham in thinking that the supine listlessness of
the giant “is suggestive rather of having his nose tickled than of having a tooth vio-
lently tugged by a forceps worked by an elephant.”

1 Barus, Gaya and Buddha-Gays, Vol. Il, p. 114, Fig. T3
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9. Scene (67). Numbered 64c in Bk, II. p. 64 :—

It was not quite correct to say that only the middle portion of the figure
of the demi-god survives. For the reproduction will show that not only the bust
but the outline of the face and the lower part of the head are visible. The attitude
of the two hands which are broken can be clearly discerned.
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SECTION 1l

STRUCTURAL DETAILS AND SYMBOLISM

1. Stupa :—The stipa was the central structure of the Buddhist chaitya or
monument at Barhut. Brick was the chief, if not the only, material used for its
construction, and brick is the only remnant of the stipa’. In some of the Bodh-
Gaya designs of the stiipa, the sculptor has been interested in showing the brick-
setting at the base of the structure, his intention being to indicate the nature of the
material generally used in building a stipa’.

In the absence of the stipa, its plan of construction, general shape and orna-
mental details may be determined by a study of the stipas at Sanchi (ancient
Kakanava). These may be partly determined by a study of the remnants of the
dharmarajika, built by Asoka at Sarnath. But the stipa-models in the Barhut
sculpture itself are an invaluable aid to this work of reconstruction. The models
designed on the Bodh-Gaya railing are important as indicating certain minor changes
in details,

In one of the Barhut medallions, in which Cunningham noticed a geometrical
pattern, we really see how brick was laid out in a warf-and-woof fashion (Fig. 4).

There are as many as four stipa-models, on the Barhut Railing, and three on
the Eastern Gateway. The models indicate that the stipa of Barhut consisted of
these three parts: (1) a cylindrical or circular base bearing a berm-railing upon it,
(2) a hemispherical dome, and (8) a harmika or crowning construction, The dome
is placed upon the base, and the harmika upon the dome, The base suggests the
idea of a terrace, though not very prominently as yet, and it is almost of the same
height as the berm-railing around the dome. In one instance, it is oramented
with a row of vertically set palms of human hands, while in other examples, the
ornament consists chiefly in a creeper-pattern or a wreath-work. In one instance,
the berm-railing shows three rows of rails, while in other examples, it has four rows.
The dome, too, is omamented with long leafy stalks crawling straight down and
bearing each a full-blown flower at the lower end, while a chain-work of wreaths

| Barhut, Bk I, p. 3.
2 Barua, Gayl and Buddha.Gays, Vel. Il, Fig. 19,
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remains suspended from some of those stalks. Just on the flat top of the dome is
set a small circular or quadrangular railing with three or four rails. Whether this
small railing on the dome is monolithic like that of Asoka’s dharmarajika at Samath
or not, we cannot definitely say. But certain it is that this railing holds in it a small
sanctuary, the roof of which rests upon four pillars. The roof is apparently designed
on the model of the capital of Asokan monolith. Here the capital bears a circular
abacus with firealtars as an omament on the round, and the abacus supports two
umbrellas, one above the other. In one of the models, just one umbrella is shown,
while in another, both the umbrellas appear.!

The earlier stipa-models on the Bodh-Gaya railing’ show a change in this
respect that the berm-railing on the base fades into insignificance, if not altogether
dispensed with. That the Barhut stipa had a berm-railing around its dome may be
casily inferred, as Sir John Marshall rightly suggests, from the stiipas at Sanchi that
still remain in situ. As a matter of fact, there are still a few lingering remnants of a

smaller railing, which Cunningham inadvertantly took to be an outer railing enclosing
the main.

In some of the Amarivati models, the omament on the dome replaces the
crawling stalks of flowers by the crawling snakes with hooded heads.

2. Meaning of Stupa :—The word stiipa ‘in the Rigveda and later denotes
the top-knot of hair as designating the upper part of the head.” In Pali, the word
thiipa, corresponding to the Sanskrit stiipa, denotes ‘a conical heap’, “apile’, or ‘mound’
‘a conical or bell-shaped shrine containing a relic’, ‘a dagaba’. The verbal form
thipikata means ‘heaped up’, Sanskrit stipikfita.' Corresponding to the English
tomb, we have in Pali tumba, which literary means anything ‘swollen of shape’, The
Pali tumba and tumula, on one hand, and the tumulus, on the other, may be
derived from one and the same root* As employed in Buddhist literature, the word
thipa or stipa primarily denotes a funeral monument in the shape of a mound, a
mound-shaped chaitya enshrining the bodily remains or relics of a notable personage.
The remains are those which are collected from the funeral pile after the body is
cremated in it. There is no instance where the body is said to have been buried or

Scenes, MNos. 25, 54, 55 & 58,

Barua, Gayl and Buddha.Gays, Vol. I, Fig. 19.

Vedic Index [I, p. 483.

Childers, Dictionary of the Pali Language, sub voce Thopa.
Pali-English Dictionary, sub voce Tumba and Tumula,

WA ok W R e
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entombed. In later Buddhist works, however, we have mention of stipas or
dharmarajikas built with the express purpose of marking out the site or spot where
a notable incident in the life of the Buddha or in that of others took place. In other
words, these were mound-shaped monuments, the pupose of which was simply
commemorative of an event or historical association, The underlying motive of all
stipas is, of course, commemorative. The difference in view is one between the
stipas which were built for the purpose of depositing the relics (dhatu-nidhana) and
those which are built to mark a spot where an important historical incident took
place. This having been the case, it is easy to understand that the stiipas as funeral
monuments may be erected in any place, in any part of the world, if the relics be
available for enshrinement, while the stipas as purely memorial shrines must be erected
on the very spot bearing the particular historical association which is intended to be
preserved and perpetuated,

In all the eadier references, met with in the Jatakas and the corpus of texts
composing the Pali Canon, the stipa figures only as a funeral monument. The
Sujata Jataka (F. No. 352), for instance, relates that when Sujata’s grandfather died
his father made a mound of earth (mattiki-thipa)and enshrined the bodily remains of
the sire. The Bahiya-Sutta in the Udana (1. 10) says that when Bahiya, the wander-
ing ascetic clad in a wooden robe, was found dead on the road after his conversion
to the Buddhist faith, the Buddha asked the monks who accompanied him to carry
the dead body on a maficha (bier) and to erect a stiipa in honour of Bahiya after
cremating his body outside the city of Sravasti’, His orders were forthwith faithfully
carried out, and the monks who were entrusted with this duty returned to Jetavana
and reported the matter to the Master. The stipa built by them must have been a
simple construction of a mound of earth, otherwise it would not have been possible
for the monks to build this stipa immediately after cremating the body. This is not,
however, to suggest that the stipas in Buddha’s time or before the rise of Buddhism,
were all made of earth. Neither the Bahiya-Sutta nor its commentary states where
and how the stipa as a dhituchaitya was erected. The Sujata-Jataka, on the other
hand, says that the body was cremated in one place, in the slahana, and the stipa
as a mound of earth was built in Sujita’s father’s garden, for depositing the bones
collected from the funeral pile, and the same was honoured with the offerings of
flowers made from time to time.

1| Gaphatha bhikkhave Bihiyassa Disuchiriyassa sarirakam mafichakam Bropetvi niharind fhipetha thipafich’
asea karotha,
2 Ajshanato sgthini Sharitvl attano rime mattikathdpam katvi tini midahisvd gatagataveliya thlpaq pupphehi
pljerva chetiyam Svijjanto.
3
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The Mahaparinibbana-Suttanta which is the main canonical authority for the
erection of stipas among the Buddhists conclusively proves that these were all
funeral monuments at first.' They were so known to all the reciters of the texts
of the Pali Canon. The same Suttanta unmistakably shows that the body was
cremated in one place, while the stipas enshrining the relics were built elsewhere,
preferably ina public place, where the four cross-roads met (chatummahapathe).
The relics consisted of the bones (sarirani), embers (afgarani), and kumbha (the vessel
in which the bones were collected),” all collected from the funeral pyre. The mound
or cain enshrining the bones is called sarira-thipa, that enshrining the embers is
called afgara-thiipa, and that enshrining the vessel is called Kumbha-thiipa." Having
not been restricted to a particular spot, the stipas could easily be intended to
stand as monuments of the Buddhist faith far and wide, in all quarters :

Vittharika hontu disasu thiipa
bahujjano chakkhumato pasanno.*
“Wide spread let Thpas rise in every land,
That in the Enlightened One mankind may trust.”

"~ When the body of the Tathagata had burnt away and the funeral pile was
extinguished with scented water, the bones were taken to the council hall of the
Mallas of Kusinird where these were surrounded with ‘a lattice-work of spears,
and with a rampart of bows and honoured and worshipped for seven days ‘with
dance and song and music, and with garlands and perfumes’.*

In the Mahakapi-Jitaka (F. No. 407), too, we read that when a noble
monkey-king died, he was honoured with obsequies befitting a king. After the body
of the monkey-king had been burnt on the funeral pile, the ministers returned to the
king, taking with them the ‘crown of the head’, ‘the skull’ (sisa-kapala), The king
caused a chetiya (shrine) to be made on the spot where the body was cremated
(alahane) and honoured with burning lamps, garlands and perfumes, while the skull,
omamented with gold, was placed on a spear-head (kuntagge). The spear with the

1 Digha, Il pp. 141—142,

2 Prof, Rhys Davids took it to be a vessel *in which the body had been burnt’, which s not, however, supported
by the text.

3 Drgha, I, pp. 164—167.

4 Digha, I1, pp. 166.

5 Bulidhist Suttas by T. W. Rhys Davids, p 133,

6 Digha, IL p. 164: Atha kho Kisinkrakd Mally Bhagavato sarrdni satttham santhigire satti-pafijaram
kariedl dhans-plldram parikkhipitvd rachchehi gitehi  valditehi malehi gendhehi  sakkarimsu  parikarimu  mEnesum
pliesum,
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skull of the monkey-king was set up at the royal gate and the relic was honoured
for seven days, and thereafter it was enshrined in a chetiya especially built for the

purpose.’ |

The importance of the above Jataka account is twofold : (I) that only the
sisa-kapala (skull or crown of the head) which is no other than the Vedic stipa
was picked up from the funeral pile for enshrinement elsewhere ; and (2) that the
shrine built on the spot of &lahana is not called a thipa but a chetiya. Though
the reference is still a solitary one, it does not fail to indicate that the stipa was
originally a chetiya for the enshrinement of the sisa-kapala or ‘crown of the head’,
the “skull’, whence the name stipa or thipa arose as an architectural structure for
the enshrinement of all bodily remains of a person. In other words, the stiipa as
denoting ‘the crown of the head’ was the main thing to be enshrined ; it was
originally far from being an architectural term. It could become employed as a term
of architecture only when the container (i.c., the shrine or monument) came to be
known by the name of the contained (ie., the stipa). The digaba as designating
: 4 the stipa as a whole and not merely the dhatu-garbha, affords just another instance

! in which the container took its name from the contained.

3. Stupa and Tumulus :—M. Foucher in his Art gréco-bouddhique du
Gandhara, propounded a theory, which has since become classical, suggesting that
the stiipa as a funeral monument evolved from an ancient form of the tumulus. He
still maintains that the relations of the stipa to the tumulus are certain.” Both are
sepulchral mounds, though the stiipa has far outgrown the tumulus in its dimension.
The relation between the two is so close that the tumulus may be regarded just as an
archaic stipa. There is a double similarity between the two,—in affectation as well as
structure’.’ The real merit of this theory lies in the fact that it leads us to trace the
origin of the stipa in a widely prevalent ancient custom, which was not confined to
India. And itis chiefly in the light of this theory that M, Combaz has sought to
W trace the evolution of the stiipa in Asia.’

M. Paul Mus who has discussed the problem of the origin and transmigration
of the stipa with unprecedented and unsurpassed zeal and thoroughness in his

| Rajoram karaplys-niyimen' eva mahlsattassa sarira-kichcham katvi sisakapilam gahetvd mfifio santikam
Egamamsu. REjA  mahlsattassa Bjihane chetiup Mireta...... gia-kapilam  suvappakhachitam  kiretd  kuntagge
thapetv...... kuntam rijadviire thapetvi......satilham dhitu-pOjam aldsi.  Atha nam dhltum gabetvl chetiyam ldretvd
yl\r.l.i;wum airndha.-m!.l.ldih; pjento.
2 Barsbu jur by Paul Mui, Bulletin De I' ecole Francaise D extrene-Orient. T, XOOXKIIL p. 37,
| 3 Combaz, L'evolution du stlpa en Asie,
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voluminous dissertation—DBarabudur, inclines to think that the tumulus as a primitive
and simple sepulchral mound cannot satisfactorily account for such a complex reli-
gious monument as the Buddhist stipa. But we do not see any force in the argument
that M. Foucher's theory is partially invalidated by the fact that the tumulus is exclu-
sively a sepulchral mound, while the stipa is in some instances a purely memorial
monument. We have already shown that the stiipa, too, was originally nothing but a
funeral monument.  The tumulus as a sepulchral mound cannot but be entertained as
. the parent form from which the stiipa ultimately evolved. We are to specifically think
of the tumulus in its earlier stage when it was a mound covering up a tomb or grave

in which the dead body of a person was buried.

4. Stupa and Smasana :—The second theory which is advocated M.
Przyluski and others seeks to find out the immediate background of the stiipa in the
Brahmanical smasina. According to a fanciful interpretation in the Satapatha-
Brahmana (XIII. 8. L 1), the smasina is either savanna (food for a corpse) or
smasdnna (food for eaters among the Fathers). Yaska (Nir. Il 5) explains the
word smasina as meaning $ava-sayana (coach for a body), while Weber (Ind. Stud.
l. p. 187) takes it to mean asman-Sayana or ‘stone couch’. The $masina is a “burial
place, sepulchre, which is constructed in the form of a tumulus or gravemound !

The smasina represents the tumulus in the second stage of its development
when cremation took the place of burial. The five funeral hymns in the Rigveda (X.
14-18) attest that ‘though burial was also practised, cremation was the usual method
of disposing of the dead”. But the system or fiction of burial continued, the burial of
the bones, bunt or unbumt (anagnidagdha)’. After the corpse had been burnt,
immediately or sometime after death, the bones were carefully collected “with a view
to their being placed in an earthen vessel and buried’. Utmost care was taken to
keep the bones intact so that they might be arranged “limb by limb" in the sepulchre’.
In a Vedic hymn (Rv. X. 18), Agni is ‘besought to preserve the body intact and
to burn the goat which is saciificed as his portion”, The Asvalayana Grihya-Siitra
(IV. 1-5), in which the word smasina is employed in a double sense to mean ‘the
place where the body is burned and the place where the gathered bones are depo-
sited’, gives a detailed description of the procedure to be followed in disposing of the
dead, making explicit what is implicit in the Vedic hymn above referred to' When a
person died, a piece of ground was to be dug up to the south-east or to the south-

1 Sa. Beah, S, B E., Vol. XLIV, p. 421, f. n. 3.
2 RV.X. 15 14: Ye sgnidagdhd Ye anagnidagdhi.
3 Sa Bah, 5.B.E, Vol XLIV, p. 117, f.n. 5.
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west, at a place which was inclined towards the south or towards the south-east,
or according to some teachers, towards the south-west. The pit in the ground was
to be of the length of a man with upraised arms, of the breadth of one fathom, and
of the depth of one span. The ground was to be free from all sides and fertile in
herbs. It was to be like a table-land from which waters would flow off to all sides.
The hair, the beard, the hairs of the body and the nails had to be cut off from the
dead body before it was carried to the cemetary. The persons carrying the sacred
fires and sacrificial vessels were to lead the way. After them went aged persons
forming an odd number, who were to carry the dead body which might be carried
also in a cart witha seat, drawn by cows. A she-animal, a cow ora she-goat of
one colour (perferably a black one) was to be led behind the dead body. Other
relations of the deceased were to form the tail of the procession. On their
arrival at the place, the performer of the rites was to walk three times round the
spot with his left side turned towards it and to sprinkle water on it with a Sami
branch. The Ahavaniya fire was to be placed to the south-east, on an elevated
comer of the place, the Garhapatya fire to the south-west, and the Dakshina fire
to the south-west. After that an expert person was required to prepare a pile of
fuel between the fires. The dead body was to be placed on a bed of sacrificial
grass covered by a black antelope’s skin with the hair outside. After that were
to be put the following sacrificial implements on the dead body, a spoon into the
right hand, another spoon into the left hand, a sacrificial sword on the right side,
a ladle on the left side, a big ladle on the chest, the dishes on the head, the pressing
stones on the teeth, two smaller ladles on the two sides of the nose, two vessels
on the two ears, a vessel (patri) and a cup on the belly, a staff on the secret parts,
two kindling woods on the thighs, the mortar and pestle on the legs, and two
baskets on the feet. The implements which had a hollow were to be filled with
sprinkled butter. After that the head and mouth of the dead person were to be
covered with the omentum of the she-animal, the kidneys of the animal were to be
laid into the hands of the dead body, the heart of the animal or two lumps of flour
of rice were to be put on the heart. Upon the whole, the whole animal was to be
distributed, limb by limb. The fires were to be lighted together after covering the
dead body with the hide of the animal. After burning the dead body the people
were to turn round from right to left and go away without tuming back,

The gathering of the bones was to be performed after the [0th tithi from the
death, on a tithi with an odd number, of the dark fortnight, under a single nakshatra.
The performer of the rites was to sprinkle on the pyre with a Sami branch milk
mixed with water, and with the thumb and the fourth finger he was to put each

4
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single bone into an earthen vessel, the feet first and the head last, without making
a noise.

Having well gathered the bones and purified them with a winnowing basket,
the persons interested in the funeral of the dead person were to cover the earthen
vessel (i. e., the un) with a lid and put it into a pit at a place where the waters
from the different sides did not flow together save and except the rain water.

It will be noticed that the Grihya-Sitra gives only a rough-shod description
of how the earthen vessel containing the bones was buried in a pit at a suitable place,
and that it does not even hint at the custom of burying the bones poured out of
the jar and arranged ‘limb by limb". An elaborate description of the procedure
followed in burying the bones in this manner is given in the Satapatha—ﬂrﬁhma:;la
{XIIL. 8. 1-4). But before dealing with this description, let us see if any additional
light may be shed on the ancient method of buming a dead body on a funeral pyre
whereby the bones might be lett intact.

The Mahaparinibbana-Suttanta, giving as it does a vivid account of the
disposal of the dead body of the Buddha, records that the following was the
direction left by the Buddha himself for the disposal of his bodily remains :

“As men treat the remains of a king of kings, so should they treat the remains
of a Tathagata.”

“They wrap the body of a king of kings in a new cloth. When that is done
they wrap it in carded cotton wool. When that is done they wrap it in a new
cloth, and so on till they have wrapped the body in five hundred successive layers
of both kinds. Then they place the body in an oil vessel of iron (ayasdya tela-
doniya), and cover that close up with another oil vessel of iron. They then build
a funeral pile of all kinds of perfumes and bumn the body of the king of kings.
And then at the four cross-roads they erect a (thipa) to the king of kings.-+::--
At the four cross-roads a (thapa) should be erected to the Tathigata. And
whosoever shall there place garlands or perfumes or paint, or make salutation there,

or become in its presence calm in heart that shall long be to them for a profit
and a joy.”

“These men, worthy of a cairn (thipa), are four in number-«+-++s+» : a Tathigata
or Arahat Buddha-----:, a Pachcheka-Buddha:--- ++, a true hearer of the Tathigata
------ , a king of kings«++--.”

The direction was obeyed. When the Blessed One died, his body was
wrapped up in five hundred layers of new cloth and carded cotton wool. After that,

e
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it was placed in an oil vessel of iron. The Mallas of Kusinird made up their mind
to carry it to the site of their shrine called Makuta-bandhana-chetiya, to the east of
the city, and to perform the cremation ceremony there. The very name of the shrine
suggests that it was a sanctified place where the Mallas as members of a warrior
clan were ceremonially adomed with a diadem or some such omament (pasadhana).
It was on such a selected spot that a funeral pile of all kinds of perfumes was built,
and it was on such a pile that the body of the Blessed One was placed. Eight
chieftains among the Mallas (the number is unexpectedly even) bathed their heads,
and clad themselves in new garments for bearing the dead body. Following the
usual custom, they thought of carrying it by the south and outside, to a spot on the
south, and outside the city,—paying it honou,, and reverence, and respect, and
homage, with dance and song and music, with garjands and perfumes’. The purpose
of the presiding spirits having been otherwise, they carried the body by the north to
the north of the city, and entering the city by the north gate, they brought it through
the midst of the city into the midst thereof. Going out again by the eastern gate,
they carried it to the east of the city.

Four Malla chieftains had bathed their heads and clad themselves in new
garments with a view to setting fire to the funeral pile. But the intention of the presi-
ding spirits was otherwise. The part of the performer of the rites was to be played by
the Venerable Mahakassapa and the five hundred brethren under him. They arranged
their robes on one shoulder, and bowing down with clasped hands, thrice walked
reverently round the pile, and then bowed down in reverence at the feet of the
Blessed One. When the homage was ended, the funeral pile caught fire of itself.
“Just as one sees no soot or ash when ghee or oil is bumed, so, as the body of the
Blessed One burned itself away, from the skin and the integument, and the flesh, and
the nerves, and the fluid of the joints, neither soot nor ash was seen : and only the
bones remained behind. And of those five hundred pieces of raiment the very
innermost and outermost were both consumed”. When the body had been burnt up,
the funeral pile was extinguished by the streams of water that came down from the
sky, the streams of water that gushed forth from beneath the earth, and scented
water supplied by the Mallas of the place. Thereafter the bones (carefully collected,
no doubt, in an earthen jar) were carried to the council hall of the Mallas where these
were honoured for seven days.

Some eight powers of the time sent messengers claiming the remains of the
Blessed One and intending to deposit them in a stiipa and to celebrate a feast in
their honour by way of enshrining them. When ‘strife and wounds and war’ were
about to arise over the remains of the Blessed One, a Brahmin, named Droga, averted
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them by dividing them into eight portions, while he himself took the vessel (kumbha as
his portion.!
The description shows that the embers (angarni) were collected along with

the bones, and that they could be easily separated from the bones for separate

enshrinement, The description also shows that the vessel was itself an important
object for enshrinement.

The Theras of Ceylon added a few verses at the end of the account to say
that of the eight measures of the relics (dhatuyo), seven were worshipped in India
and one in Ramagrama, and that of the four teeth, one was honoured in heaven, one
in Gandhdra city, one in Kaliiga realm, and one in Nigaloka. The Buddhavamsa
in which these verses are re-echoed, adds even the name of Sihala (Ceylon) in this
connexion. The Theras of Ceylon evidently misled Buddhaghosa who in explaining
the simple expression sarirani avasissimsu (“only the bones remained behind”), has
introduced certain facts which are not at all warranted by the text. It is easy to
follow him when he suggests that as long as a body remains in one mass, in its
organic unity, it is called a sarira, and when it becomes disjointed, its parts are called
sarirani, a term by which he understands the dhatus or relics. But it becomes rather
difficult to follow him when he says that only parts of the body of the Buddha, which
after it had been bumt away, remained intact, were the four teeth, the two collar
bones, and the crown of the head (unhisa), while the remaining portion was reduced

to particles. Professor Rhys Davids is perfectly justified in taking sarirdni to mean
atthini or ‘bones.”

Though the above account has sought to give a colouring of a miracle here
and there, it brings out many points of historical interest and importance. In the first
place, it indicates that a new method was devised to burn the body with the intention
of keeping the bones intact. In this new method, the placing of the body between
two hides, namely, the black antelope’s skin and the hide of the sheanimal immo-
lated on the occasion, was dispensed with, Instead of this, the body was wrapped
up in several successive layers of new cloth and carded cotton wool, and thereafter
dipped in oil. Secondly, neither in the account in the Asvalayana Grihya-Sitra nor
in this, there is any reference to shoving with a poker (silena).

Thirdly, according to the direction given by the Buddha, only one stiipa was to
be built in his honour, depositing his remains therein, and that would have been
precisely the case, if there were no rival claimants for them. The circumstances were

1 ﬂwmkwwhmhﬁﬂ.ﬂmmﬂhhm&m&
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such that the remains had to be apportioned for enshrinement in several stiipas, in each
of which only a portion could be deposited and not all the remains,—the burnt bones
arranged limb by limb. The result was that several stiipas came to be constructed in
different quarters, in disregard of the time-honoured custom as well as the
Buddha's direction.

The rules prescribed in the Satapatha-Brahmana (XIII. 8, 1-4) are those for
the construction of $masanas, and the Smasanas were the tombs or sepulchral mounds
for the burial or depositing of the bones bumnt. The bones were carefully collected
and preserved in an earthen vessel till they were ceremonially buried or deposited.
The vessel was not to be buried but thrown away on a ground at some distance
from the smasina. To make a smasina was to prepare a ‘house’ or ‘monument” to
a deceased person, man or woman. The fction of building a house to a dead person
had its corollaries : the selection of a proper site, the testing and purification of the
soil by means of ploughing and planting certain herbs.

As for the site, the $masdna was to be made on a ground inclined towards the
north, or towards the south or on a “counter-cutting in ground” inclined towards the
south, or on any level ground where waters flowing from a south-easterly direction,
fed a lake or pool, which never dried up, The site selected for it was to be pleasant
and peaceful and secluded, and at the same time exposed to the sun, with beautiful
objects at the back, not visible from the village or locality. The $masdna was not to
be made in an open space or on a path.

And as for the soil, the smasina was to be made on salt soil, on such ground
as was filled with roots, The proximity to places where grew reeds and such other
shrubs, or where stood an Asvattha (Ficus religiosa), or a Nyagrodha (Ficus bengala-
nensis), or some such tree.

The godly people made their smasinas four-comered, while those of the Asura
nature, the Easterns (prichya) and others (the siadras and such-like people) made
them round (parimapdala). The $masina was so to be made that it might lie
between two regions, the castern and southemn, ie., ‘with its front side towards
the south-east’.

The Agnichit (builder of a fire-altar) was to make the $masina after the
manner of a fire-altar, not too large but rather just of man'’s size, leaving no room for
another. The depth of the pit in the ground was to be the same as the intended height
of the tomb or sepulchral mound. The godly people would not make their sepulchres
50 as to be separate from the earth, whilst those of the Asura nature, the Easterns
and others, would make them either on a ‘basin’ (chama) or on some such thing.

5
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The smasina was not to be made immediately after the death of a person but
a long time after, when others would completely forget his or her sin. It was to be
made either in autumn, or in the month of Magha, or in summer, under a suitable
single nakshatra, and at new moon. For a Kshatriya it might be made as high as a
man with upstretched arms, for a Brahmana reaching up to the mouth, for a woman
up to the hips, for a Vaisya up to the thighs, and for a $idra up to the knee. The
desired height was rather to be below the knee. Some thirteen unmarked bricks,
like those used in the fire-altar, were to be made and laid down over the bones,
arranged limb by limb in the sepulchre, the bricks measuring a foot each, one placed
in the middle with the front side towards the east which was the position of the
trunk, three in front, fitted to the position of the head, three on the right side,
three on the left side, and three behind. The pebbles might be used instead of
bricks. After that, the grave was to be banked and covered up with soil, on which
barley grain (yava) was to be sown. The earthen tomb or mound was finally covered
with darbha grass for the sake of softness. The sepulchre was to be enclosed by
" means of enclosing-stones which resembled those round the fire-hearths.

The bones buried were not calcined or reduced to powder’, in which case it
would not have been possible to arrange them in the sepulchre ‘limb by limb", The
isopanishad (V. 17) speaks indeed of bhasmantam sariram, ‘the body reduced to
ashes™ The Chandogya Upanishad (VII. I5. 3) hints at the use of a poker
(sala) for shoving the body in buming it. The Ramayaga (Il 66. 16) says that
immediately after the death of King Dasaratha, his body was placed in a vessel of oil
(taila-dropyam sayitam). The funeral pile was prepared and the body of the king
bumed. On the I3th day from the date of cremation, early in the moming,
Bharata, accompanied by the priests, walked to the spot of the funeral pile for the
collection of bones, and found that it was covered up with a grey heap of ashes
(bhasmarunam). The Sanskrit Epic has to say nothing as to what was done with
those bones. One thing is certain, namely, that no she-animal was burnt along
with the body. The spot of the funeral pile was washed with water after the
removal of the bones and ashes. The Epic refers to the placing of the body of
the king in a vessel of oil but not to the wrapping of it in successive layers of new
cloth and cotton wool. This may have been given up when it was thought
unnecessary to keep the bones intact. The method of cremation followed was
evidently one which would reduce the bones to powder and pieces, and not one

1 Acc, 1o Digha, L p. 55 Sowakitisga, I 1. 15 ; the bones became pigeon-coloured (grey, dull white) as &
result of burning on the pils (kApotakdini srghini bhavant),
2 Cf Dighs, |, p. 55 : bhassanta-shutiyo.
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which would keep them intact. In the absence of any evidence proving the contrary,
it may be presumed that the jar with bones and ashes of the king was buried ina pit.
The custom of throwing them into a river must have developed afterwards. But that,
too, might be explained as a burial, the burial in water.

The results thus obtained may be summed up as follows :—

1. In the first stage, the tumulus was a tomb or sepulchral mound in which
the bones unburnt were buried.

2. In the second or Smasina stage, the tumulus was a tomb or sepulchral
mound in which the bones burnt were buried intact, arranged limb by limb.

3. In the third stage, represented by the Asvaliyana Grihya-Sitra, the
earthen-vessel with the bones burnt and intact was buried.

4 (a). In the fourth stage, represented by the Ramayana, the jar with the
bones burnt and reduced to powder and pieces was probably buried.

4(b). In a little earlier stage, as represented by the Mahaparinibbana-
Suttanta, not all the remains together but only a portion of them was deposited
in a stipa or mound.

5. In the fifth stage, the bones and ashes came to be thrown into a river
along with the jar.

5. Symbolism of the Smasana :—Poetry and philosophy, science and
superstition are bound up with the symbolism and rituals of the smasina, The main
symbolism of the $masina, as described in the Satapatha-Brahmana, consists in the
idea of making a ‘house” or ‘monument” to a deceased person. Its sanitary condition
is sought to be secured by selecting a site, which is a high and dry ground, with a
stream and a lake or pool of water near by. The site, selected either to the south or
east or south-east of the village or town, is expected to be pleasant, peaceful,
secluded, and, at the same time, exposed to the sky, so that the sun may shine on it.
The proximity to those shrubs and trees is sought to be avoided which may do harm
to the sepulchre or sepulchral mound. The place is desired to be out of sight from
the locality,. A stone is set up midway between the two as a means of separating
the world of the dead from that of the living. The sepulchre is desired to be
arranged south-east and north-west in order that it may be in touch with all the
quarters. An earthen tomb or mound is preferred to masonry work for the reason
that the bones may be in direct touch with the earth and eclements.! The body is

| Thisis quitse in accord with the popular idea current st the time ¢ After death the earthy element goes back
to earth, the watery elemen: goes back to water, the fiery element goes back to fire, the mobile element goes back to air,
and the senses pass iwo space (ikafa). Brihad Ar. Upe. IV, 4. 35; NIL 2. 13, Digha L p. 55; Bhela-Samhit,
pp- BT, 83.
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cremated for the purpose of purification of its remains. The fire-altar is set up as the
model of the four-comered sepulchre, enclosed by stones. The round shape which
found favour with the people of eastern India is undervalued obviously for the reason
that it did not correspond to the shape of a fire-altar.

The purpose of burying the bones is to hide the sin of the deceased person.
The sepulchre is desired to be made not too large but just of a man’s size, leaving no
room for another man, for no other purpose that that of preventing the spread of
contagion of sin (agha). The bones are required to be buried in sepulchres not
immediately after the death of persons but a long time after, so that people would
forget the sin of the dead. The underlying idea is : ‘The wages of sin is deatl’. The
sin of death is sought to be arrested, extenuated and prevented. Accordingly the
safety and prosperity and multiplication of the progeny are sought to be secured. As
there is, on the one hand, a desire to separate the living from the dead, so there is,
on the other, an attempt to separate the world of the Fathers from that of the
gods. The thirteen unmarked altar-bricks are placedin the sepulchre with a view
to connecting the bodily remains of the deceased with all the months and
seasons of the year. Behind the maximum height allowed for the sepulchre of a
Kshatriya, of a Brahmapa, of a woman, of a Vaisya, or of a Sidra, is the conception
of Purusha in the Purusha-Sakta (Rv. X. 90). The arms in the case of a Kshatriya,
the mouth in the case of a Brahmana, the hips in the case of a woman, the thigh in the

case of a Vaisya, and the feet in that of a Sidra, are taken to be symbolical of their
respective strength.

6. Shape, size, etc. of the Stupa :—The direction of the Buddha in the
Mahaparinibbana-Suttanta was a simple direction to erect a stipa or mound at a
public place for the depositing of his bodily remains or of those of a pachcheka-
Buddha, or of those of a Disciple, after the manner of a mound erected for deposit-
ing the bodily remains of a king of kings, and to put up the whole thing as a
chaitya or shrine where the people interested might pay their homage or make
offerings in honour of the deceased great man, By this sanction it was easy to
raise the stiipas to the position of religious monuments or sanctuaries. The orthodox
Brahmanist with whom the ‘four-comered’ fire-altar was to determine the shape
and size and other paraphemalia of the sepulchre or sepulchral mound was naturally
opposed to the idea of the erection of Buddhist stipas.' This opposition was due
mot so much to his hostility to the Buddhist faith as to his traditional liking for a
structure that was modelled on the fire-altar, There were apparently three grave

1 Barhut, Bk L p, BI.
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reasons for his dislike of the stipas : (I) That they were round-shaped (parimandala),

and not four-cornered ; (2) That they were a masonry work, made of bricks or
stones, and placed above the ground ; and (3) That their height far exceeded the
maximum height allowed for the sepulchre or sepulchral mound. The stipas rather
followed the tradition of the people of Asura nature, the Easterns and others. The
Brahmanical sepulchres were to be made on a secluded spot, while the stiipas were
desired to be made where four cross-roads met. The stipa was intended to be just
one for the depositing of all the remains of one person, but accidentally the remains
of the Buddha had to be apportioned, with the result that only a portion thereof
sufficed to justify the erection of a stipa.

The stipa-models in Barhut sculptures (54, 55) go to show that the
fire-altars were not dispensed with, in spite of the fact that the main structure was
round-shaped or domic. The fire-altars (described so far as battalions) figure in
rows as ornaments on the round of the umbrella-base of the harmika. They figure
in rows also in the upper part of the coping of the main railing. (Figs. 8, 9.)

7. Symbolism of the Stupa *—It cannot be doubted that the earlier
stipas, such as those at Barhut, Sanchi and Samath, appear each at first sight to be
an architectural representation of the visible universe, consisting of a vaulted canopy,
resting on a circular horizon of the earth. M. Paul Mus would rather seek to
establish a parallelism between the Vedic fire-altar and the Buddhist stipa thus

Purusha Buddha
Cosmos = Altar Cosmos =Stiipa

Accepting this parallelism, suggested by M. Paul Mus, we may, perhaps,
understand that an altar was built up as a cosmic form of Purusha when Purusha
was conceived as the visible universe in its organic unity, with the earth as its
foundation, and when the earth was believed to be four-comered ; and that a stapa
was built up as a cosmic form of Buddha, when the cosmos was believed to be a
dome-shaped structure, which rested on a circular base, bearing Mt Sumeru
on its top. M. Paul Mus has indeed been at pains to show how the idea of
Sumeru implied in the harmikd of the earlier stipas became gradually prominent
through the transformation of the harmika in some of the later mounds.?

I The Nigliva or Nigali Sigar Pillar Inscription of Adoka refers to a nfipa of Buddhs Konigamana, which was
enlarged by Adoka in his 14th regnal year. This was undoubtedly & mound in which were deposited the bodily remaing
of the former Buddha,

2 Barabudur, p. 618

3 Barabudur, p. 760,
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We clearly see that the harmika or crowning construction of the earlier stiipas
underwent a process of transformation, ultimately resulting in a form, which might
be taken to be a representation of the successive strata of devalokas, i. e, of Mt
Sumeru. The argument which M. Paul Mus has in his view is that here what
was simply implicit in an earlier form became explicit in a later one. We can say
this is plausible but not convincing. We may not at all be justified in reading a
meaning which became prominent in a later form of the same structural part of the
stipa into an earlier form, which should be taken by itself, or at the most, in relation
to what was behind it. Unless the stipa as a whole represents the personal pre-
sence of the Buddha, and the harmika symbolises the most important part of his
physical form, it may be difficult to explain why the umbrellas should be placed
over them.

As regards the Barhut stipa-models, those on the E. Gateway symbolise
just an event in the life of the Buddha, namely, his great decease. There
are two reliefs (54, 55), each representing a scene of the demise of the
Buddha, in both of which the stipa symbolises not only the event of demise
but the very person of the Buddha. Going by the Vedic meaning of the word
stipa, we may rather be inclined to think that the stipa was to represent the
crown of the head of the Buddha,—the ushpisha, as it is technically called. The
harmika in particular was to appear as the ushnisha on the head of the Buddha
which was represented by the dome. From this it may be easy to understand why
in the figures of the Buddha, the scene of mahaparinirvana is depicted on the
ushpisha (ie, the stipa on the crown of Buddha's head).!

The commentatorial tradition stating that when the Buddha's body was
cremated, all but the ushnisha, the four teeth (molars) and the two collar-bones
were reduced to Dbits and ashes, suggests that the skull remained intact. Thus this
tradition attaches much importance to the ushnisha of the Buddha which was on
the crown of the head, i.e., the Vedic stiipa.

8. The Railing and its symbolism :—Prikira (=Pali Pakara) is an
Indian term to denote a railing. In Pali the word Pakira forms a compound
with parikkhepa, meaning ‘enclosure’. Thus Pakara or Prakira is a railing by

1 Dr, Stella Kramrisch in her suggestive article—Emblens of the Universal Being, Journal, L 5. 0. A, Vol. Ill,
Mo. 2, pp. 148-165), has tried to establish that the wh-isha on the head of a figure of the Buddha represents the
lckottara sphere of the Buddha, while the remaining portion repeesents the Bucdha-hshetra or sphere of his benign
influence.



ASPECTS OF LIFE AND ART 23

which something was enclosed,—a tree, a homestead, a shrine, a fort or town.
Kudda (wall) and Pabbata (hill or embankment) were two other means of enclosing
a thing or site! Here by prakira or railing we are to understand the stone-
hedge (silapakara)’ by which the Stipa or central mound at Barhut was surrounded
or enclosed. There were in fact two railings one berm (miscalled Outer)’, on
the circular base of the stipa, and the other, the railing proper (miscalled Inner)*
which enclosed not only the stipa with its berm-railing but the open space round
it. This space served as a wide path for perambulation. To keep symmetry with
the circular base of the stipa, the railings had to be made circular. The main
railing was divided into four segments, each segment forming a Quadrant,
Presumably the Berm-railing, too, was divided in the same manner. The builder of
the Stipa was the builder of the mound with its berm-railing, the two together form-
ing one unit. If he were the builder also of the main railing in its original form,
that railing must have been of the same pattern with the berm.

The berm-railing, as might be judged from its few remnants, was, upon the
whole. a plain structure, bearing as it did a few figures of demi-gods and demi-
goddesses, including those of the four Lokapalas, placed as dvirapilas on four

sides.®

In the first stage, as might be presumed, the main railing was a similar railing “of
rough-hewn stone with four quadrants, four entrances, a square coping ... and some
statues of demi-gods and demi-goddesses.”

Each of the two railings was composed, of course, of a set of four-cornered
pillars or uprights, inter-needled by three sets of rails, and covered by a coping
(ushnisha).

The Smasanas or ancient sepulchral mounds, too, were “enclosed by means of
enclosing-stones”. The Satapatha-Brihmana which refers to these stones does not
say how, in which shape, they were actually made. But it may be supposed that in
the case of Smasinas that were four-comnered like a fire-altar, the enclosure was
quadrangular, and in the case of those which were round-shaped or domic, it was
circular.

| Cf.Dighal, p. 78: the oft-recurring phrase tiro-kuddam tiro-pildram tiro-pabbatam, explained in Paramattha-
jotiks, L

2 Buddhaghoss speaks of & sili-parikkhepa around the mtOpa buill by Ajfafatru. Sumangalawvilsini, Pant
Il : samantato giffjaldvauthikirens silt-parikkhepaq karvi.

3 Barhut, Bk L. p. 3

4 [bid, p. 3
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In the second stage, the main railing assumed the form of a Svastika with the
addition of four angle-shaped returns, each of which was joined on to the right
terminus pillar of a quadrant. All the four such pillars now survive. The purpose
of the returns was to cover a direct approach to the stiipa area.

It is probably in this stage that two simple gates were made, on the north
and on the south, each of which consisted of two quadrangular pillars without any
arch over them. The right terminus pillar, adomed with the scene of relic-procession,
came to be recorded as the First Pillar (pathamo thabho) which was donated by
Chapadevi, wife of Revatimitra of Vidisa. With the impetus given by her and
another lady, Vasithidevi, wife of Vepimitra of the same royal family, the main
railing became ornamented throughout with full medallions (parichakras), carved on
the middle of the pillars other than those which bore the figures of demi-gods and
demi-godesses and on the rails, and half medallions in the upper and lower parts
of the pillars. The coping was gable-shaped, and uniformly omamented, on the two
sides, with an Elephant-and-scroll work placed between a row of fire-altars (above)
and a network of bells (kimkinijala, below).

The railing, with its ornamentation, put up the appearance of a covered path
or corridor,—a veritable pradakshipa-patha or path for perambulation. This
symbolism of the railing as a whole is palpable from the very first sculpture on the
inner side of the coping, S. E. Quadrant, in which a man walks forward along a
path between two ropes, the direction followed being that which a pilgrim was to
follow in circumambulating the Stipa (Fig. 9)

This very symbolism of the Barhut railing in respect of its quadrants came to
hold good in respect of its returns when they were fashioned in their final form and
sculptured.

9. The Gateway and its Symbolism :—Torapa is the only word
employed in the inscriptions of Dhanabhiiti to denote a gateway: The Kalingabodhi-
Jataka (F. 479) introduces a dvara-kotthaka in connexion with the Bodhimanda and
its railing (pakaraparikkhepa). The dvira-kotthaka of which there are some representa
tions in the Barhut sculpture is to make an entrance hall rather than a gateway.
In giving a description of the city of Sagala, the Milinda speaks of attila-kottak and
gopura-torana,' while with reference to the city of Kalinga, the Hathigumpha inscrip-
tion of Kharavela mentions gopura and pakara? A torapa, suchas one connected

l.  Milinda, ed. Trenckner, p. 1.

2. Ser, for other textual references, Coomaraswamy’s Early Indian Architectisre, in Eastern Art, Vol. 1L, pp. 214-
215
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with the Barhut railing, isa simple construction as compared with a gopura. A
torana, in the Barhut sense of the term, is an arch set upon two posts or pillars.

As for the symbolism of the Barhut gateway typified by the E.  Gateway,
we have already suggested that the effect sought to be produced is that of a
‘parapeted bridge over the river of life with hungry crocodiles (? makaras) that lie in
wait on its two banks’, the bridge being ‘the dharmasetu made by the Buddha'.! The
dharma or doctrine of the Buddha has been compared to a chariot (ratha), to a boat
(nava), to a raft (kulla),

The chariot is the vehicle to carry all, men and women, recluses and house-
holders, safely and silently to the destination which is Nirvana! The boat or the
raft is a means of crossing a stream or a sea, the stream or sea of dreadful existence®.
The crocodile (kumbhila, makara, sumsumdra) is the dreaded enemy that lies in wait
when a person goes across a river or a sea.’ The vehicle cannot freely move on
towards the destination if the road is not a highway fitted with a strong and spacious
bridge spun over the river or the sea. The text in which the comparison of the dharma
with a bridge appears, the boat or raft as a means of going across the river or the
sea fades into insignificance. So one reads in the Mahaparinibbanasuttanta® :

Ve taranti agpavam saram setum katvina visajja pallalani,
kullai hi jano pabandhati, —tinna medhavino jana.

“They who cross the ocean drear

Making a solid path across the pools—

Whilst the vain world ties its basket rafts—
These are the wise, these are the saved indeed” .’

This is the English rendering of the verse offered by Rhys Davids. The Pali
scholiasts explain the word setu (which literally means a ‘bridge” or ‘causeway’)
as meaning the Noble Eightfold Path (ariyamaggasafkhdtam). The sea is the sea of
existence through the cycle of births and deaths (samsaranpavam), and the stream
s the stream of craving to become (tapha-saritam). Taking the order of words as
it is, we may better translate the verse as :

1 Barhut, B [, p- 10

2 Supyulml.pﬂ=ﬁahiﬂhmmpa&iﬂuulehll.p9@. .

3 Sutta-niplta, MNAvisutta : Paramarthajoriks, 1, p. 21 ¢ ndvd viya dhammo, For hulla, vide Majhima,
|, Alagadda-sutta,

4 Cf Simwumirs-). (F. 208) ; Vinarinda-. (F. 51) ; Kumbhila~). (F. 224).

5 DH“-“.P-E'?-

& Boddhist Suttas, 5. B. E, Vol. Xl pp. 21-22.

(
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They who cross the sea or stream by making use of the bridge or causeway and
avoiding the sloughs, are the wise men who are gone across, whilst the vain world
ties just a raft”.

We have sought to maintain that the makara or crocodile ends of the three
architraves indicate the presence of the stream of water below, and the middle
portions of the architraves represent the bridge or causeway. We have also
chown that the arch bears a symbolical outline of the life of the Buddha!
But no symbol so prominently figures upon it as the symbol of the Dharma-
chakra, i.., of the Noble Eightfold Path.

1 Barhue, Bk 11, pp. 1T7-175



SECTION Il

SCULPTURAL DETAILS AND SYMBOLISM

1. Introductory : Ripa is the Pali word to denote all figures, ornamental
or other, carved on different materials, wood, ivory, metal or stone.! Riapakira
occurs indeed as an epithet of one of the many donors of the Barhut railing,
and it meant in all likelihood a sculptor Similarly thapati (Sanskrit sthapati)
is employed as a term to denote an architect? The Pali vaddhaki denoted,
in a general sense, a builder, and in a narrow sense, a carpenter or wood-carver.
A town-builder is called nagaravaddhaki, and a master-builder (lit., bricklayer), itthaka-
vaddhaki* In the Dhammapada-Commentary, vaddhaki is suggested as a synonym of
gahakaraka or house-builder,” while in the Suttanipita-Commentary, the art ofa
carpenter or woodcarver is called vaddhaki-sippa.” Chittakara (Sanskrit Chitrakara)
is just the other term to denote a painter or artist, while his work is called chitta
(Sanskrit chitra). The figure artistically produced on the canvas is described as
chittakata bimba. Ripa, too, is the word to denote the figure or picture drawn
by a painter or dyer (rafijaka).’ The word viggaha (Sanskrit vigraha) is reserved
for denoting the bodily form of a man, a god, or an animal. Patima (Sanskrit
pratima), meaning an icon or image,® is just a synonym of viggaha. The Sanskrit
mirti signifies a form which is possible in rayi or matter.”

2 General description of Sculptures : The sculptures of Barhut, like
those of other earlier Buddhist monuments, were added mainly as omamental
features of architecture, and as such, they were designed to suit the structural parts
of the railing with its later appendages, such parts as : the pillars or uprights, the rails
or cross-bars, the coping or upper covering stone, and the pillars or jambs, the lintels

Mahtvamsa, XXX. 97.

Barhut Inseriptions, MNo. 92,
Majhima-Mikaya, 1, p. 123,

Mahivamsa, XXX, 5.

Dhammapada, Jasivagss, V. 9.
Paramattha-jotika, 11, p. 575,

Atthasilin, p. 64

Mahsvamss, XXX, 73 1 sarirbvaysvi pafimi.
Prafna-Upanishad, I, 5. mirtir eva rayih.
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8 BARHUT

or architraves, and the pilasters of the gateways. The sculptures broadly consist
of statuettes, Jataka scenes, and ornamental devices. The Jataka-scenes and
omamental devices, including many of the statuettes, are carved in low relief, and
deserve, therefore, to be called basso-relievo or bas-relief.

The sculptures on the four quadrants of the main railing minus the coping
consist of three rows of medallions (parichakras) on the three lines of cross-bars,
and three rows of medallions on the uprights, the upper and lower medallions being
half or semi-circular, and those in the middle line, full or circular. The medallions
on the cross-bars are all full. All the medallions but those which contain the Jataka-
scenes or some such compositions are generally filled with various designs of lotus.
The monotony in the symmetry of this arrangement is, to a great extent, relieved
by the figurines of minor deities, both male and female, and some additional
ornamental devices on the bevelled edges of the uprights.

The sculpture on the coping consists of a conventional creeper-work (lata-
karma) or scroll, which is placed between a row of uniformly shaped fire-altars and
arched or vaulted lotus sanctuaries above, and a continuous network of bells
(kinkinijala) below. The creeper bearing lotus-shrubs at each of its joints, proceeds
from the mouth of a sitting elephant, firmly set to the ground, as a fictitious elonga-
tion of its tongue. Its undulated or serpentine course affords in its curved folds
several small panels. These panels on the outer side of the coping are filled with
harshly drawn lotus blossoms. On the inner side of the covering stone, they are
alternately filled with Jataka-scenes and ornamental compositions of flowers, fruits,
or jewelleries.

The sculptures on the returns are designed in the style of those on the
quadrants. Here, in a few instances, the quadrangular panels take the place of
medallions. The guarding lion on the outer end of the coping stands as a fine
example of early Buddhist sculpture.

Lastly, the carvings on the arch of each of the four gateways are nothing but
symbolical or conventional representations of five main incidents in the life of the
Buddha : the Nativity, the Renunciation, the Attainment, the Preaching, and the
Great Decease. The sculptures on the architraves, on the outer as well as the inner
side, are panels representing scenes of worship of the Bo-tree, fictitious or real, by
leonine animals, or by men and elephants. The pilasters are adorned with figurines
of male and female deities, placed side by side.

We drew the reader’s attention to the importance of the Mahavamsa account
of the sculptures in the Lohapasada and the Relic-chamber of the great Stiipa, built

’
B



ASPECTS OF LIFE AND ART 29

in Ceylon by King Dutthagamani, in the first quarter of the Ist century B. (=
It may be worth while to consider it here in detail for orientation of the sculptures
of Barhut that had served as models to all contemporary and subsequent sculptures
in India and Ceylon.

The first step taken by the king of Ceylon towards the erection of the shrine
was to find out and appoint a master-builder who proceeded with the responsible
work entrusted to him with a hearty co-operation of the monks and laity. The
sculptural decorations in the Relic-chamber were duly executed under the direction of
an expert thera who was set over the work (kammadhitthayaka, i. e, navakammika).’
Ten crores of bricks were required just to construct the plinth in the shape of ten
omamental terraces, only the tenth of which was visible on the surface. Six massive
blocks of fat-coloured stone (medavannaka pasiga) were procured. One of them was
laid on the terrace in the middle, four were disposed like walls on four sides, and the
sixth was placed as a lid on the east side’ All the figures were carved in relief on
those stones.'

A Bo-tree, splendid in every way, was placed in the relic-chamber. It had a
stem cighteen cubits high and five branches. To the east of it was erected a throne
(pallaiika), on which was installed a splendid Buddha-image (Buddha-patima). The
eight auspicious symbols (atthamangalika) were to be seen on the stem and festoons
of flowers (pupphalata), and beautiful rows of quadrupeds (chatuppadanam panti)
and those of geese (hamsapanti), The border of the canopy, spread over it, was
omamented with a network of pearl bells (muttakinkinijala) and chains of bells
(ghantapanti) and floral bands (damdni), here and there. The figures of sun,
moon and stars and different lotus flowers were imposed upon it (appitd).
Mahabrahma stood there holding a silver parasol, Sakka with his
vijayuttara shell, Pafichasikha with the harp in his hand, Kalandga with the dancing
girls, and Mara with his elephants and train of followers, all together representing the
incidents connected with the attainment of Buddhahood by Siddhartha.

Other incidents of the life of the Buddha, depicted in the relic-chamber,
consisted of : the Prayer of Brahma, the setting in motion the wheel of the Law, the
initiation of Vasa, the initiation of the Bhaddavaggiyas, the conversion of the Jatilas,
the visit of Bimbisira and the entry into Rajagaha, the dedication of Veluvana, the

1 Barhut, Book |, pp. 3637,

2 Mahivarhss, XXX, 98. The Commentary ssys: sabbam dhitugabbharschanakamman Indaguito nima
mahathero samvidahi,

3  Mahivama, XXX, 56-61,

4 Mahivamsa, XXX, 96-97.
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Eighty Disciples, the journey to Kapilavatthu and the miracle of the jewelled path,
the initiation of Rahula and Nanda, the dedication of Jetavana, the miracle at
Savatthi, the preaching of Abhidhamma in the heaven of the Thirty-three gods, the
descent from that heaven by a ladder, the questions of Sariputta at Sankassa, the
subject-matter of the Mahasamaya-Suttanta, the exhortation to Rahula, the preach-
ing of the Mahamangala-Sutta, the encounter with the elephant Dhanapala, the
subduing of the Yakkha Alavaka, of the robber Angulimila and the Naga-king
Apalala, the meeting with the disciples of Bavari, the Great Decease and the incidents
connected withit. The Jatakas, likely to awaken faith, were illustrated in abundance.
The Vessantara-Jataka was depicted fully, and in like manner the dream of queen
Maya and other incidents prior to the attainment of Buddhahood.

At the four quarters stood the figures of the four Lokapalas, the Thirty-three
gods, the thirty-two celestial maidens (kumriyo), and the twenty-eight chiefs of the
Vakkhas. There stood also the figures of the minor deities with folded hands
(afjalipaggahd deva), the dancing devatis (nachchaki) and the devatas playing
instruments of music (turiyavadaka), the deities with mirrors in their hands (adasaga-
haka-deva), and those holding bunches of flowers and branches (puppha-sikha-
dhara). There, in like manner, stood the figures of the deities with lotus-blossoms
(padumaggahaka) and so forth in their hands and other devas of many kinds, rows
of Triratna and Dhammachakka symbols’ rows of sword-bearing devas
(khaggadhara)' and those bearing pitchers (patidhara).

In connexion with the Lohapasida, the Mahavamsa relates that it was adorned
with pillars, made of precious stones and surmounted by the figures of lions, tigers,
and so forth, and shapes of devatds. A pearl network ran round the edge of the
pavilion below a row of coral vedikas. In the curved folds of a festoon or scroll
of gold were fitly placed lotus-blossoms of various kinds, as well as Jataka-scenes.’

3. Classification of Sculptures :—The sculptures of Barhut may be con-
veniently classified as follows : '

(1) Those representing relic-processions s

(2) Those depicting scenes from the life of the Buddha, past and present, and
illustrating Buddhist folk-tales ;

1 Dr. Geiger renders ‘ratanagghiyapanii cha dhammachakiiinam eva cha’ : ‘rows of srches made of gems and
rows of dhammachakkas” The Mahivamss-Commentary also introduces in this connexion, Dhammahlraksdevaputis,
he gods bearing the Dharmachakras,

2 According to the Mahivamsa-Commentary, these were set out as moving toys {yantasutth saficharanakadevil.
3 Barhut, Bk I, p. 36.
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(3) The statuettes of minor deities, male and female, including those of four
Lokapalas 5

(4) The medallions and half-medallions containing lotus and other floral
designs ;

(5) The medallions and half-medallions other than those which are filled
with scenes frem the life of the Buddha, illustrations of folk-tales, or
lotus and other floral designs ;

(6) The figures of deities and fruit and flower designs on the bevelled edges

of the uprights ; X

(7) The elephant-and-scroll on the coping ;

(8) The network of bells and lotus sanctuaries with fire-altars ;

(9) The leonine figures on the coping s

(10) The flower, fruit and other omamental compositions on the coping ;

(11) The figures representing Buddhist symbols ; and

(12) The panels on the architraves of the gateways.

4. Chronology of Sculptures :—Nothing could be more comect to
premise than this : ‘that the Barhut sanctuary was not built in a day, but by successive
steps, at intervals and according to opportunities” On the whole, we conceived
three main stages in the development of this ancient Buddhist monument from the
construction of the mound to the erection of gateways by Dhanabhiti.

The first stage commenced when the mound was built with the berm-railing at
its base and enclosed by a railing of rough-hewn stone with four quadrants, both the
berm and the main railing bearing the figures of some minor deities, the four Lokapalas
in particular.

The second stage commenced when the east terminus pillar of the S. E.
quadrant was donated by Chapadevi and the returns were added to the quadrants.

The third stage was reached when Dhanabhiti erected the gateways with their
ornamental arches.

The sculptural decorations on the returns and some of the sculptural additions
to the quadrants were almost synchronous with the gateways of Dhanabhiiti.

Thus by a process of reduction we are led back to the figures of some minor
deities, the four Lokapdlas in particular, on the terminus pillars of both the berm and
the main railing as the earliest specimens of Barhut sculpture, Other figures were

| Bashut, Bk | p. 32
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carved later, on the model, more or less, of the earlier ones. All the figures of this
class, when arranged chronologically, indicate a process of change in the technique as
well as in form. Setting up the figure of the sun-god as the earliest among the male
figures, and that of Sirima as the earliest among the female figures, one may notice a
process of Indianisation of a north-western type, The second stage, as repre-
sented by figures Nos. 58, 60, 62 and 7a, shows that the lower half of the body still
conforms to the archetype. And in the third stage, we find that there is altogether a
new type (Figs. 64, 8I).

Generally speaking, the sculptures on the returns are later than those on the
quadrants. The difference in age, implying as it does an improvement in technical
skill, will be evident from a comparison between the elephant-and-scroll on a quadrant
(Rgs. 4, 9) and that on a return coping (fig. 10).

The sculptures on two pieces of a Gateway pillar found at Pataora (Figs. I8,
19), appear to be of the same date with those on the returns.  The panels on the
architraves and statuettes on the pilasters of the gateways mark undoubtedly
the last stage of development of the Barhut sculpture.

5. Description of Sculptures, Class by Class :—(I) The four pieces of
sculpture representing two successive scenes of a relic-procession form a class or
group by themselves, in so far as their subject-matter is concerned. In the first scene,
depicted on the coping (Fig. 9a), we see the procession in march. The royal elephant
carrying the relic-casket on its head is tastefully caparisoned. The elephant is in a
moving gait. The main rider sits in front with the relic-casket before him, while the
standard-bearer sits almost near the tail of the animal. The second scene which is
depicted on the outer face of the First Pillar of the Barhut railing is one of arrival of
the procession at the place where the relic was to be deposited. The sculpture shows
that the head of the procession is composed of three caparisoned elephants with three
royal personages mounted on them. The leader of the procession is evidently a king
who remains mounted on the state-elephant in the middle, placing the relic-casket on
the head of the animal and holding it carefully in his embrace (Fig. I7). The tail of
the procession is represented by two standard-bearers who are mounted on the
back of two caparisoned horses. One of the standard-bearers is sculptured on the
inner side of the First Pillar (Fig. 17), and the other, on the outer face of the terminus
pillar of a quadrant (Fig. 17a). The wide distribution of the sculptures on different

parts of the railing suggests at once an organic unity of the plan of artistic
decoration.

1 Barhut Bk |, pp. 14-15.
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(2) The sculptures depicting scenes from the life of the Buddha, past and
present, were intended to work out a well-conceived biographical scheme, complete
in itself. Although many of them are now irrevocably lost, the motifs that still
survive are considerable in number. The scheme presupposes not only a growing
corpus of Buddhist sacred texts but a number of legends and stories, all preserved
and handed down by an oral tradition. The corpus of texts was then known as
Paiicha-nikaya (the Five Nikayas), mostly constituted of Suttantas or Discourses
in the form of Dialogues. Over and above the Five Nikdyas and Suttantas,
the Barhut sculptures presuppose certain Birth-stories which are distinctly called
Jatakas in some of the inscribed labels. M. Foucher rightly observed that the literary
tradition behind the Barhut sculptures was not necessarily one tallying entirely with
the Pali. He went so far as to point out that “the sculptors of Barhut
worked not in accordance with a given text, as did those of Borobudur, but

according to a living tradition, as it echoed in their memory or was transmitted
among them".!

The actual identification of almost all the existing bas-reliefs of this class has
amply confirmed the truth in M. Foucher’s statement.

Our position. however, is that the Buddhist motive behind the sculptures of
this class is a plastic representation of the texts themselves. The doctrinal points
could not be represented. The results produced were so many symbolical repre-
sentations referring only to the narrative elements and persons and natural associations
in the texts.

By the authority of the biographical scheme in the Chulla-Niddesa, we felt
justified in broadly terming all the scenes from the life of the Buddha ‘Jataka’,
although, in later Buddhist nomenclature, the term Jataka was restricted only to those
Birth-stories which narrated the career of the Bodhisattva in his previous existences.
In none of the Barhut labels, the name Jataka is applied to any scene which depicts
an incident of the last historical existence of the Buddha. According to the
biographical scheme in the Pali Jataka-Commentary, the Bodhisattva career starts from
the moment of Pranidhdna and extends up to the moment prior to the attainment of
Buddhahood. In this scheme, the narration of incidents of the last existence of the
Bodhisattva forms only a niddna or introduction to the Jatakas proper. The Jatakas,
too, are introduced in the form of discourses in which the narrative element
predominates over the doctrinal, In each of these discourses, a story of the present
serves as an introduction to a story of the past. The stories of the past are strictly

1 The Beginnings of Buddhast Ast, pp. 57-58.
9
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the Jatakas. The Barhut convention does not make any nice distinction between the
career of Siddhdrtha as Bodhisattva and the career of Siddhartha as Buddha. This
convention, which was really established in Asoka’s Rummindei Pillar Inscription
treats the whole of the last existence of the Bodhisattva as the life-history of the
Master (Bhagava).

Going by the Mahiavamsa description of Buddhist sculptures in Ceylon, the
Jatakas, likely to awaken faith (pasida-janakini) were considered fit subjects for
illustration. We cannot say that the Jatakas depicted at Barhut were all of the
same high standard. M. Foucher is, nevertheless, justified in pointing out that the
Barhut list included ‘some of the most celebrated Jatakas.” Out of the ten Maha
-Jatakas, contained in the Mahanipata of the Jataka-Commentary (F. Vol. VI),
the first two and the last three are found illustrated. Many of the Jatakas specifically
named in the Chariya-pitaka and the Jataka-Commentary® as examples of efforts
made by the Bodhisattva to develop the ten Paramitas or Perfectionary Virtues, e.g.,
the Vessantara, the Chhaddanta, the Vidhiarapandita, the Mahabodhi, the Mahosadha,
the Ruru, the Mahakapi, the Mahajanaka and the Migapakkha, can easily be
recognized. The rest may have vanished with the missing portions of the railing,
scarcely more than a third of which actually survives.

The sculptures illustrating stories other than those connected with the life of the
Buddha are but few and far between. Only one of them is really important as
vividly depicting the fateful destiny of the iniquities of a man and a woman in love-
intrigue (Figs. 10, 10a).

(3) The statues of the minor deities are all carved in human form and
different standing postures, The chief figure in each quadrant is a Lokapala. The
rest are either grouped or distantly associated with the Lokapala. Among the four
Lokapalas, Kubera and Viridhaka have been recognised (Figs. 60, 58). As for the
figures of Dhyitarashtra and Viriipaksha, they are either missing or remain unrecog-
nised in the two figures (7b, 65) for want of labels. All the labelled male figures
but that of Chakravaka Nagarija (No 70) are called Yaksha, Among the unlabelled
male figures, one represents the Uttardpatha form of the Sun-god (No. 71), one,
Supama or Garuda (No. 66), and the rest may be counted as Vakshas, The
female figures (Nos. 7a, 19, 68, 72-76, 81-8la) are either Yakshinis or Devatas.
Some of the male and female figures have vehicles or attributes, some have not.
Some of the female figures (19, 73, 75, 76) represent what Dr. Vogel calls the
Salabhaijika or Tree-and-woman motif, According to the Mahavamsa description,

1 The Beginnings of Buddhist Art, p. 57. 2 Fausholl, Jataka, |, pp. 4447,
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they are the deities holding flowers and branches (puppha-sakha-dhara). Among
the female figures, one represented as a lotus-nymph with a harp in her hands
(No. 8I) must be treated as an ancient prototype of the figure of Sarasvati, the
goddess of leaming. Behind all these figures and their setting one has to
presuppose a literary tradition, such tradition as may be traced in the Mahasamaya
and Maha-atanatiya Suttantas. Even behind some of the individual figures with
folded hands (61-64, 70) there were texts, most of which have been traced in the
extant Pali Canon.

(4) The Buddhist literature speaks of three main varieties of flowers of the
lotus family (padma, paduma): the utpala, the padma, and the pundarika, all of
which grow in water (udakajitani)' The utpalas are lotuses of an ordinary kind,
discriminated as seta (white), ratta (red), and nila (blue). They are evidently water-
lilies that bloom at night. According to Buddhaghosa, the pundarikas have many
hundreds of petals, while the padmas have a hundred petals only (satapattam
padumam). The pundarikas are red* and the padmas are white in colour.” Counting
the padma and the pundarika together with three varieties of the utpala (water-lilies),
the Jatakas make up the total of five kinds of lotus flowers.' In the omament on the
outer side of the Bodh-Gaya railing, the five varieties make up a group. At the
Jataka V, p. 37, we have mention of seven species of lotus flowers : three
varieties of uppala (blue, red and white), two varieties of paduma (red and white),
kumuda (white), and kallahdra (kahlara)’ It will be difficult to say that the
Barhut lotus blossoms can precisely be reduced to three, five or seven varieties. But
there is little doubt that the designs may be casily reduced to certain types. The
general principle followed is that they are divided into two or three zones, the central
zone being represented by the floral stalk with stamens. In the outer zone or zones
sixteen petals are shown, if the blossom is full, and eight, if the blossom is half. In
a few instances, the number of petals is twelve, and six in half medallions. The
floral stalk with the stamens looks like a rayed disc with an additional lotus or floral
composition ; in some, with figures of circumambulating lions or elephants (Pl
XXVII) 5 in some, with a band of gems (Pl. XXVI), or of rortoises, or of flowers
with bees on them. The lotus medallion representing the flowers with a bee on each

1 Majjhima-M., 1, p. 169, Vinays Mahivagga, | Brahma-iyichana-kathi.

2 The Pundarikas are rather white than cod lotuses (Manier Williams, Sanskrit Dict) . They are described
as sahassappatid in the VimBnavatthu Arthakaths (Pali English Dict., sub voce Padumaj.

1 Sumangala-vilising, I, p. 219,

4 Famboll, Jataka, VI, p. 333.
Cf. Sotralgitinga, Il 3. 18, where one has mention of utpals, padma, kumuds, nalina, subhagafroniks,

pundarika, mahipundarika, fatapatrs, sahasrapatra, kahlira, kokanada and tEmrarasa as varieties of lotus,
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of them, shows at the bottom a human devotee with folded hands (Pl X, 7d).
There are two examples, in which the Vedic Fire-god (Agni) is represented with
two winged steeds. The flames of fire are represented by the shooting leaves of
a plant, which grows on a lotus blossom (Pl, XXVI, 22, Pl. XXXII). There are
two interesting examples, in each of which the growth of a lotus shrub in water is
skilfully represented. The bulbous root of the plant is carved in the shape of an
ornamented pot. In one of them, two geese remain face to face with each other
at the top, while in the other, two pairs of geese are busy eating the lotus-stalk
from two sides (Pl XXXII). In one example (Pl XXXIIl), two lotus plants issue
forth in two opposite directions from the mouth of a human figure wearing a
leaf? In one instance, a human devotee occupies the central zone (Pl XXVI), and
in a few others, we see the sun and the moon represented in human forms, the
former as a male god (Pl. XXXI, upper row), and the latteras a goddess holding a
mirror (idasagihaka) or a lotus in her hand (padumagdhaka Pl XXXI, lower
row).?

(5) The full medallions are important either as containing a geometrical
pattern which is not other than the circular plinth of a stipa (Fig. 4), or a
representation of the stipa of the time (Fig. 4), or a representation of the river
goddess Ganga (Fig. 77), or that of Sri, a popular Hindu goddess (Figs. 79, 80), or
that of a dancing pair of Kinnaras (PL. XXX), or that of a scene of wrestling (Fig.
147), or that of the joy of a Nagaraja (Pl XXX), or that of the glory of a peacock
(P1. XXXII1), or that of a makara allowing a fish to move about freely (Pl XXXIII).

The majesty of the peacock is represented alike in two medallions, only
one of which has been reproduced. A duplicate of the figure of the makara is
to be found in another medallion, in which the makara alone is represented in the
same posture. Ganga figures as makara-vahini, precisely as on the Bodh-Gaya
railing. Having regard to the fact that three at least among these medallions are
found in duplicates, one may be led to think that there were duplicates also of
the remaining medallions with slight variations in detail.

There is nothing important to note in the half-medallions at the bottom of
the uprights. These are mostly filled with lotus designs.

Among the upper half-medallions of this class, one contains the figure of a
bull-faced makara (Pl. XXVI), one that of a trooper (PL XXVI), one that of two
antelopes running in opposite directions in fear of a garuda (PL XXVII), and one

I CF Pl XXX, half medallion. 2 Ch PL XXX, medallions.
3 Barus, Gayl & Buddha-Gaya, Vol. Il, Fg 47,
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that of a celestial mansion (PL. XXVII). In the entamblature of one of the half-
medallions, one may notice the figures of four rams, the two in the middle facing
each other (PL. XXVI) ; in that of another, two peacocks disposed face to face
(PL XXVI) ; in that of another, a row of Triratna symbols with a Dharmachakra
in the middle (Pl. XXVI) ; in that of another, two elephants are seated back to back
(Pl XXVIII) ; in that of another, two elephant-faced makaras similarly disposed
back to back (Pl XXIX, Fig. 146). In some of these figures, specially in Fig.
146, one may trace the earlier pattern of an omament extensively used on the
inner side of the Bodh-Gaya railing

The sculptures on the bevelled edges of the uprights are the carvings in which
the artist could work without any restraint imposed upon him. These mainly
serve as ornamental additions to the medallion and half-medallions on an upright.
The result, on the whole, is a continuous and systematic decoration of the
two sides of a railing pillar. The flower-compositions consist of lotus, and the
fruit-compositions consist of mango-bunches, In the fruit-compositions below the
medallions, the bounties of nature are demonstrated, in one example, by parrots
(Pl. XXVI), in another, by squirrels (Fig. 7d), and in a third, by a monkey holding
a fruit in its embrace (Pl XXVIII).

In the upper compositions, one will generally notice the standing figures of
female deities disposed on lotus blossoms. The deities are represented as holding
the bunches of fruits or of flowers (Pls. IV, VI, X, XXVI, XXIX). One example
shows the standing figure of a male deity with folded hands (Pl IV). In one
example the standing figures of elephants take the place of human figures (Pl XXVI).

(7) The eclephant-and-scroll in the sculpture on the coping has already
been described.

(8) The network of bells and lotus sanctuaries with fre-altars in them have
also been described.

(9) The leonine figures occupy some of the panels of the coping. They
are so disposed at intervals as to break the monotony of the Jataka-scenes alternat-
ing with the flower, fruit, and other compositions. The figures are introduced as
conventionalised imitations of some foreign models. One of the figures bears a
bearded human face (Fig. 9¢), and one bears the beaked face of a garuda (Fig. 3b).
Whether hybrid or not, the figures mainly represent some heraldic devices of
antiquity.

10
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(I0) The fruit, flower, and other ornamental compositions altering with
the Jataka-scenes on the coping are reducible to ten groups or types which were
named as follows :—

I. Smaller mango 6. Anklet-shaped

2. Larger mango 7. Cloth-and-chain-shaped
3. Glossy-skinned jackfruit 8. Earring-shaped

4. Rough-skinned jackfruit 9. Garland-shaped

5. Date-palm-like and 10. Necklace-shaped!

On reconsideration of the matter we feel inclined to treat the first two groups
as one type and call it simply ‘Mango’. The third group should be counted as
second type and named ‘Jackfruit’. The fourth group, now counted as third type,
should be called ‘Castard apple’. We shall count the fifth group as fourth type and
name it ‘Date’. With the other changes made, the list will stand as :

1. Mango (Figs. 24a, b, b") 6. Cloth-and-chain (Eig. 24¢)
2, Jackfruit (Figs. 24c.c’) 7. Earring (Figs. 24h, h')

3. Castard apple (Fig. 24d) 8. Variety (Fig. 24h")

4. Date (Fig. 24e) 9. Garland (Figs. 24i, i')

5. Anklet (Fig. 24f) and 10. Necklace (Figs. 24i, i)

It will be noticed that the compositions belonging to one and the same group
or type are similar but not identical. The changes in detail serve to relieve the
monotony of design.

(1) The Nativity, the Renunciation, the Attainment, the Preaching, and the
Great Decease are the five main incidents in the life of the Buddha, nay, in the
lives of all Buddhas. These incidents are represented on the arch of the Barhut
E. Gateway by five symbolical devices (Fig. 13a)" The first device representing
Nativity consists of two mansions, disposed one upon the other, the upper one
being celestial and the lower one earthly. The second device representing Renun-
ciation consists of a horse with a vacant seat on its back, placed under an umbrella.
The third device representing the Attainment is constituted of a Bo-tree with a
vajrisana in front, The fourth device representing the Preaching is an ornamental
wheel prominently disposed on a lotus-and-fern stand, The fifth device representing

1 Barhut, Bk, I, p. 2%
2  Barhut, Bk, II, pp. 177-178.
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the Great Decease is a typical stipa-model, met with on different parts of the
railing. The Triratna symbol, placed on each side of the Dharmachakra, figures
as an emblem of the Buddhist Faith.

(12) On each side of the lower or the upper architrave of a Gateway,
one is expected to notice a panel, in which the Bo-tree with the throne before it
figures in the middle, approached by a herd of elephants from two sides, carrying
lotus flowers to make an offering thereof. In one example, we see a royal per-
sonage paying his homage with his attendant who stands opposite to him. It may
be supposed that the royal personage who is distinguished by his dress (a long
coat reaching the knees) is no other than King Dhanabhiti, the donor of the two
gateways and two arches. A fictitious representation of the Bo-tree, approached
by four leonine animals, two from each side, the three on the right having each a
human head and the one on the left bearing the beaked face of a garuda, is to be
seen on the second or middle architrave! This is interposed between the upper
and lower panels obviously with a view to according prominence to them by contrast.
Similar panels with much improved technique and greater artistic effect are to
be seen also on the architraves of gateways at Sanchi, where, however, the
Stiipa takes the place of the Bo-tree on the lower architrave. In the panel on the
inner side of the second architrave, we see that the whole animal world is reverencing

the Bo-tree.?

6. Symbolism :—Symbolism is a method of representation of persons,
things, events, thoughts, feelings, ideas, creeds or experiences by symbols, emblems
or signs. These symbols, emblems or signs are certain significant forms established
by literary or artistic convention, or by both. The monument of Barhut as a whole
is nothing buta grand symbolical expression of the Buddhist devotional piety. In
the centre of this piety and the feeling which inspired it is the worship of a supreme
personality, both human and divine, empirical and transcendental. It is also the
worship of all things, either connected with or referrable to that personality. This
personality in the purely historical aspect is represented by Buddha Sakyamuni, as he
is called in a label attached to the Bo-tree under and at the foot of which he
attained Buddhahood or omniscience.” Throughout his last existence, he is venerated
in the labels as Bhagava, the Divine Master. His advent on earth (Bhagavato
akramti)' at once suggested the possibility of inauguration of a new order of exis-

| Barhut Bk I, pp. B, 11,

2 Grinwedel, Buddhist Art In India, p. 50 ; Foucher, The Beginnings of Buddhist Art, Pl VII, Back view of lintels
of Eastern Gate.

3 Bathut Inscriptions, Mo. 141. 4 [bid, No. 511.
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tence through faith (Bhagavato sasani-patisamdhi).’ The new sanctuary or institution
which came to be builtas a result thereof is the Dhammachetiva in which was instal-
led the Wheel of the Law set in motion by him (Bhagavato Dhamachakam).! The
festival held in honour of the hair-lock of Siddhartha in the heaven of the Thirty-three
gods is labelled : Bhagavato chidamaho.® In one of the labels, the Divine Master is
honoured with the epithet of Mahadeva,' Mahadeva is, of course, the same epithet
as Devatideva (Angel of angels), met with in literature.!

The Birth-stories, called Jatakas in the Barhut labels, represent the earlier
process of evolution of that personality. This earlier process is that covered by the
career of the Bodhisattva who fulfilled some perfectionary virtues, called Paramis or
Paramitds, each of them in three degrees of intensity. These virtues are otherwise
<alled Buddha-kiraka or Buddha-karand dhamma,® the traits or qualities which go
to make a Buddha. In Pali, these are counted as ten, and in the tradition of other
schools, assix. The starting point of the life of a Bodhisattva is marked by
Pranidhana,—the moment when a certain gifted individual makes up his mind for the
attainment of Buddhahood and makes a firm resolve to that end."

Whether to represent the process of evolution of the Buddha personality, or
to represent his attainment, the inauguration of the system, or the perfect state of
the persons who gather round him, the only appropriate symbol, sanctioned by
literary tradition, is the Lotus. The same is again the most appropriate symbol to
signify all things pure, beautiful and majestic in the whole of nature and sentient
creation. Thus if there be any single symbolism by which the whole symbolism of
Barhut sculptures can be comprehended and characterised, it is the symbolism of the
Lotus. But there are other symbolisms, major and minor, which are all subservient
to the symbolism of the Lotus. Among these symbolisms, the first and foremost
is that of the Elephant-and-Scroll on the coping. The significance of this symbolism
liesin the representation of the course of evolution of the Bodhisattva from the

moment of Pranidhdna to the atrainment of Buddhahoood and promulgation of
Buddhism.,

The next in importance is the symbolism of the worship of the Bo-tree by the
lions and elephants on the architraves of the gateways.

The ornamenral devices in the medallions and those on the bevelled edges of
the uprights have their own symbolism, which deserves a good deal of reflection.

1 Barhut Inscriptions, Mo, 152. 4 Ibid, No. 156,
2 [bid., No. 169, 5 Samyutta, IV. Vi p. 102,
3 Ihid, No. 165,

6 Buddhavamsa, p, 13 ; of. Commentary on the Chariyspifaka.

N




b

e

e —— e SN EOEEe—mm— g

ASPECTS OF LIFE AND ART 41

The symbolism of the Bo-trees, the Vajrisana, the Stipa, the emblem of
Dharmachakra and Triratna, the Elephant, the Lions, the Antelopes, the Footprints,
and the like has a peculiar significance of its own.

7. Lotus-symbolism :—The Lotus-symbolism has been explained by
competent scholars from the Buddhist as well as the Brahmanical and Hindu point
of view. The history of this symbolism is sufficiently long and varied, and it may
“date back at least to 2000 B. C.” The symbolism may be traced in the Egyptian
mythology and art where ‘Heru-pa-khart (Harpocrates), the child Horus, son
of lIsis and Osiris, image of ever-young and self-regenerating life, is represented
throughout the Ptolemaic period’. The appearance of Lotus-forms in Mesopotamian
art is due to ‘Egyptian influences’.}

In explaining this symbolism in Buddhist iconography, Dr. A. K.
Coomaraswamy has referred his readers to certain mythological fancies and poetical
allegories and similes in the Vedas, the Brahmanas, the Upanishads, and the Epics,
that admit of a cosmological or philosophical interpretation. The suggestions offered
on the basis of those textual references may be summarised as follows :

() Brahma, the first member of the Hindu Trinity bears such epithets as
‘navel-born’ ( nabhija ), ‘lotus-born” ( abjaja, abja-yoni), and ‘lotus-seated’
( kamalisana, padmdsana ), while the recumbent Nariyana or Vishnu, the second
member, is called ‘lotus-navelled” (padmanabha, pushkaranabha).

(2) The concept of the Lotus-birth of manifested creative deity is coeval
with that of the Tree of Life. The Tree symbolises ‘all existences,” all ‘that which
is manifest’, and the Lotus or its leaf signifies ‘that whereon or that wherein there is
and can be manifestation’.

(3) The lotus of the heart (hrit pushkara) is the same as space (akasa), while
its surrounding petals are the four quarters and four interquarters.

(4) The Lotus is explained to be the Earth, any one plane of being, that
whereon and whereby existence is supported.

(5) The Waters signify the possibilities of existence, the Lotus (pushkara)
signifies the ground that supports existence, the Angels wait upon a person born with
mind and intellect in the Lotus.

| Coomaraswamy, Elements of Buddhist leonograghy, p. 69, note 30,
i1
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(6) Agni (Fire) is born of, reproduced from, and mothered by the Lotus

flower or leaf.
(7) The Lotus is the Firmament or Middle Space (antariksha) which

maintains existences,

(8) One text identifies the Lotus with the Earth, extended on the back of
waters, as the birth-place (yoni) of Agni.

(9) The Lotus means the Waters, the earth is a leaf thereof, and the same
carth is Agni's womb.

(I0) The property of the Lotus-leaf is that of upholding all the worlds.

(If) The world-lotus blooms in response to the rising of the Sun ‘in the
beginning’, in answer to and as a reflection of the Light of Heaven mirrored on
the surface of the Waters. Through the down-shining of the Lights of Heaven
(nakshatrinam) the Lotus (pundarika) is brought to birth.

(12) The wreath of lotuses put on by the Brahman officiating in the Rajastiya
ceremony represents sensible operation, virility, and temporal power (indriyam,
viryam, kshatram).

(I3) The Lotus (pundarika) represents human body with nine gates
(navadvaram), in which dwells the Yaksha or Brahman.

(14) The Self, Atman, is to be compared to the drop of the water that rests
on a lotus-leaf, but does not cling to it.!

Tumning to Buddhist literature and confining our attention only to the earlier
texts in Pali and Sanskrit, we find that the symbolism of the Lotus is only implied
in certain similes of the lotus flower or leaf. In all these poetical figures of speech,
the Lotus is represented as an emblem of beauty, or as that of purity, or as that
of moral sensibility, or as that of contrast between the ground of origin and the
thing which grows thereon and therefrom, or as that of detachment and transcend-
entality, or as a means of distinction between one stage of holiness and another.
All these emblems are suitably employed to describe and characterise the
birth, existence, life, state, experience, and ideal of the Buddha and those of
his disciples.

(1) Asan emblem of beauty : —We read in the Milinda : “Just as a lotus-flower
of glorious, pure, and high descent and origin is glossy, soft, desirable, sweet-smelling,
longed for, loved, and praised, untarnished by the water or the mud, graced with

I Coomaraswamy, Elements of Buddhist lconography, pp. 17-=21, 68<T70.
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tiny petals and flaments and pericarps, the resort of many bees, a child of the clear

cold stream'—just so is the disciple of the Noble Ones who in former births has
undertaken and practised, followed and carried out, observed and framed his conduct
according to, and fulflled these thirteen vows, endowed with the thirty graces .

(2) Asan emblem of purity :—We have it in the Milinda : “Just as water when
it has fallen upon a lotus, flows away, disperses, scatters, disappears, adheres not to
it. And why so? Because of the lotus being pure from any spot (parisuddha-
vimalatta padumassa). So when whosover are deceitful, tricky, crafty, treacherous,
holders of lawless opinions, have been admitted into the religion of the conquerors,
it is not long before they disperse, and scatter, and fall from that pure and stainless,
clear and faultless, most high and excellent religion, and finding no standing-place in
it, adhering no longer to it, they return to the lower state. And why so 7 DBecause
the religion of the conquerors has been purified from every stain”.}

(3) As an emblem of moral sensibility :—We read again in the Milinda :—
*As the lotus trembles when blown upon by the slightest breeze, just so should the
strenuous Bhikshu, earnest in effort, exercise self-control in respect of the least of the
evil dispositions, perceiving the danger (in the least offence)”.*

(4) As an emblem of contrast between the ground of origin and the thing
which grows thereon and therefrom : The Milinda propounds : Just as the lotus with
a hundred petals, though born of the mud, bears no likeness to it either in colour, or
in odour, or in flavour, so the Blessed One who is endowed with 32 major bodily
marks of a great man, adorned with 80 minor marks, of golden complexion, with
brilliant skin, and radiant with an aureole, is bom of parents who are lacking in those

marks, and the rest.’

(5) As an emblem of detachment and transcendentality :—The Dhammapada
teaches : “Him | call a Brahman (true Arhat) who clings to pleasures of the senses
no more than water on a lotus-leaf (vari pokkharapatte va) or a mustard seed on
the point of an awl™

| Milinds-paiths, ed. Trenckner, p. 361 : Yatht padumam  abhivuddha-parisuddha-udichchajitippabhavam
siniddham mudum lobhaniyam sugandham  plyam patthitam pasattham  jalakaddama-m-anulitam anupatta-
kesara-kanpikibhimanditarm bhamaragapa-sevitam sitala-salils-samvaddham.

2 The Questions of King Milinda, 5. B, E., Part Il, pp. 271-272. CF. Jaina Sotrakgitktgs, [ 6. 22, I, 1. 24,
3 Milinds-paftha, p. 250, Translation by T. W. Rhys Davids.

4  Ibid, p. 375.

5 Ibid, p. 75.

6

Dhammapads, V. 401, CF. Milinda-pafha, p. 375, Jaina Uttarddhyaytina-Satray XXV, 27,
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The same also teaches : Just as in a heap of rubbish thrown on the roadside a
lotus grows, fragrant and lovely, even so does a disciple of the perfectly Enlightened
One outshines by his wisdom the ignorant masses who are like rubbish, blinded by

ffl

darkness”,

In the Samyutta-nikaya, IIl, p. 140, the Buddha is represented as saying : “Just
as a lotus, born in the water, full-grown in the water, rises to the surface and is not
wetted by the water, even so the Tathagata, born in the world, full-grown in the
world, surpasses the world, and is unaffected by the world” .2

The Lalita-vistara puts the following significant reflection into the mouth of
Prince Siddhartha : “The lotuses prosper in a muddy pool, though it is thickly cover-
ed by lotus-plants. A being receives honour amongst men, though he lives in the
midst of a crowd. When the Bodhisattvas acquire strength in the experience of
family-life, it is then that they truly lead millions and millions of beings to the immor-
tal state. Even the Bodhisattvas who were born in the past, all of them had the
experience of family-life, and yet they were neither attached to passion-exciting
pleasures nor led away from the bliss of lonely meditations. Verily | shall emulate
them in these qualities™.?

(6) As a means of distinction between one stage of holiness and another :—
The disciples of the Buddha are expected to be found in four stages of holiness. The
Srotdpanna representing the first stage is called Samanpa-achala. The Sakridagami
representing the second stage is called Samana-pundarika. The Anagami representing
the third stage is called Samana-paduma. And the Arhat representing the fourth or
highest stage is called Samana-sukhumala*

8. Symbolism of the Elephant-and-Scroll :—As already suggested, the
sitting elephant from whose mouth proceeds the creeper or floral scroll with its ser-
pentine course symbolises Pranidhdna or ‘the firmness of the will with which the
individual becoming a Bodhisattva forms the resolution, while the creeper itself repre-
sents the career of the individual as a Bodhisattva’.? The Jataka-scenes and the fruit,
flower and other ornamental compositions alternating with each other are not without
significance of their own. The former represent the nature of the effort made, and

1 Dhammapads, vv. 58—589,

2 Cited by Coomaraswamy, Elements of Buddhist lconography, p. 21.

3 Labtavistara, ed. Lefmann, pp. 137—138: Sapkirmd patki padumini vivriddhimenti | Skima rlja
naramadhyi labhiti pGjkm | Yada Bodhisattva parivirabalam labhante | tads sattvaketiniyuthny. amgite vinenti]l

4 Anguttara—N, 11, p. BS.

5 Barhut, Bk. I. pp. 100—102,
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the latter, the nature of the fruition obtained. In other words, the Elephant-and-Scroll
with these Jataka-scenes and ornamental compositions in the coily folds of the
creeper symbolises the earlier process of the evolution of the Buddha-personality
through the practice of three chariyas and the development of ten perfectionary
virtues (piramis, paramitas), dana (liberality), sila (moral rectitude), and the rest.
The Bo-tree Asvattha and Vajrasana, introduced in some of the ornamental
compositions, symbolise the attainment of Buddhahood, while the Triratna-symbol
figures as an emblem of the Buddhist faith. The efforts made and the fruitions
obtained may be classified according to their similarities. But even where they are
similar, they are not identical. They vary in detail or in intensity. This has been
faithfully represented by the ornamental compositions on the coping (Pls. XXIV,
XXV). The doctrine of Charya and Paramita became current among the Buddhists
when the Barhut sculptures were carved. The Buddhavamsa and the chariya-pitaka
are the two books of the Pali Canon in which this doctrine found a permanant
literary expression.

9. Symbolism of ornamental devices in medallions :—

The Lotus-symbolism is an all-pervasive element. It plays its role in the
creeper-work on the coping s it has its impress also in the medallions and half-
medallions. Each medallion is theoretically a lotus-medallion. [f the details are
absent for want of space, the outline remains to indicate what the medallions, full
or half, are. So the symbolism to be discussed and explained here is only a special
symbolism within the general symbolism of the Lotus. We shall. therefore, consider
first, those medallions and half-medallions in which the lotus is palpably present,
and afterwards, those in whtch the presence of the lotus is less prominent or left
to be inferred.

(1) In one of the medallions (Pl XXXIII), we see the Vedic Agni represented
on a lotus-blossom. There is no human figuration of the Aryan god as yet. The
flames only are represented by the leaves and shoots. Even there is no chariot,
though the idea of a chariot is suggested by two winged steeds, attached to the
shooting plant on its two sides. A duplicate of the same is to be found in a half-
medallion (Pl. XXVI).

(2) In two of the medallions (PL XXXII), one may notice the tree of life
represented by an imaginary lotus-plant. The bulbous root figures as an ornamented

| Cunningham, St0pa of Bharhut, Pl
12
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pot, out of which the plant grows up. The presence of water and its level

are indicated by a pair of geese or swans that rest on a lotus in one instance, and
by two pairs of them in the other. In each design, we find three lotuses of
the same kind on each side, one of which blooms below the water-level,
one rises to the surface, and the third remains above water. The explanation of
this particular symbolism lies in a famous utterance of the Buddha, which is met
with in such ancient Pali texts as the Majjhima-nikdya and the Vinaya Mahavagga.
In both, the Buddhais represented as saying : “Just as among the uppalas, or
the padumas, or the pupdarikas, some are bomnin the water, grow in the water,
and remain submerged in the water, being reared under the water ; some. though
born in the water, etc., remain on a par with the water ; and some, though born in
the water, etc., remain untouched by the water, rising up above the water, even
so, O Bhikkhus, when | surveyed the world with the all-seeing eye of a Buddha,
| saw among the beings, some with little defilement and some with much, some
possessed of astute faculty and some of moderate, some well-formed and some
deformed, some intelligent and some unintelligent, and some of them acting with
a clear perception of the fear of the life hereafter and of sin.”

In the first medallion, the geese remain face to face as if to signify the joy
of a happy pair in nature, while in the other, the geese of each of the two pairs
are busy eating the lotus-stalk from opposite sides. Kalidasa, in giving a poetical
description of the movement of the swans towards Mt, Kailisa in his Meghadiita,
says that before they begin their flight through the sky, they gather lotus-stalks as
a provision of vegetable food during their long journey (visa-kisalayachchheda-
patheyavantah)®,

(3) In one medallion, the bees are seen collecting honey from lotus-blossoms,
one from each flower, whilea devotee remains with folded hands (PL X). This

may be taken to signify the ideal of a saint as inculcated in the following stanza
of the Dhammapada (No. 49) :

Yathapi bhamaro puppham vapnagandham ahethayam /
paleti rasam adaya evam game muni chare i

“Just as a bee having collected honey, flies away without causing harm to the

colour and fragrance of the flower, even so should a muni move about in a
locality”,

I Majjhima. M., I, pp. 169, 277, I, p. 16, 11l p. 53,
2 Kalideser Pakhi by Dr. 5, C. Law, p. 4,
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(4) In one medallion, the lions (Pl. XXXII), in one, the elephants (Pl. XXXII),
and in a third, the tortoises perambulate in the outer zone of a lotus, without
trenching upon one another. These may be taken to symbolise a pure state of joy,
when the beings of one mind and form are busy performing an act of merit.

(5) In some of the medallions (Pl XXXI), the Sun-god figues in human
bust, the rays being represented by the stamens of the lotus. In some (Pl XXXI), a
goddess figures, either holding a mirror or a lotus in her left hand. The descriptive
name of the goddess, as suggested in the Mahdvamsa, is ‘the mirror-holding deity”.
Having regard to the fact that the mirror symbolises “a thing that reflects other things’,
and there are stamens to represent rays, there can hardly be any doubt that the
divinity is a goddess of the moon.

(6) In one medallion (Fig. 79), the Vedic goddess St remains seated cross-
legged on a lotus with folded hands, while two elephants standing on two lotuses on
two sides, are pouring water on her head from opposite sides from a jar held up
by the trunk of each. In the other medallion (Fig. 80), the goddess remains in a
standing posture, placing her right hand on her breast. There is another representa-
tion of the goddess in a coping panel (Fig. 80a). In the Bodh-Gaya representation
of the goddess (Fig. 80b), the elephants are conspicuous by their absence.

M. Foucher still persists in his interpretation of the motif as a representation
of the dream of Mayadevi, which has been ably refuted by Dr. Coomaraswamy.
The figure is one of the goddess S, as distinguished from Sirima (Srimat)’. The
iconography of the Barhut representation of Sri is fully explained by the description
of the goddess in the Srisakta in the Rig-Veda. According to this Sakta, Si “is
gladdened by elephants...bathed by elephant-kings, with golden vessels (gajendrair...
snapitd hemakumbhair)---Mother Sri--the lush, in the lotus lake, the pillar golden...
we, thy children, coming forth from the mire (kardamena praja srishta) have
proceeded to existence:--Lotus-faced, lotus-shouldered, lotus-eyed, lotus-bom,
darling of Vishpu---Mahalakshmi, lotus-wonted...set down thy lotus-foot within my
heart hridi samnidhatsva)™®, We still incline to think that the represantation of S
bathed by two elephants on two sides is one of heart in relation to the two lungs
supplying blood into it from two sides.

(7) In one medallion (Fig. 77), Gaigd devatd is riding on the back of
an elephant-headed makara in a large river. The representation of makara
as the vehicle or attribute of the divinity means that she is veritably a benign

1 Barhur Inseriptions, note on Sirml.
2 Elements of Buddhist lconography, p. T1.



43 BARHUT

goddess of the river vouchsafing protection to the fish and other dwellers of the
water.

(8) In one medallion, a big makara remains motionless in water with its
gaping mouth. In a duplicate of the same (Pl. XXXIII), the makara figures in the same
posture, allowing a fish to freely move about it, even to enter and come out of its
jaws without any fear. This may be taken to suggest the ahimsa moment in nature
when the victim and victimiser rejoice together, with their attention fixed on the glory
above.

(9) The dancing Nigardja, waited upon by two Niga mermaids from two
sides (Pl. XXX) represents the joy of worldly prosperity. The dancing pair of
Kinnaras (Pl. XXX), represents the innocent joy of those who live in a state of nature.
And the king of peacocks with his outspread tail and two other peacocks kissing
his feet with their beaks from opposite sides (Pl. XXXIII) may be taken to symbolise
the Buddha with his two chiet Disciples. In the Baveru-Jataka, the Buddha in
all his glory is compared to the Peacock at whose advent the crow lost all its
gain and honour.

10. Symbolism of ornamental devices on bevelled edges of
uprights :—The symbolism of these devices is very simple. Itis either one of
demonstration of the bounties of nature or one of pure worship. The former is
represented by the bunches of fruits with monkeys, squirrels, or parrots on them
(Pls. VI, X, XXVIII). The latter is represented by the standing figure of minor deities,
male and female, disposed, in one instance, on the heads of Nagarijas (Pl. XXXV),
and, in other examples, on lotus flowers. The male figure remains with folded hands,
and the female figures (who are either devakumiris or nigakanyas) are plucking
flowers or bunches of fruits for an offering at the Buddhist shrine (Pls. IV-VI,
IX, X, XXXV, XXXVI, XXIX).

11. Symbolism of Bo-trees :—The Bo-tree Asvattha on the architrave
of the gateways symbolises primarily an incident in the life of Buddha Sakyamuni,
namely, the attainment of Buddhahood. In other representations (Figs. 26-32), the
Bo-trees symbolise each not only a particular incident but the entire life and perso-
nality of a Buddha, and, as such, receive all the honour and homage due to the
Buddhas themselves. They also stand as living emblems of the Buddhist faith and
the history of its expansion.!

1 Barhut lnscriptions, pp. 4344 ; Barhut, Bl |, pp. 40-52 ; Bl. II, pp. 17,



ASPECTS OF LIFE AND ART 49

12. Symbolism of Vajrasana :—The vajrdsana, as represented in the
Barhut sculpture, appears to bea cubical seat, made of a solid block of stone,
This is in no way different from seats placed before other tree-shrines (Figs. 89, 108,
124a, 142). The seat is intended to serve the purpose of a vedika or altar for
making offerings. The vajrisana is a vacant seat, which symbolises the physical
presence of the Buddha (Figs. 37, 41, 46-48, 51, 56f, 69). As placed before a
Bo-tree, it stands as an emblem of the firmness of will and the moral strength of
human character. The firmness of will with which Siddhartha sat down to meditate
at the foot of the Bo-tree is well-described in the Lalita-vistara :

Thasane sushyatu me sariram,
tvagasthimamsam pralayad cha yitu,

aprapyabodhim bahukalpadullabham,
naivisanat kdyamatat chalishyate.'

10. Symbolism of Dharmachakra :—The Dharmachakra figures in two
reliefs (Figs. 13a, 44) as an emblem of Buddha's First Preaching, and in two
(Figs. 52, 53), as an emblem of the Dhammachetiya-Sutta. The Dhammachetiya
is a sanctuary of the Religion of the Buddha, which has both a doctrinal and an
architectural significance. At Barhut, the Dhammachetiya is represented as a sanctuary
with an omamented wheel installed init. The wheel represents the personality and
presence of the Buddha. In Fig. 53, the wheel with sixteen spokes is set upon a
pillar with two antelopes on its capital. And in Fig. I3a, the same is set upon a
fern-like plant with cight leaves, which grows on a lotus- flower. It is certain that
the Barhut wheel is not the Wheel of Life which, according to the Divyavadana,
represents the five destinies of beings.”

14. Symbolism of Four Lions :—The symbolism of Four Lions on the
capital of Barhut Gateway pillars (Fig. 13a) is the same as that of Four Lions on the
capital of Asoka’s Sarath Pillar. The best explanation hitherto offered of this
symbolism is that the Four Lions represent the lion's roar with which the disciples of
the Buddha were inspired by the Master himself to declare that all the four types of
ideal recluses,—the first, the second, the third and the fourth—were to be found in
their holy Order, to proclaim, in other words, the superiority of Buddha’s religion.!
The lions with gaping mouth represent the lion’s roar also in Fig. 1I6.

1 Lalitsvistara, ed. Lefmann, p. 289,

2 Barhut, Bk I, pp. 92—93.

3 Majjhima-MN.. |, pp. 63—64: Idh’ eva bhikkhave Samano, idha dutiyo Samans, idha tatiyo Samane,
idha chatuttho Samano, suiia parappaviidl Samanehi afifiehi i evarh bhikkhave sammil shanidarh nadatha.
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15. Symbolism of Elephants :—The Elephant figures in the Barhut scene
of the Dream of Queen Maya (Pl XXVI, Fig. 35), as well as on the capital
of Asoka’s monolith (Figs. 32 and 50). As explained in Book I, p. 55, the
Elephant in Fig. 35 may be taken to symbolise “the cloud which pours down rain
carrying the seeds of life™, and also to suggest the feetus in the womb. Explained
in the light of the Kalingabodhi-Jataka, the elephant on the nonolith of Asoka, set up
at Bodh-Gaya, stands as an attribute of kingship which falls far short of the attribute
of Bodhi.

16. Symbolism of Footprints :—The footprints are nowhere set up as
objects of worship on their own account. They are semi-iconic in import, suggestive
of human figure of the Buddha, They are introduced just to meet the exigency ofa
narrative art, in one example, to represent the stepping out of the palace by the
Bodhisattva (Fig. I8) ; in one example, to represent the descent of the Buddha from
the heaven of the Thirty-three by a ladder (Fig.48), and in two instances, to signify
the act of padavandana (Figs, 37,51).

17. Symbolism of worship of Bo-trees by gods, men and animals :—
There are six reliefs (Figs. 26, 28-32) in which the gods, male and female, appear
as devout worshippers of the Bo-trees. Two of the panels on the architrave of a
gateway contain such a scene of worship of the Bo-tree of Buddha Sakyamuni
by two men and a herd of elephants. In the panel of the lower architrave of
E. Gateway, however, only a herd of elephants is to be seen as carrying lotus
flowers to make an offering thereof at the Bo-tree, while in the panel of the middle
architrave, a fictitious Bo-tree is approached by four leonine animals, three of which
bear human faces, and one bears the face of a garuda (Fig. 13a). Turning to a
Sanchi gateway, we notice that in a similar panel the whole ‘animal kingdom is
represented adoring the holy fig tree’ (Griinwedel, Buddhist Art, Fig. 26). In it, one
may note that the contrariesin nature, such as garudas and snakes, lions and
rams, rush towards the Bo-tree, forgetting the incompatible relation between them.

The symbolism implied in these scenes of worship has a twofold signifi-
cance ¢ (I) that it suggests the unsurpassed greatness of a Buddha, and (2) that
it suggests a universal trend of evolution in nature towards perfection through
the attainment of Bodhi which is possible in man, and man alone. Probably in the
remote historical background of the worship of the Bo-tree (i.e., of Buddha) by the
animal kingdom is the Mohenjo-daro figure of Siva as Pasupati or Lord of beasts
(Marshall, Mohenjo-daro, Vol. |, p. 52., PL XII).

1 Cf. Coomaraswamy, Elements of Buddhise lzonography, p. 72, n. 45.
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SECTION IV

B

ASPECTS OF LIFE

1. Introductory :—The primary interest of the sculptures of Barhut is
that through them one -may, at one glance, have a view of almost all the
important aspects of Indian life. These plastic representations derived indeed this
intrinsic value from the Jatakas that constituted a magical gem affording a panoramic
view of all persons and of all things worth seeing. The Vidhirapandita-Jataka
(F. No. 545) contains the following list of persons and things to be seen in and
through this gem :

(I) Bodies of men and women, beasts and birds, nagardjas and suparpas
(garudas).

| (2) Elephant host, chariot host, horses, foot-soldiers, and banners :

elephant-riders, the king’s body-guard, warriors fighting from chariots, those fighting
on foot, and troops in battle array.

(3) Well-laid city with many gateways and walls, pillars and trenches,
watch-towers and gates.

\4) Various troops of birdsin the roads under the gateways: geese,
herons, peacocks, and the rest.

(5) Marvellous city with grand walls, decked with banners, the hermitages
divided regularly in blocks, and the different houses and their yards,

(6) Drinking shops and tavemns, slaughter houses, cooks’ shops, harlots

and wantons, garland-weavers, washermen, astrologers, cloth-merchants, gold-
workers and jewellers.

(7) Various musical instruments : drums and tabours, conchs, tambours

_. and tambourines, cymbals, lutes (harps), and gongs.
{i (8) Amusements and diversions : dance, song, instrumental music, feats
of jumpers and wrestlers, jugglery, ballads and comics.

(9) Mountain slopes with troops of various deer, lions, tigers, boars,
bears, wolves. hyenas, rhinoceroses, gayals, buffaloes, red-deer, rurus, antelopes,
dogs and cats, spotted kadali-deer and rabbits.

(10) Rivers well-situated, clear with flowing waters and filled with quantities
of fishes, crocodiles, makaras, sisumrs, tortoises, and the like.

27336 =
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(1) Lakes filled with quantities of birds and abounding with fish with
broad scales.

(12) The sea-girt earth diversified with trees.
(13) Four continents.
(14) Sun, moon, Mt. Sumeru and Himavat, the great sea and four Lokapalas,

(15) Beautiful parks and forests, crags and mountains. full of strange
monsters.

(16) Indra’s gardens, his palace Vejayanta, his council-hall Sudhamma,
his elephant Erivanpa, the heavenly tree Parichchhatta in full flower and heavenly

maidens.

(17) Six Kamavachara heavens and their dwellers and many heavenly
mansions.

(18) Various rows of flowers of different hues, variegated with blue lotuses.!

2. Men and Women :—It may be generally assumed that human beings
have played the main part in the Barhut drama of life. Here we are to consider
what classes and sorts of men and women they are, and how they are represented.
Among men, some are found to be kings and other royal personages, some Brahmins
and other holy personages, some bankers, merchants and traders, and some a common
run of people. Among women, some are found to be queens and maids of honour,
some housewives, and some courtezans.

A king or prince appears with his two attendants as the leader of the relic-
procession (Fig. 17). King Dhanabhiti, the donor of the gateways, figures with
an attendant on one of the architraves ( Figs. I6, 16a). Other kings and royal
personages play the role of dramatic personze in various scenes from the life of the
Buddha. King Kandari, for instance, figures with his queen Kinnard in Scene 112
(PL XXI1) ; King Ajatasatru with Jivaka, the physician and courtier, in Scene 51 ;
King Prasenajit with the four divisions of his army in Scene 52 ; King Mahiddeva
of Videha with his son, the crown-prince, and his barber in Scene 87 ; and King
Janaka of Videha with his queen Sivaladevi in Scene 135. There are a few other
scenes, in which the kings and other royal personages play their part. In two of
them, the king is to be seen seated on a throne (Figs. 125, I33), and in one, a
king triumphantly enters a newly-conquered city (Figs. I0I). Prince Jeta figures in

1 Summarised from the English translarion of the Jitaks, Vol. VI, by Cowell and Rouse, pp. 135—136.
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the scene of dedication of Jetavana (No. 45), while Queen Maya appears with the
attending maids in her bed-chamber (Figs. 35, PI. XXVI).

It is impossible to distinguish the Brahmins acting as royal chaplains and
courtiers from other persons attached to a royal court (Figs. 95a, 130). In two of
the scenes, the Brahmin is represented as a person without any head-dress (Nos.
69, 99). But there is neither the sikhi nor the sacred thread to distinguish him at
once from other persons. Among other holy personages, one is a Pratycka Buddha
(Scene 143), one is a Parivrajaka (Scene 132), oneisa chammasataka kharibhara
Parivrijaka, wearing a garment of skin and carrying a banghi-load (Scene 111),
one is a typical Rishi (Scene 131), one is a Dirghatapasvi (Scene 104), and the

rest are common Jatilas or ascetics with matted hair (Scenes 38, 106, 113, 121, 127,
130, 134, 138, 141),

Among the bankers, Anathapindika prominently figures as a donor of the
Jetavana monastery (Scene 45), and Mahaushadha, son of Srivarddhaka, as a wise
and witty settler of disputes (Scene 137). Vasugupta figures as a sea-going merchant
(Scene 86). A caravan merchant is to be seen in Scene 86. A honey-seller figures
in Scene 143, and a shop-keeper in Scene 145,

Among the common run of people, one is a householder (Scene 102), one a
gardener (Scene 95), one a barber (Scene 87), one a fletcher (Scene 135), one a
needle-maker (Scene 120), one a deer-hunter (Scene 130), one a boar-hunter (Scene
146), one an ivory-collector (Scene 128), one a fowler (Scene 93), two are wrestlers
(Scene 147), two gamblers (Scene 96), one is a cartman and a few are bricklayers
(Scene 45). From kings to peasants, all are represented bare-footed. All men other
than holy personages wear turbans as their head-dress and jewelleries as personal
omaments with the exception of anklets and girdles. The ascetics other than the
Pratyeka-Buddha show matted-hair on their head and loin-cloth on their body.
Only in one example, a Rishi shows long beard and moustache. In the remaining
instances, the face of men appears to be clean-shaven. All women wear anklets and
girdles along with other jewelleries, put on scarfs as a covering for the head, and stand
without any covering for the bust. The wrestlers, of course, have nothing else on their
person as a covering than a loin-cloth (Scene 147).!

3. Gods and goddesses :—Among the gods, the four Mahardjas play the
part of lokapilas or guardians of the four quarters, each quarter being represented

1 mummdhmd'uuuithemhﬂuhmﬂi.ll,p.m.m&
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by a quadrant of the railing, berm or main. Dhritarashtra, the lord of the Gandharvas,
is the guardian of the eastern quarter, and here, the warden of S.E. quadrant and
keeper of the southern gate. Viridhaka, the lord of the Kushmandas or Danava-
rikshasas, is the guardian of the southem quarter, and here the warden of S. W.
quadrant and keeper of the westem gate. Virapaksha, the lord of the Nagas, is the
guardian of the western quarter, and here, the warden of N. W. quadrant and keeper
of the northern gate. And Kubera, the lord of the Yakshas, is the guardian of the
northern quarter, and here the warden of N. E. quadrant and keeper of the eastern
gate, Two of them, Dhyitarashtra and Virapaksha, are cither missing or have not
been identified yet for want of labels. Viridhaka stands with clasped hands on a
rocky ground in the appearance and costume of a man (Fig. §8). Kubera stands
in a similar attitude and appearance on the shoulder of a man, bent under his weight.
Both of them, who are to represent prototypes of Indian doorkeepers, appear by the
attitude of their folded hands and manner of wearing the upper garment as typical
Buddhist devotees in a standing posture. Kubera figures as a typical naravahana,
with a man as his vehicle or attribute (Fig. 60).

According to settings suggested in the Atanatiya-Sutta, Dhritarashtra is to
guard the eastern quarter with the aid of Siirya (his general), seven constellations and
cight devakumiris ; Viridhaka is to guard the southern quarter with the aid of Yama
(his general), seven constellations and eight devakumaris ; Virdpaksha is to guard the
western quarter with the aid of Varupa (his general), seven constellations and eight
devakumaris ; and Kubera is to guard the northern quarter with the aid of Mani-
bhadra (his general), eight constellations and eight devakumaris. It is difficult to think
and say that these directions have been strictly followed. Some generals or lieu-
tenants are here : some heavenly bodies, including sun and moon, are here ; and some
devakumaris are here. Keeping the literary tradition in the Atanatiya-Sutta in view,
one can understand why the four Lokapalas stand waiting upon the Buddha; showing
reverence to him. There is a Uttarapathaka (North-western or Persian form of Sirya,
Mikira, Persian Mehy) with avyaiga and high-heeled boots and armed like a soldier.
The attitude is one of a sentinel on duty, standing easy by way of saluting a superior
person whose presence is felt (Fig. 71). A Nagaraja, called Chakravaka, appears
among the generals, with a five-hooded cobra-head rising from behind his head, and
in a human form in rest of the features. He stands gravely with clasped hands as a
prototype of tutelary deities of rocky pools (Fig. 70). He may be taken to be a
Barhut type of Varupa mentioned in the Pali Sutta. A Yamais also to be found

1 Buddhist India, p. 220,
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here under the name of Vaksha Ajakila or Adyakala, though associated with the
figure of Kubera (Fig. 6I). He, too, figures in a human form and remains standing
with some offerings in his right hand on the head of a human-faced or tiger-faced
quadruped, while at Bodh-Gaya he stands on the back of a ram with a big bunch of
lilies in his right hand (Barua, Gaya & Buddha-Gaya, Vol. I, Fig, 20).

Whether labelled or not, the remaining generals may be taken to be all
yakshas and prototypes of tutelary deities. First, we have a standing figure of
Gangita or Gangeya with folded hands, in the attitude of a worshipper. His
feet rest partly on the back of an elephant and partly on the top of a tree (Fig.
62). Next we see a similar figure of Siichiloma, standing on a railing-like structure
(Fig. 63), but which may be just a Barhut representation of Tam-kita-maiicha,
mentioned in the Siichiloma-Sutta. Thirdly, here is a standing figure of Supravasa,
in a similar attitude of worship, with an elephant as the vahana or attribute
(Fig. 64). Of the remaining three Yaksha figures, one stands with a flower in
the right hand with a human-faced and fish-tailed attribute (Fig. 65); one stands
with two hands raised (Fig. 67); and one stands with folded hands on the ground
(Fig. 7b). Here is also an interesting figure of Supama or Garuda, represented
asa human being with the head of a bird. He stands with folded hands in the
usual attitude of a Garuda (Fig. 66)'.

Alongside of these male gods, here are figurines of goddesses, distinguished
as yakshinis and devatas. First, we have a figure of Chandra Yakshi with a horse-
faced makara as her attribute. She is represented as a woman raising her right
hand among the branches of a tree to pluck its blossoms (Fig. 73). Next, we
see a figure of Yakshipi Sudarsand standing on the back of an elephant-faced
makara (Fig. 74). One Yakshini remains standing on the back of an animal-
faced makara (Fig. 68), one on the heads of three lions (Figs. 82, 82a), while
another yakshini is being raised up by a man from the ground on the palm of
his hands (Fig. 72). The last-mentioned three figures are evidently represented
as performing a gymnastic feat, which formed a part of the programme of Barhut
samajis. The yakshini with a man as her attribute may be named Alakamanda.

Among the devatis, one is called Chilakoka (Fig. 75), one may be called
Maijihimakoka (Fig. 76), and one Mahakoka (Fig. 19). Mahakoka is represented
as plucking the blossoms of a tree from the ground, Majjhimakoka from the back

| The outling of the neck and the curve of the head which is broken clearly suggest the [dea of a bird-head,
The neck has no depression and in this respect it differs from the human head.
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of a horse, and Chilakoks from the back of an elephant. All the three of them
are tree-spirits. Besides the three kokds, we have a standing figure of Sirima
(Srimati) with a flower in her right hand', now broken (Fig. 78).

Here is a slightly different type of the same goddess with a bunch of water-
lilies in her left hand (Figs. 7, 7a). The Lalita-vistara and Mahavastu versions
of the Atanitiya-Sutta mention four types of this goddess : Srimati, Lakshmimati,
Vasahprapts, and Vasodhara, all of whom are relegated to the southern quarter.
It is possible that all the four types were represented at Barhut, each type having
been placed in a quadrant. These goddesses were to stand as prototypes of ideal
housewives,

Here are three typical figures of Si, in one of which the goddess remains
seated with folded hands on a lotus blossom (Fig. 79), in one in a standing posture
(Fig. 80), and in the third, in one of these two postures (Fig. 80a). Asa (Hope),
Sraddha (Faith), Hi (Modesty). and Sri (Luck) are the four Graces, all daughters
of Sakra. who are to be relegated to the northern quarter according to the Lalita-
vistara and Mahavastu versions of the Atanitiya-Sutta. It is difficult to say if
all the four Graces were represented at Barhut and typically distinguished, in spite of
the fact that thereis a clear difference in action and posture between the two
figures, 79 and 80.

Here isto be seen also a figure of Gaiga who is represented typically as
makara-vahini (Fig. 77). Here is another figure of a goddess who is represented
as standing on a lotus blossom with a large vina held between her two hands.
Going by her description in the Vimanavatthu, she may be called Padumachchhara
or Lotus-nymph. But there is little doubt that here it stands as a Barhut type of
Sarasvati, the goddess of =sthetic culture.

The devaputras or sons of the gods figure on the bevelled edges as devotees
with folded hands (Fig. 4), while the devakumdris appear as persons plucking the
blossoms or bunches of fruits, standing upon the lotus flowers (Figs. 4-6, 7¢, 7d,
PL XXVI, Pl XXIX). That the devakumaris include Sris among them is evident
from their cognizance, the elephants separately disposed on lotus blossoms (PL XXVI).

Now let us see how the various angels, gods and goddesses play their part
in different scenes from the life of the Buddha, who they are, and how they are
represented.  First, in the scene of Bodhisattva’s Descent (Fig. 35, PL XXVI),
the wives of the Lokapilas serve as attending maids of Mayadevi. In the next

| Cunningham, Stopa of Bharhue, PL XXIIL. 2 ; Rhys Davids, Buddhist India, p. 216, Fig. 36,
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scene (Fig. 37), the angels headed by Arhadgupta are come to pay their homage
to the child Bodhisattva. Here they sitin various kneeling postures with folded
hands, donning their upper garment after the manner of Buddhist worshippers.
The part played by Arhadgupta is assigned in the Lalita-vistara to Mahesvara.
The same Arhadgupta appears at the head of other angels in another scene (Fig. 18)
to see the Bodhisattva safely conveyed out of the royal palace and out of
the royal city. In the same scene, we see Rajalakshmi in the same two atti-
tudes of her hands in which the goddess S is represented (Figs. 79, 80).
In scene 39, ‘Sakra figures at the head of all the gods and goddesses of the
Heaven of the Thirty-three in celebrating a festival in honour of the hair-lock
of the Bodhisattva. The palace and council-hall of the king of the gods are
shown with a musical performance, in which the Gandharvas (heavenly musicians)
and nymphs take part (Fig. 39). This is followed by a scene, in which figure,
all in a human form, the angels of Suddhavisa or Pure Abodes, the three
other classes of Rapabrahmas, the gods of the six Kamdvachara heavens, and
two Nagas, while Mara, a Paranirmitavasavartti god, sits down dejected at a
comer (Fig. 33). In the scene below, the three groups of nymphs, Alambusha
and the rest appear, one group dancing, one singing, and the third playing
vina (Fig. 34). Sakra stands as the heavenly prototype of earthly rulers, the
Gandharvas stand as prototypes of ministrels among men, and the nymphs as
those of human courtezans.

Just in the scene above (Fig. 32), the gods and goddesses are worshipping
the Master whose seat is seen in front of the Bo-tree Asvattha. Two of the
tree-spirits are represented as whistling out of joy, while two Vidyidharas
remain poised in the air, holding garlands! The Vidyadharas are represented
as hybrid creatures ‘with human busts, Indian head-dress and ornaments’, and
‘the bushy tail, intended for that of a peacock,...treated decoratively’. Griinwedel
rightly points out that “they appear flying from both sides towards the holy
places—stiipas, footprints, sacred trees, &c., and are hanging offerings upon these
objects of worship” (Figs. 47, 48, 54, 55). The Vidyadhara figures also on
the head of a banner, used at the time of the relic-procession (Figs. 17, 17a).
The gods and goddesses appear as worshippers of other Buddhas who are
similarly represented by the Bo-trees and Vajrasanas (Figs. 26-31).

1 They mustbe Vidyidharas. For weread in the Jitaka Midsna-kaths (Fausboll, Jimka, L} 1 Vijjadhard
gandhamiltdihatthl mahapurisassa santikap Bodhirykkham agamimsy.
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Subrahma, called Brahmadeva in the Barhut label, comes down from his
heavenly mansion, mounted on a heavenly elephant Airdvata, to congratulate
the newly enlightened Buddha, while Mara stands sad and dejected (Fig. 41).
Sakra figures again with his harper Pafichasikha at the Indrasila cave as a
listener to a religious discourse (Fig. 56). Attention might be drawn also to a
few other scenes from the life of the Buddha, in which the higher deities
figure either as worshippers (Figs. 54, 55) or as listeners to religious discourses
(Figs. 47, 48).

In scene 69, a Magarija. called Erdpata in the Barhut labels, appears first
in his natural form as a snake with a five-hooded cobra-head, and nextin a
human form with the cobra-hood rising from behind his head. Heis followed
by his wife and daughter who as females are distinguished by a single-hooded
cobra-head. Erdpata is hurrying to the place where the Master was sojourning.
Another Magardja, called Manikantha, is also to be seenin his natural form in
Scene 105, while in a medallion in Pl XXX, a Nagardja is dancing in a human
form with a similar five-hooded cobra-head, waited upon by two mermaids
from two sides. Another Nigardja in his natural form is shown in a lake
beneath the Trikita rocks (Fig. 83).

Sakra appears in disguise as a man in a crematorium, uttering a lion’s
roar (Scene 116). In the same scene, we see the hideous figure of a Bhita
or Pisicha. Sakra also plays the part of a stealer of lotus-stalks (Scene 127).
A Vidyadhara, son of Viyu, figuresin a purely human form in Fig. 123, PL XXII,
while a Danava-rikshasa appears as the central figure in a comic scene of
monkeys (I48¢c). A happy Kinnara couple is represented as dancing sportfully
in a medallion in Pl. XXX, and as trembling when brought into the presence of
a human king (Scene 125). Among the tree-spirits, one is represented as offering a dish
of food to a saint with a jug of water, stretching the hands from the trunk of a rose-
apple tree (Scene 140). And lastly, the Yaksha Pamaka, a nephew of Kubera,
is riding a sky-going horse carrying the wiseman Vidira to a Nagaloka (Scene 136).

4. Beasts, birds, and other creatures :—Among the beasts, the lions
come first for consideration. They serve as an omamental device on the bell-capital
of Asokan pillars, the tradition of which is maintained in Barhut sculptures (Figs. 4,
13a, 13b, 54). The leonine figures with human, lion or garuda faces and represented
in various postures are devices utilised in relieving the sense of monotony and improv-
ing the tone of rhythm in art. The lion’s roar is represented by four lion-heads with
a gaping mouth (Figs. 54, I16). The lions also appear as an attribute of a Yakshini,
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who may be accordingly named Simhika (Figs. 82, 82a). These are all so many -
conventionalised and archaic representations of the king of beasts. The truly lion-

like and animated figure is one carved in Fig. 3. Their playful movements are depicted
in one of the medallions (P1. XXXII),

The tigers come next to play their role of killing deer on their grazing ground
(Fig. 108). The tigers and bears peep out through their rocky dens (Figs. 55, 70). A
tiger or wolf is hanging from a post after having been caught in a trap, called
valasanghatayanta in Pali (Fig. 109).

The elephants offer a most favourite subject for the Barhut artists who have
represented them with a first-hand knowledge of their classes, lives and habits. The
Airavatas as mounts of the gods and angels stand as prototypes of the royal
elephants (Pl. XXII, Figs. 17, 41, ST, 52,53, 101, 138). They serve as attributes
of a few male and female deities, Yakshas and Devatas (Figs. 62, 64, 75), and
as cognizances of the popular goddess Si (Figs. 79, 80, 8L, PL XXVI). The
Bodhisattva descends to the earth in the form of an elephant, —a shaddanta according
to tradition (Fig. 35). The whole scroll design starts from the mouth of a sitting
elephant (Figs. 9, 10). The elephant stands as a Buddhist emblem on Asokan
pillars (Figs. 32, 50). The shaddanta as a superior class of elephants for ivory is
represented by name in fig. 128. They are presented in various positions, postures
and actions. But nowhere else they have come out so beautiful than in their
roamings in a forest (Fig. I41c), and in those panels where they as a complete herd
are either living attached to a great banyan tree (Fig. 142), or resting near the
Trikata rocks (Fig. 83), or carrying lotus flowers to lay at the shrine of a
Bo-tree (Figs. 16, 16a). Their playful movements are shown ina medallion in
PL XXXII.

The horse makes rather a poor show as compared with the elephant. The
animal appears on the Barhut gateways as a conventionalised emblem of the Bodhis-
attva’s great renunciation (Fig. 13a). The horse as Prince Siddhartha’s mount is led
by the gods and angels in the scene of renunciation (Fig. I8). The same quadruped
makes the mount of a standard-bearer (Fig. 17), and a mule takes its place in the case
of another standard-bearer (Fig. 17a) The horse stands also as an attribute of a
female deity (Fig. 77). The Valiha and Sindhu are the horses of superior breed,
both of which are represented at Barhut, the former as sky-going (PL XXVI, Fig. 136),
and the latter as fit to be yoked to royal chariots (Figs. 52, 53). The horses are
represented also as chargers of the cavalry (Figs, 52, 53, 90).
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Tuming to deer as the next species of quadrupeds, we may notice that
gazelles are employed as an architectural ornament,—as a cognizance of the Deer-
park at Samath (Fig. 44). The Nyagrodha, Chitra (spotted), Kuranga and Ruru
are the four main species of deer that may be identified (Figs. 88, 89, 103, 126). The
panicky condition of a herd of deer at the appearance of tigers on its grazing ground
is clearly depicted in Scene 108. The various postures of deer, as shown at Barhut,
arec quite life-like. The most beautiful scene is one in which two antlers run in
opposite directions in fear of a garuda (PL XXVII).

The bulls or bullocks play no important part, and the cows are altogether
absent. The bulls are represented as beasts of burden (Figs. 45, 86). In one scene,
a bull remains obstinately in a sitting posture, blocking the road. A makara bears
only a conventionalised head of a bull (PL. XXVI). A dead bull is shown in a
sitting posture in Fig. 114, Pl XllI. The impressive figure of a bull is one in
Scene 109.

The ram (elaka) appears in its two postures : first, as prepared to strike, and
secondly, after the beast has struck down a man (Fig. ITI). Four sitting rams figure
on an entemblature in Pl XXVI.

All the three dogs of Barhut are domesticated beasts. One of them is a dog
of a royal household which goes out to meet an ascetie (Fig. 132), and the remaining
two are hunting dogs (koka-sunakha), trained to track and attack the beasts of game
(Fig. 146).

The wild boar is the only beast of game shown at Barhut (Fig. 146) other than
the deer or antelopes offering many examples.

The jackal is proverbially notorius for its cunningness, and it is in this very
character that it has been represented in Scene 121. A pack of jackals is shown on a
chamel-field as hungrily looking up for human flesh (Fig. 97).

Among the beasts of feline species, a big she-cat is shown as trying to persuade
a cock to come down from the tree (Fig. 119).

The otters are presented in their usual dexterity in catching fish (Fig. 121),
while the squirrels are beautitully shown on the bunches of fruits (Pl. X).

The apes as half-human beasts enjoy a good deal of importance. Some
three or four classes of them are represented. Here are two typical scenes depicting
the mischief-making nature of monkeys (Figs. 99, 105). They are shown also as
capable of rendering service to men (Figs. 127, 129). Their natural life in the forest
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is vividly portrayed (Figs. 56, 122). Their actions in three comic scenes cannot pass
unnoticed (Figs. 148, 148a, 148b). But the most artistic representation of a monkey
is one in PL XXVIIL.

Among the birds, the suparna or garuda is displayed in a sitting posture and
with its wings majestically spread on both sides (Pl. XXVI). The display of
peacocks is no less natural and gorgeous (Pl XXVI). The dancing peacock makes
a maginficent sight (Fig. 9I). In one example, the great peacock, honoured by two
other peacocks from two sides, seems to represent the Buddha with his two premier
Disciples (PL. XXXII). In one instance, the peacocks represent an architectural
omament,—an emblem of a royal palace (Pl. XXVII).

The cock on the tree is perfectly natural (Fig. 119). The flight of the varttakas
(quails) is both natural and impressive (Fig. 93). The latukika (a species of the
quails) is clearly shown with its young ones, bred and brought up on the ground
(Fig. 117). The woodpecker in its nest and in its subsequent movements and actions
is a remarkable picture (Fig. 103). The pigeon and the crow on hanging supports
under the eaves of a kitchen suggest a homely scene (Fig. 94). But the crow is
shown also as pecking the eyes of an elephant (Fig. I17). The crows are again the
birds-that torture the sinners after their death (Fig. 10a).

The mallard as the king of birds stands gracefully, watching the ways of the
thoughtless peacock (Fig. 91). The geese are shown as eating the lotus-stalks, while
two geese remain face to face while floating on the surface of water in a lotus-pool
(PL XXXIX). Some ducks are represented as swallowing up fish in a lake
(Fig. 107).

Among the aquatic beings, the timifgila appears as the dreadful sea-monster
(Fig. 85). The makara which is classed in the Jataka with the crocodiles and alliga-
tors (kumbhila, sumsumara) represents an attribute of Ganga devata (Fig. 77). Itis
generally represented as elephant-headed and fish-tailed (Pl. XXXIII). The tortoises
shown are those of a large species. Their amphibious life ts faithfully depicted in
Scene 103.

The varieties of the fish, their movements and fins in the water of a sea
(Fig. 85), of a lake or pool (Figs. 103, 107), and of a shallow hill-stream (Fig 122)
are vividly represented. That one of these varieties is rohita (red fish) is beyond
doubt (Fig. 121).
The Barhut list of small creatures closes with a snake (Fig. 116) and a frog on
a hill-top (Fig. 117).
16



62 BARHUT

5. Trees and creepers :—The trees shown are either celestial or terrestrial.
Two celestial trees appear : the Parichchhatra or Parijata and the Mandara, the
former in the panels representing a scene of the Heaven of the Thirty-three (Figs. 47,
48), and the latter as an architectural omament (Figs. 52, 54). Those among the
terrestrial trees which stand prominently at Barhut are mostly sacred trees, sacred
either because of their association with the lives of the Buddhas or on account of the
popular belief that some spirits, Nagas, Suparnas, Vakshas or Devatas, took their
abodes in them. Among these trees, those which may be satisfactorily identified,
partly with the help of inscription and literary tradition, are the six Bo-trees connected
with six Buddhas. They are Patali (Fig. 26), Sala (Fig. 28), Sirisha (Fig. 29),
Udumbara (Fig. 30), Nyagrodha (Fig. 31), and Asvattha (Fig. 32). Though their
representation is a conventional work of art under the influence of tradition, it cannot
be denied that the idea of them is actually drawn from nature. The best representation
from the artistic point of view is, of course, that of Asvattha, the Bo-tree of Buddha
Sakymuni (Fig. 32). The same Bo-tree is conventionally represented in other panels
(Figs. 16, 16a, 41). The high position of this tree is best portrayed where it is placed
in the midst of other trees of its kind (Fig. 50). The Sirisha (Acacia), too, comes
out at its best where it is allowed to enjoy prominence in the midst of other trees of
its family (Fig. 69). The Nyagrodha (Banyan) reigns supreme as a sylvan shrine on
Mt. Nadoda or Narada (Fig. 142). This tree has its place also in Scenes 122, 138,
Barhut has no other example of the Udumbara (Fig.) to offer. The twin Sala-trees
make a delightfal arbour (Figs. 54, 55). The Indrasala marks the entrance of a cave
(Fig. 56). The down-spread branch of a tree in flowers, Sala or Asoka, with the
hand of a woman placed in it presents an impressive sight. Here are a few examples
of tall-grown trees in flowers, from which the spirits dwelling in them are plucking
blossoms (Figs. 19, 75, 76).}

A rose-apple tree (Jambu) stands on Mt. Nadoda as an example of sacred
trees (Fig. 140). One example is offered by a mango-tree (Fig. 89). In one example,
the tree appears to be an  Asvattha (Fig. 108), and in another, it may be a Sila
(Fig. 124a),

The tree in Scene 103 is a Varupa (Crataeva roxburghii) according to literary
tradition. The Jetavana scene presents three sandal trees (Fig. 45).

The creeping plant with bushy growth stands on Mt. Nadoda (Fig. 144) as
a class of kshirika-vriksha (trees, the exudations of which cure skin-diseases). But
Barhut can offer two other examples of creeping plants (Figs. 13a, 141c),

I Buddhist India, pp. 224 foll. Barhut, Bk I, pp, 50-53.
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The vine makes a fine show with the bunches of grapes in one of the medallions
that has not been reproduced.

Among the fruit-trees, the mango offers various examples (Fig. 45, 51, 89, 98,
108, 113). The mango planted and reared up by Ganda, the gardener, is a highly
special variety (Fig. 46). Of the Jambu or rose-apple, we have just one example
(Fig. 140). The existence of the Panasa or jackfruit and the date-palm is proved by
the bunches of fruits (Pl XXIV). According to literary tradition, the tree in Scene
104 is a jujube. The fruit-tree in Scene 34 still awaits identification. Two palmyra
palm trees stand as sylvan columns before a mansion (Fig. 40). The plaintain or
banana is shown in two stages of its growth (Figs. 127, 121).

Among the plants bearing flowers, the lotus is the only plant worthy of mention.
The rivers, lakes and marshy lands are pointed out as the places where the three
varieties of lotus grow. The Sala, ihe Patali, and the Asoka offer vary poor examples
of flowers-trees.

The remaining trees and plants may be left out of consideration as unimportant.

6. Flowers and fruits :—Barhut abounds with lotuses of various kinds and
types, the water-lilies being a distinct variety (Fig. 7). The flower in the hand of the
goddess Sirima is probably a datura. The Mandira flowers are celestial (Fig. 54).
The flowers blossoming on the Patali, the Sala, or the Asoka are unimportant.

Among the fruits, the varieties of mangoes, large, small and those of medium
size, constitute the main wealth of Barhut. The jackfruits, castard apples, and dates
stand next to them (PL XXIV). The bananas make a good show at a fruit-shop
(Fig. 145). A bunch of grapes serves as a cognizance of a man of Uttrapatha
(North-western region of India, Fig. 71).

7. Mountains and woodlands :—Nadoda or Narada is the first mountain
to be noted. Barhut offers two scenes on its top and one scene at its foot, A
few pieces of rock are the only cognizance of its existence (Figs. 140, 142, 144). The
pieces of rock also mark the existence of the Kalasildi mountain in Scene 136. The
presence of the Vediyaka hill (modern Giryek in South Behar) is to be inferred from
the Indrasala-cave, situated in it (Fig. 56). The rest are various woodlands (vana-
khanda, aranydyatana), marked cither by a tree-shrine or by a thicket of wood,
generally near a river, a stream or a lake. The woodlands afforded sites for hermi-
tages or natural shelters for the tigers, elephants, deer, and other denizens of the forest
(Figs. 89, 91, 98, 99, etc.).



64 BARHUT

8. Seas, rivers, lakes, etc. :—The sea stands with all its dreadfulness in
the scene of Vasugupta (Fig. 58). A large river is marked by the movement of a
makara (Fig. 77). The current of a flowing river is clearly depicted (Fig. 126).
The picture of a large river, with a strip of land dividing it, and bordered with a line
of acacia trees, is vividly portrayed (Fig. 69). The lakes and pools near a rock or
forest are generally shown with ducks, tortoises and fish moving about in them (Figs.
103, 107, 122).

9. Cities, market-towns, and other localities :—These are nowhere
fully represented. A hint here, a hint there, and all taken together call up a complete
picture. First, in Fig. I8, we see the royal palace of Suddhodana as the central
obiject of interest in the city of Kapilavastu. A portion of the high wall which enclos-
ed the city is also shown. Tuming to Figs. 52, and 53, we are to notice only the
gate of a royal city, such as Sravasti. Thirdly, in Fig. 101, we must note only the
bridge or causeway by which the moat or ditch surrounding a city was to be
crossed." The bazars within the city are indicated only by a banana and a honey
shop (Figs. 145, 143). The suburb of the city of Sravasti is represented by Jetavana
(Fig. 45), and that of Rajagriha by Jivaka's Mango-garden (Fig. 5I). The crowded
market-town of Yavamadhyaka is sought to be represented by the central figure of
the banker, surrounded by multitudes and engaged in settling up petty disputes (Fig.
137). Similarly the villages present themselves to us in all their simplicity through a
common homestead of a householder (Fig. 102).

10. Pleasaunces and gardens :—The Jetavana is presented to us as the
pleasure-garden of a prince which had to be purchased with a layer of crores (Fig.
45). The mango-grove with a mandalamala in the suburb of Rajagriha stands as a
private garden of Jivaka. The presence of the Nyagrodharama which became the
scene of the Dhammachetiya Discourse is indicated by the Dharmachakra sanctuary.
and a royal drive towards it (Fig. 52). An idea of such an arima is well-suggested
in Scene 142, The presence of a royal garden is indicated by a tree and an antelope
standing without fear before a man (Fig. 88). The action of the monkeys shows how
the fruit gardens of common people lay open to mischiefs (Fig. 95).

11. Hermitages and other religious abodes :—The hermitages or
religious abodes of the hermits and ascetics were founded generally away or far away
from human localities in pleasant woodlands adjoining a river or a lake, where roots
and fruits were available, The pamasalas or leaf-huts were the usual dwellings that

I Coomaraswamy, Ealy Indian Aschitecture (Eastern Ant, Val. I1, 1930), p. 213,
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were made. In some instances, the abode could be fixed in suitable caves. Barhut
offers several examples of such abodes, including a cave-dwelling (Fig. 98a). It
shows how the religious abodes of the Buddhists were just in the making. It presents
to us the sites, chosen neither very near nor Very far from cities and towns for the
erection of Buddhist monastic abodes : the Jetavana .in the suburb of Sravasti, the
mango-grove of Jivaka in the suburb of Rajagriha, the Nyagrodharama in the suburb
of Kapilavastu, etc.'

12. Funeral ground :—Buddhist literature speaks of two kinds of funeral
ground : one, where the corpses were thrown away to undergo the natural process
of decomposition or to be destroyed and eaten up by the crows, vultures, jackals and
other carnivorous beasts and birds (sivathika, amaka-susana) ; and one, where the
dead bodies were burnt away on funeral piles (alahana) Both are represented at
Barhut : the former by a man lying down on the ground like a corpse and a pack of
jackals roaming about on it (Fig. 97), and the latter, by a burning bundle of faggots
with a corpse laid on the ground and the figure of a Pisacha near by (Fig. 116). The
fate of the corpses eaten up by the crows and such other destructive agents is shown
in Fig. 10a.

13. Hearth and home :—The hearth and home of common people consist
of a main house, an out house, a kitchen and a granary, disposed on four sides of
a courtyard, or just on two or three sides. Whether a main house or a kitchen,
it appears to be a mud-walled hut with a gabled roof, provided with doors and
small windows (Figs. 102, 94). The shops in the bazars are built precisely after a
similar pattern (Fig. 143). The abodes of the hermits and ascetics are huts with
a roof thatched with straw. The four sides of the roof taper to a point, which is
marked by a pinnacle (Fig. 131). The best example of such huts is offered by one
fenced with a bamboo palisade and adorned with a somewhat omamental pinnacle
(Fig. 105). In one instance, their abode is a cave in a rock with a vaulted roof
(Fig. 98a). ltis called Jatila-sabha in the label attached to it.

14. Royal palaces and cities .—Conventionally the royal palaces and
cities and their celestial prototypes are represented alike (Figs. 134, 47). The best
example of a royal palace is one offered by the palace of Suddhodana with a row
of columns in front. In between the columns is placed a standing figure of raja-
lakshmi. The city-wall appears to be a palisade of wood, or of stone, fashioned
after the manner of wood (Fig. 18). The gate of the palace or that of the city is a

1 mﬂ*w&t.mmwwm&ﬂ.?d.l.p. 158
2 Buddhist Indis, pp. T9-80.
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high barrel-vaulted arch, set in a rectangular wall (Figs. 52, 53). A celestial
mansion with the wall and gate of the celestial city presents a similar appearance
(Pl XXII). The heavenly prototype of a royal palace is the Vaijayanta Palace of
Sakra, and the heavenly prototype of a Council-hall attached to a royal palace
is the Sudharma devasabha attached to Gakra's mansion (Fig. 39).' The top floor
of a sattabhimaka-pasida (building of seven stories) with roof is also to be seen
(Fig. 95a). The mandala-mala in Jivaka's garden is just an open pillared shed with
a gabled roof above and a raised floor below (Fig. 5B). A watch-tower of the
gods resting on omamented pillars is an interesting point to note (Fig. 40). A
typical front view of a royal palace may be seen in Pl XXVIL

15. Buddhist architecture :—The Gandhakuti and Kosambakuti are
introduced as cottages built for use by the Buddha himself (Fig. 45), and the
Mandalamala comes before us as a type of pavilions with a gabled roof, where the
inmates of a monastic abode might meet together (Fig. 51).

Barhut presents designs of other forms of architecture in connection with these
three objects of worship : the relics, the Bo-tree and the personal presence of the
Buddha. The Stipa with the railings and gateways is accordingly represented as
the first type of Buddhist shrines, the Bo-tree enclosed by a railing and confronted
by an open hall for worship as the second type, and the Vajrisana or the Caitkrama
(Walk) as the third type.

The importance of the stipa-models with their best example in Figs. 54 and
55 has been discussed. But the Stapa of Barhut itself with its two railings and four
gateways stands as a grand example of the saririka-chetiya that could be built at
the Sunga period. In this monument, the most notable construction is that of the
jambs of the E. Gateway. Each of the jambs shows in its lower half a fine
combination of four octagons and in its upper half a padmaka culminating in 2

Triratna symbol (Fig. 13a).

Barhut offers two slightly different designs of the Bodhi-architecture. In both
of them, the tree is enclosed by a railing (Figs. 32, 52). In one example, the
railing is provided with a dome-shaped roof with an aperture to allow the tree to
peep out through it (Fig. 52). A monolith of Asoka near the entrance takes the
place of esika or indrakila,—a strong wooden pillar (saradarutthambha),’ posted at
a city-gate.

The Vajrasana is just a cubical seat, omamented with pillars and arches in
front and placed under a pillared hall with a flat roof (Fig. 32). The Jewel-walk

1 Cf G. P. Majumdar's informative paper—THeasth and Home', in L ., Vol 1L
9 Paramatthajotill, Siamese Ed, p. 203.
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is represented as an oramented platform under a pillared shed with a gabled roof,
adorned with a few pinnacles (Fig. 42).’

Barhut also offers two similar designs of a Dharmachaitya or Dharmachakra
shrine, installing in it an ormamental wheel (Figs. 52, 53).

16. Entertzinments :—Samajja or samdja is the Buddhist word to denote
all popular entertainments, and samajid forms a part or distinct feature of the
thapamaha in Barhut art. The entertainments not only consist of music and musical
performances but include also wrestling and gymnastic feats. The reader’s attention
has been drawn to various scenes of music and acting. As for wrestling, Barhut
has just one scene to offer (Fig. 157). The gymnastic feats shown consist in riding
elephants, horses and makaras, and in some instances, in a standing posture (Figs.
62, 64,75,76,77) s in lifting up a standing man on one’s shoulder (Fig. 60),
and a standing woman on the palm of one’s hands (Fig- 72); and in remaining
balanced up on an unsteady support (Figs. 61, 65, 68. 73, 74). Here are also a
few feats to demonstrate the effect of training of animals by men (Figs. 62, 64, 75,
76, 82, PL. XXXII).

The dancing, singing and playing musical instruments constitute three features of
a typical musical performance. Of dancing, which is really an acting according to
certain rules of rhythm, Barhut offers various examples.  This art is mainly assigned
to maidens, human and divine. Here are mainly five forms of dance : one that of a
wife wanting to please her husband (Fig. 95a) ; one that of a Kinnara couple dancing
out of joy in a playful mood (Pl XXX) ; one that of the accomplished nymphs and
courtezans dancing to the accompaniment of vocal and instrumental music (Figs. 34,
30) ; one that of a Néga maiden dancing on the lifted head of a Nagardja,
maintaining rhythm with the wavy motion of his body (Fig. 69); and the fifth that
of a Nagardja in a human form, maintaining thythm with the wavy motion of two
mermaids (Pl XXX)'.

The song or vocal music is sought to be represented only by certain gestures
and postures including those of hands (Figs. 34, 69, 136).

As regards instumental music, we see that a drummer goes at the head of a
procession (Fig. 18). In one instance, the procession is led with the beat of a drum,

1 Foe the importance of these designs, see Barus, Gayd & Buddha-Gaya, Val. I, pp. 19, 20, 26 ; Cunningham,
Mahabodhi, pp. 8, 1819,

2 The grandest dance inllndia in the 2nd century B. C. was that of Magarkjs long, perhaps, before the dance
of Nagarija came into the feld.
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the blowing of an Indian Pipe, and the sounding of a pair of cymbals (Figs, 148,
148a, 148b). The concert is produced by playing the harp (vipa) in symphony
with the sound of the right-and-lefthand drums and bell-metal (Figs. 34,
39). But no musical instrument bears comparison with the stringed vipa
which is placed in the hand of Paiichasikha and the lotus-nymph (Figs. 56,81).

The public appearance of the kings on the back of eiephants (Fig. 5T), the
royal drives and the march of the fourfold army (Figs, 52, 53), the formal entry of
a king into a conquered city (Fig. 101), and the relic procession (Figs, 17, 17a)
constitute pleasant sights. The sights approved as good by King Asoka in his
R. E IV are those which may be calculated to inspire a feeling for piety and moral
action among men, the display of celestial elephants, of celestial mansions, fiery
forms (aggikkhandhas) and such other divine or artistic representations, Barhut
offers a fine example of celestial mansion and elephant in Scene 41 (P, XX11).

17. Arts and crafts :—The Barhut examples of arts and crafts are like
those mentioned in the early records of Buddhism!. They are the elephant-riders,
the cavalry, the charioteers, the foot-soldiers (Figs. 52, 53), the sailors (Fig. 85), the
brick-layers (Fig. 45), the needle-makers (Fig, 120) and the barbers or shampooers
(Fig. 87). The low arts and crafis are represented by the hunters, fletchers and
trappers (Figs. 93, 103, 100, 146),

The art of the weavers and dress-makers has its importance in the discussion
of the drapery and costume of the gods and men,” while the existence of the ivory-
workers is suggested by the action of the hunter employed for the collection of
ivory (Fig. 128), Similarly the art of the goldsmith or jeweller gains in importance
in connection with the jewelleries womn on the person of the gods and men.’ All
that we have to point out regarding this art is that there is a good exhibition of the
handiworks of a goldsmith in the various ornamental compositions on the Barhut

coping (Pls. XXIV, XXV).

18. Viharayatra and dharmayatra :—The Viharayatra was a favourite
pastime with the former kings of India, which King Asoka wanted to replace
by dharmayatra. Going a hunting expedition is mentioned as a typical illustration
of the former and going for an interview with the Brahmans and Recluses as that of
the latter. Barhut offers illustrations of both, as well as of the process by which
the former was yielding place to the latter (Figs. 126, 88, 51, 52, 53).

I Buddhist India, pp. 8296,
23 w'.muafm.mmmm:;mmmmwmmnu
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19. Gods and men :—Barhyt sculptures follow a scheme of art in which
the gods and men figure alike, and represent a religious function in which they unite
to heighten its significance. Looked at from one point of view, here is only a
great concourse of the gods and angels in a upavana or delightful grove created by
art and graced by the presence of the holy congregation of Bhikshus with the Master
at their head. It would seem as if the whole Barhut effort of art is to delineate,
however imperfectly, a picture of the Worship of the Buddha in a peaceful and
tranquil atmosphere, which is suggested in the Mahasamaya-Suttanta, The act of
worship means an open acknowledgment of the greatness of the worshipped. Some
gods may be above some men, but the Buddha is far above all (sabba-sattanam
aggo) and the supreme object of worship (aggadakkhineyyo).! The Suttanta
explains how even the Supamas and Nigas could come in together without

any ferocity and fear, in spite of an incompatible natural relation between
them.’

The Buddhists speak of three kinds of gods (devas, devatis) : those by com-
mon consent or recognition (sammuti), those by purity (visuddhi), and those by birth
(upapatti). The kings and other royal personages are the gods by recognition, the
recluses and other holy personages are the gods by purity, Brahma, Prajapati and
other celestial beings are the gods by birth, To the question, who is a devata ? the
reply is : “Any being who is worshipped or to whom an offering is made or a gift
given”.' The Niddesa list of devatds comprises five groups of five kinds of each :
“(I) ascetics ; (2) domestic animals (clephants, horses, cows, cocks, crows); (3)
physical forces and elements (fire, stone, etc.) ; (4) lower gods (bhummadevs -
ndgd, supanpd, yakkha, asurs, gandhabba)' ; (5) high gods (inhabitants of the
devaloka proper : Maharaja, Chanda, Suriya, Inda, Brahma)”. To these “are added
the two aspects of the sky-god as deva-devats and disa-devata”® The Niddesa
list also includes Vasudeva, Baladeva, Pupnabhadda and Manibhadda among the
beings worshipped by the people of India.  The masses are broadly classed
as devadhammikas® or worshippers of the gods. The devas, as specified in the
Devadhamma-Jataka, are precisely those mentioned in the Niddesa and other
Buddhist texts .7

Now, looked at from another point of view, Barhut represents nothing but the
evolution of man from the lowest to the highest. The whole cosmogiaphy, conceived

1 Digha-M, Il, p. 254, 257 Mahisamaye ‘pavanasmim devakaya samigaty,

2 Sumangalavilliind, Parg Lp. 233 3 Digha M, 11, ~-239: 4 Cf, Mimimst-Sawa, [X. L 6—10.
Abhayam tads Nagargjgnam &si, Supannato khemam akasi Buddho,

5 Pali-English Dictionary sub voce Devart, 6 Angutars-N. Il p. 275, 7 Niddes p. 308,
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in the form of a gradation of beings : Ariipabrahmas, Ripabrahmas, Kamavachara
devas, Manussa, Tirachchhana (Animals), Petas (Departed spirits), and Nerayikas
(Infernal beings), constitutes just a scale to measure the rises and falls of man. The
gods and things celestial typify men and things human at their best, while the
animals, departed spirits and infernal beings typify men at their worst. The Buddhists
place the Disciples of the Buddha in the eight stages of sanctification even above the
Ariipabrahmas and take them to represent a Lokottara (Supramundane gradation,)
while the Buddha is placed in a position, which is reached by none but a Supreme
Buddha.!

As the forms of art reach up to Ripabrahmas, Barhut has avoided figurations,
human or otherwise, of the Arlipabrahmas. IFf art cannot consistently with the above
idea represent in human or any form the Formless, far less can it represent Buddha
and his Disciples who transcend even the limit of the Formless.” The Ripabrahmas
and other gods are carved in the image of man, and the goddesses in that of
woman,

20. Personality :—Here we are not to discuss the metaphysical problem of
personality. The word personality is used in its ordinary sense, it meaning what one
generally understands when one says, “He is a great personality”, “Hers is a sweet
personality”, It is a powerful or significant expression of the self, which is at once
felt and noticed by others who come in contact. Before the arrival of the Buddha at
the abode of certain Wanderers (Parivrajakas) they converted it into a fish-market
by their noisy and unrestrained discussions and conversations, but no sooner they saw
the Buddha was coming towards them than they were all struck dumb.! This was
due to Buddha’s personality. The last compliments paid by King Prasenaijit of Kosala
to the Buddha were all touching his personality.? Personality is some sort of devatva
or divinity. A Bodhisattva or Buddha in the making is otherwise called a mahasattva
or great being, that is, one endowed with great personality. The Bodhisattva in
his last human existence appears as a mahdpurusha or great man. The study of the
history of a mahapurusha is burdened with the problem of development and advent
of such a personality. It is suggested that there are two aspects of the self : that of
attainment through supreme efforts, and that of self-expression, self-assertion, self-
manifestation, one following upon the other.’ Personality is concerned with the
second aspect.

| Here lies a correct explanation for the absence of human figuration not only of Buddha but of Buddha's
Disciples and  Ardpabrshmas.

1 Majhima-M. I, p. 2. 3 lbid, Il Dhammachetiya -Sutta.
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The gods with personality are described as those endowed with supernormal
powers, brilliancy of mental qualities, lustre of appearance, and dignity of position
(iddhimanta, jutimanta, vappavants, yasassino)." A great personality among men is a
person of great power and great influence (mahiddhika, mahanubhdva), Even on the
physical side, a perfect bodily form is required for the expression of personality.
Thus a Bo-tree endowed with personality is said to be a tree of which the trunk and
foliage are proportionately of the same height, the branches, too, are proportionately of
the same height and length, and rise aloft and spread in four directions, and the leaves
are ever green and fresh, and the tallness is no less than a hundred cubits.! The bodily
form of an antelope endowed with personality is similarly described.’ The 32 major

and 80 minor bodily marks of a great man are intended to describe the perfect bodily
form of a man endowed with personality,

The trees of Barhut invested with personality are typified by the Bo-tree in Fig.
32, the Asvattha in the centre in Fig. 50, the Sirisha with a seat before it (Fig. 69),
and the Nyagrodha in Fig. 143. The antelopes invested with personality are three
the spotted deer that stands in the middle (Fig. 89), the Nyagrodha deer in Fig. 88,
and the Ruru king in Fig. 129, Attention may be similarly drawn to the bull in Fig.
109, the lord of the herd of elephants in Fig. 83, the mallard in Fig. 91, the peacock
in PL XXXIII, Arhadgupta in Fig. 81, Alambusha in Fig, 34, the Vaksha in Fig. 67,
the Nagardja in Fig. 69, the Rishi in Fig. I31, and Mahaushadha in Fig. 147.

21. Art and actuality :—In commenting on the human forms of Barhut
and Sanchi, Griinwedel remarks ? “Physically, too, the Hindu differs from the
ancient Greek. With his delicate and supple-jointed limbs, miserable calves and
feeble muscles, the Hindu was in early times, as the ancient Buddhist sculptures
show, the very same lightly built, slippery, eel-like creature that he is to-day. On
the whole, it may be said that ancient Buddhist art has represented the Hindu

excellently, with an agreeable child-like naturalism which, notwithstanding the graceful
moulding, is far from idealising.”

Griinwedel is not the only scholar and art-critic who has indulged in such a
sweeping generalisation as above. It may go without saying that as a physical or
racial type, the ancient Greek differed from the Hindu, as also from the ancient
Roman, Assyrian, Egyptian, and the rest. But will it be a correct inference to draw
from the figurations in ancient Buddhist art that there were no men then in India with

I Digha-N. IL p. 255, 2 Barhut, Bk Il pp. 2.7, 3 LidBl Il p.8s.
4 Buddhist An in India, p, 33,
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a muscular build ?  Surveying all the figures at Barhut, of men, gods, animals and
the rest, we can easily detect that these were designed by at least three artists, and
their works may be classed as superior, of medium quality, and inferior. At the hands
of one of them, the human figures have come out as sufficiently tall, reminding us of

the Punjabis of to-day (Fig. I8).

To our mind, the correct inference todraw would be the minimum, and not
the maximum. Consider, for example, the poor boat propelled by oars in the midst
of a sea or ocean (Fig. 85). Would it be correct to think and say that was
precisely the shape and size of the sea-going boat which is hardly better than a
canoe plying in shallow water ? We should say, “No™. The representation in art
falls far short of the literary description of the vessels in which the sea-going mer-
chants dared go to such distant places as Ceylon, Java, and Babylon (Baveru). The
minimum that might be said is that even that was a possible or actual form of a boat,
known to the artist who designed it.

Consider next the thrones on which the kings are found seated. These are
hardly better than ordinary chairs of to-day. Were these precisely the thrones of
the kings of ancient India which taxed a great poetical skill to describe their magni-
ficence ?  We should again say, “No”.

Mt. Nadoda or Narada, representing as it did a peak of the Gandhamadana
range of poetic fame, is barely indicated by a tree or plant with a few pieces of rock
near by. Are these sufficient to give an idea of the loftiness and grandeur of the
mountain, the natural wealth and beauty of which are described in eloquent terms

by the poet of the Vessantara-Jataka ? Even to this query, our one reply should
be, “certainty not”.

The argument need not be stressed any further. It may suffice to say that a
gladiator with a most muscular frame may assume a most gentle form when he comes
to play the humble part of a worshipper of the Buddha. The main method of treat-
ment followed in Barhut art is symbolical, the human forms not excepted. The
symbolic devices touch the minimum of actuality, and not the maximum.}

I With reference to the figures of the Yakshas, for instance, Bachhofer (Early Indian Sculpture. Vol, Lp 21)
observes : “Insclemn repose and deep earnestness stand the demi-gods of Barhut as creatures of & transcendental sphere
who have nothing in common with humanity. One must, however, beware of interpreting these figures as the expression
of & particularly serious conception.”

e o pes—- e




SECTION V
ASPECTS OF ART

1. Part of Navakarmika :—We are now accustomed to speak of
Buddhist art, taking it to signify that branch of Indian or Oriental art which deals
with Buddhist or Buddhistic subjects. This connotation of the term is generally accep-
ted apart from the consideration of who the artists are. If the craftsmen or so-called
artists under their leader—the mason, were persons strangers to the Buddhist faith and
unfamiliar with its scriptures, legends and traditions, how was it possible for them to
do justice to the work for which they were employed ? If they had represented
skilled hands with tools, where was the head to guide them in their work ? Could
their handiworks have received at all a Buddhistic stamp, if there were no agent to
act on behalf of the Buddhists themselves ? The Vinaya Texts lead us to think that
in commencing all new building operations of importance to Buddhism, the Sangha
formally appointed an expert among its members to act as superintendent (kamma-
dhifthayaka). The duty of the MNavakarmika consisted in directing and supervising
all works connected with Buddhist religious architecture. Some of the Nagarjuni-
konda inscriptions definitely record that the erection of the Mahachetiva of the place
was completed by the Reverend Ananda who knew the Digha and Majjhima Nikayas
by heart.* Similarly the Mahdvamsa records that sculptures in the Relic-chamber of
the Great Stiipa, built under the anspices of King Duttthagamani, were duly executed
under the direction of the Venerable Indagutta (Indragupta) who was endowed with
six supernormal faculties” From these references,it is easy to infer that the
Navakarmika placed in charge of new building operations was either an architect and
sculptor himself or a person who could guide the artists in their work.

2. Navakarmika of Barhut :—If it be assumed that a Navakarmika
was appointed to direct and supervise building operations at Barhut, the question
arises : Who was he ? Among the extant inscriptions of Barhut that record the
names of Bhikkhus or Bhikkhunis other than those who resided at the locality,
mention also the names of places, to which they belonged. Among the local

1 Vinaya Chullavaggs, Vi, mentians in detail some of the works entrusted to a Navabarmika,

2 Vogel, Prakrit Inseriptions from a Buddhis: site at Nigirjunikonda, E.L, Vol. XX, Past I, p. 17 ; D. L. Barua,
‘On some Terms in the Nigariunikopda Inscriptions’, I C., Vel. 1, p. 107,

3 Mahivamm, XX, 98,
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Bhikkhus, only one is mentioned as Navakarmika. Isipalita (Rishipalita) alone figures
as the Navakarmika, adorned with all the other epithets—Bhadamta, Aya and
Bhanaka, with which other Bhikkhu donors are honoured. From this evidence,
the conclusion is almost irresistible that the Reverend Master Rishipalita, the Reciter
of the Sacred Texts, was the Navakarmika under whose guidance and supervision
the Barhut Buddhist monument was built.

3. Art as defined in the Brahmanas :—Silpa (Pali sippa) is the
common Indian term to denote all arts and crafts, all creations that are striking and
skilful,* all things demanding manual skl " and all branches of learning requiring
intellectual instrumentality.” Thus all that go by the name of divine artmanship
(devasilpa), all that go by the name of human artmanship (manusa-silpa), * and
all that go by the name of industrial and professional arts (3gdriya-sippa) * are
comprehended by one and the same term. Here the term Silpa or Art is to be
understood in the narrow sense of artmanship displayed in architecture, sculpture,
and painting, and the point of inquiry is : How is this term, understood in this very
sense, defined in the Brahmanas ?

The definition of Art as met with in the Brahmanas is far from speaking well
of the creative genius of Brahmanism, and the Brihmanas are the ancient authoritative
texts in which the Brahmanist definition of Art is enunciated. In accordance with the
famous dictum in the Satapatha-ﬁrahmana, || = Dy 4.

Yad vai pratiripam tach chhilpam :
“Whatever is a facsimile is Art.

The Pali word corresponding to pratiripam is patiripam. Patiripa is that
which is ‘suitable, right, good, Proper, e.g. patiripo desaviso, and patiripako means
‘one bearing just the semblance’, e.g. pandita-patiripako, ‘a sham scholar * ; mitta-
patiripako, “ one bearing the semblance of a friend *.

1 Barhut Inscriptions, No, 301 Bhadatasa Aya-lspllitass Bhlinakasa Mavakamikacs dinam,

2 Siyamaon Aitareya-Brahmana, VI, 5, 1 2 Silpagabdad :T'nﬂ:hmkmm karmabete . . . |, kaufalam,

3 Fhuddabapitha-Commentary, Section bearing on the Mangala-Sumta : Sippan & yam kifichi hattha-kosallam-
Mhu-lw:m-hlruhml'rﬁdi.

4 Sippa-Surts inthe Udgna : Ganans-sippam, SaAkhina-sippam, Lekhd-sippam, Kiveyya-sippam, Lokiyats-sippam,
Khattavijii-sippam,

3 Sayaps en Aitareya-Bethmana, VI, 5. 1; Silpam dvividham : Devadilpam Manuga-£ilpaf chesi,

& ﬂmdd.hpl{hl-ﬁmnmuy.s-amm on Mutgalasutta, CFf Um«mmr,sm':mmnlﬂ
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The Aitareya-Brahmana, VI, 5. I, sets forth the following definition of
Art which may enable the reader to realize the underlying meaning of the Satapatha
dictum :

Silpani samsanti devasilpany etesham vai silpanam anukritih silpam adhigamyate.
Hasti kamso vaso hiranyam asvatari-rathah silpam. Silpam hasminnadhigamyate ya
evam veda yad eva silpanam. Atmasamskptir viva silpani. Chhandomayam va etair
yajamana dtmdnam samskurute.

‘They praise the creations of Art that are divine. Here Art [in the human
sense] is understood as meaning an imitation ' of those very creations of Art divine.
The figures of elephant? the figurations in brass,® drapery and gold, and the mule-
yoked-chariots * [made by human hand] are [examples of] Art [human]. Art verily
consists in these—he who knows this knows indeed the creations of Art. The
fashioning of self is, to be sure, a work of Art. By this the devotee so fashions his
self as to render it chhandomaya—rhythmical.”®

The definition of Art which is superficial at first sight leads to a point sugges-
tive of its deeper meaning. The point is concemed with the ‘fashioning of self’
(atma-samskritih), the art of self-building. The question is one of bringing a son into
the world in a full-fledged form which is nothing but an art of reproducing one’s own
self as a separate individual who will stand out as a perfect model of bodily form
and mental constitution, endowed with harmony and intelligence. The discussion of
the subject in the concluding part of the chapter above referred to makes it
clear that the fashioning of semen (retah) as the seed of life is in the hands of
the creative power of the Divine Being working in and through nature, while the im-
parting of certain specific characters to it in its passage through the womb is possible
on the part of the parents. The substance with potentialities or posible forms
is given as a work of Art divine and the methodical realization of those possibilities
is the achievement of human skill and intelligence. The text of the Aitareya-Brahmapa
would have us understand that a purely @sthetic factor (e.g., the chanting of select
hymns) may prove of a great psychical effect in producing the required artistic mood.

Sayana : anulgitim sadrifarGpam.,

Sayana 1 hastisadrifam Skiram.

Skyana : kamso darpanidi.

Sayana's interpretation is followed.

Siyans : Chhadndomayam—vedamayam. The rendering of the passage as offered in the Translation of the
Aitareys-Brihmana (Sacred Books of the Hindus Series) s rather a pooe show of Vedic scholarship,.
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Thus the defintion implied is :  Art consists in intelligently working up a desired
form on a natural material, making manifest what is hidden or potential.'

4. Buddhist conception of art:—According to Buddhist conception,
all works of art are really executed by mind (sabbam tam chitten ‘eva kayirati). Referr-
ing to a class of paintings called charapa-chitra, the Buddha is said to have declared :
‘Even that is thought out by the mind (chitten’ eva chintitam)’.' In explaining this
dictum, Buddhaghosa says :—“There is nothing finer in the world than the art
of painting. In executing a picce of painting, this idea first occurs to the mind
of the painter: ‘Here these pictures should be drawn.” With this idea in the
mind, the sketching, outlining, putting on the paint, touching up and other processes of
painting proceed by means of the brush. As a result thereof, the desired figure
appears -on the canvas. Thercafter the artist gives a finishing touch by setting the
details in their right places according to his own ideas’? A Buddha-image, as the
Buddhist views it, is not a physical likeness of the Buddha but a representation

in bodily form of that which is purely mental without any positive basis (avatthukam
manamattakam).!

According to the definition of art implied in this psychological explanation
of the possibility of a work of art, art is an expression of mind
through certain appropriate forms in matter. In other words, mind imposes
its own forms on matter, imprinting them with its own consciousness, shaping them
with its own ideas, enlivening them with its own feelings, vivifying them with its
own emotions, and invigorating them with its own chetand or conation. Thus

the quality of art, that is, of expression, really depends on the sense of serenity,
purity and transcendantility of mind itself.

As a form of composition, the function of art consists in producing rasa or
quality of taste. In Grammar and style, rasa means ‘essential property, elegance,
brightness’, and in dramatic art, it means ‘sentiment’ (natya-rasa), Rasais a property
or quality which is to be tasted or experienced (assade, assidane, assidatthena),
It permeates an object through a flow of its own (snehane). In the Netti, rasa is
taken to be a synonym of juti, ‘brightness, excellency’. Rasa as a sense of taste,
represents the personal accomplishment or distinction of a man® |t carries with it

CE Barus, A History of pre-Buddhistic Indian Philosophy, (1921), pp. 108-110.
SamyuttaN, [, p. 151,

Anhasalin, p. 64, See the Expositor by pe Maung Tin, 1, p. 86.

Fausbell, Jacaka, IV, p. 228,

Pali-English Dictionary, sub voce Rasa,
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ASPECTS OF LIFE AND ART 7

the idea of a pleasurable or joyous interest, which is bom of experience, An
experience is to be felt by an individual within himself (pachchattam), and, as such, it is
inalienable from the self. There is, therefore, an indefinable element in each experience
and in the sentiment bom thereof. The rasa aimed at in Buddhist literary and
art compositions is vimutti or final emancipation. This rasa or interestis to inform
the whole and part of such compositions. The simile by which this point is
illustrated in Buddhism is this : Just as from whichever part of the sea the water
is tasted, its taste is salt (loparasa), even so vimutti is the taste of the Buddha's
doctrines, as embodied in a literary form." Vimutti is the free or unrelated state of
consciousness (chitta), and the chitta which has experienced such a state is called
vimutta-chitta. Mind in its passage towards vimutti, enjoys the taste of aloofness
through self-alienation (pavivekarasa), that of joy born of the feeling of spirituality
(dhammapitirasa).®

Looked at from this point of view, it is of secondary importance whether the
forms adopted by art are exact copies or accurate representations of nature or not.
The chief point for consideration is how far they are adequate as a means
of producing the rasa in the varying degrees of its manifestation, the gradation
being determined by human measures of joy and happiness (ananda).’

5. Time and Space :—Kila or samaya is the Buddhist term to denote time,
and akasa, to denote space. Time is only a mental mode of interpreting events in
space or in mind, it being without any existence in actuality.' The notion of time
implies a related character of the world, viewed or contemplated as an object of
thought.' The consciousness of time is reduced to zero in chitta, when chitta becomes
unrelated; remaining in its own place." An event, when it happens, happens as a
simple occurrence, simple in the sense that the factors combining to produce it are not
analysed yet. The possibility of its occurrence lies in a combination of circumstances
or causal elements (pachchaya-samaggi), or in a complex of mental factors in relation
to the consciousness.” The conventional or historical mode of representing existence

I Angutara-M, I, p. 36, IV, p. 203, Samantsplsddik, I, p. 16 : Ssbbampi Buddhavachanam rasavasens

ekavidham...tam ekarasam vimuttirasam eva hoti.
; 2 Dhammapada, v, 205 :

Paviveka-rasam pitvil, rasam upasamassa cha | niddaro hati nipplipo dhammapiti-rasam pivarp 1|
Taittirtya-Upanishad, 1, B
Authastlinl, p. 59 : So pan'esa sabhivato aviifaminand paffatrimattaka eva.
Ibid, p. 59 : tam tam upldiya pafifiatio kilo nima.
Fausboll, Jataka, 111, p. 210,
Auhastlini, p. 58,
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is one in terms of three portions of time : atita (past), andgata (future), and pachchup-
panna (present).' The atita is that which has already ceased to be (niruddha), and the
andgata is that which has not as yet come to be. From the logical point of view,
therefore, the pachchuppanna which is only a relative concept depending for its
validity on the existence of atita and andgata does not stand in reality.” From the
psychological point of view, however, pachchuppanna stands as an ever-renewed
present. Such a present may be represented either as continuity (santati) or as
duration (addha), while its perception constitutes only one active moment of cons-
ciousness (chitta-khana).’ As the Mahaniddesa teaches, the visualisation of the entire
history of the universe is possible by a single act of intuition in consciousness.*

The concept of akasa is treated under riipa, as well as under chitta. As under
ripa, dkasa or space is conceived as a dhitu or element which retains its own
characteristics.” It is the ultimate ground of all physical objects, of all-matter. As such,
it remains unaffected by the four great elements® and their derivatives, constituting
together all-matter (sabbam rapam).” And as under chitta, akasa dawns on consci-
ousness as a vision of the infinity of space in a plane of experience which is reached
immediately aftcr rising up beyond the sensuous (riipavachara).* The infinity of space
is entertained by the mind as a bahiddharammana or object of experience which
directs the mind towards the external world for its place of origin’ And as a mental
element, it is through space that we perceive objects as mutually distinct (parich-
chheda-ripam).”

6. One chitta.kshana in Barhut art :—Although the Barhut monument
was not built in a day, and it took nearly a century to be completed, it is no wonder
that the whole of it is designed to represent only one chitta-kshapa. This kshana is
no other than a single moment of rejoicing, one moment of pure religious impulse,
one thrill of joy, or one devotional mood, induced by the festival (maha) held in
honour of the relics deposited in the stipa at Barhut. This may well explain why a
scene of the relic-procession is depicted on the very First Pillar, as also on the very

Maiihima.N., lIl, p.187 ; Kathivatthu, I. 10 ; Stchervatsky, Central Conception of Buddhism, p. 45 f.
Madhyamika-kirika. Ch. [,

Auhasalini, pp, 42021 : khana-pachchuppannam chittam chetopariys-Miassa Srammanam hoti
Mahiniddesa, githis quoted under Jarlvaggs,

Dhammasangapi, p. 144,

1bid, p. 144 : asamphuham charohi mahabhatehi,

Ibid, p. 124

Ibid, p. 98.

Ihid, p. 242,

5. Z. Aung, Compendium of Buddhist Philosophy, p, 226,
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first piece of coping. This also explains why all men and women, gods and goddesses
appear in what Griinwedel would call ‘gala-dress’, as a result of which it becomes
difficult to distinguish between gods and men, kings and commoners, queens and ordi-
nary women. The same explains why thioughout prevail acts of and preparations for
worship, why all meet all, the heaven and the earth, the high and the low, the
serious and the frivolous, on a common platform and in the same joyous mood.

7. Time as continuity :—Time as continuity has been defined as a conti-
nuous adding to the strength of an impulse till the required momentum is produced.
In producing fire, for instance, heat is to be generated by degrees till the point of
ignition is reached. The continuous adding to the strength of heat till that point is
reached is santati, Suppose there is a heavy waggon which can be drawn by seven
pairs of bullocks. The first pair is yoked to it, then the second, next the third, and
the process is continued till the seventh pair is yoked and the waggon begins to move.
This is called santati’ Let us see how this idea of santati (continuous action) is
represented in Barhut sculpture. Consider, for instance, the Fig. 103 in which the
story of Kurungamiga has been represented by no less than five stages, and all in one
and the same medallion. The depiction of each single stage constitutes a moment of
artistic effort which adds to the significance of the previous moment, and until the last
stage is depicted, the desired scene of the Jataka remains incomplete. And when all
the stages are depicted, the result is just one presentation on the whole. Similarly,
the execution of each panel constitutes a moment of artistic effort, and all such
moments combine to produce a single artistic result. An artistic interest is created
only by the cumulative effect of a continuous action.

8. Time as duration :—Time as duration is nothing but a span of life, a
career of a person, a period of history. This aspect of time is well represented at
Barhut by the Elephant-and-Scroll design on the coping. In spite of the fact that the
bas-reliefs could not be arranged serially according to the chronology of events
in the life of Buddha Sakyamuni, they are intended, in point of fact, to represent
his whole career from the Pranidhdna to the Mahadparinirvina, as well as from birth
to death, in so far as his last existence is concerned.

9. Space as a factor in art :—We have noted that dkisa or space is
that through which the objects or forms come to be perceived as mutually distinct.
Space includes also the idea of inter-spaces. It is in connection with space and
inter-spaces that the consideration of various other points arises, such as perspective,

1 Ashastlinl, pp. 83, 420, Santati s only a continued process of similar actions till the desired result is produced.
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location or setting, proportion, shape, size, volume, light and shade, background,
position, postures and attitudes. The spaces at the disposal of the Barhut artists
were panels that are either circular, semi-circular, curved, quadrangular or linear. The
shape and size of these panels, combined with the exigency of the subject-matter,
had much to do with the judgement of the artists in determining the perspective
and the rest. Spacing in Barhut sculptures is not, upon the whole, unsatisfactory,
and it is only inafew reliefs (Nos. 37, 137) that the effect is rather clumsy
due to the overcrowding of figures.

10 Perspective and Background :—Leaving other points to art-critics
for their opinion, we shall here consider only these two points : perspective and
background. With regard to the first point, we may observe that Barhut sculptures
are generally lacking in a geometrical perspective. There is, nevertheless, a perspective
of their own, which may, for want of a better term, be called narrative perspective.
In Scene 33, for instance, the four groups of deities are expected to represent four
quarters : east, south, west and north. The four quarters are actually represented
by disposing the deities in two rows, one behind the other, and detaching two
figures from the two rows and making them face opposite directions from two sides.
In Fig. 72, the man raising up a standing female on the palm of his hands looks
very small as compared with the upper figure, which is not quite correct according
to geometrical perspective, There are some Jataka-scenes, in which the story is
represented by stages, The presentation is one of a riddle which cannot be solved
unless one views it in the sculptor’s own perspective in a vertical projection. The
lack of geometrical perspective may explain why there js nothing in the background
of the bas-reliefs.* Everything, every part of a picture, is sought to be equally placed
in front. There is, nevertheless, a background, which is to be supplied from

literature or tradition, ie,, by the observer himself from his own knowledge or
imagination.

11. Tree-and-Woman motifs =Dr. ]. Ph.Vogel has adopted Salabhaii-
jika as a Sanskrit term to denote the tree-and-woman motifs in Indian sculptures.!
The Mahavamsa employs puppha-siakha-dhars* (“holding the bunches of flowers
and branches of trees”) as an expression to denote such motifs that are obviously
all decorative. As Griinwedel reads them, in these motifs “women stand under a

2 Bachhofer (Early Indian Sculpture, Vel I, p. 23) observes 1 “The shades are not yet connected and do not
produce that uniform dul:gnmdhmuhi:hﬂmpﬂuhrh!nﬁ!uminmd figures.”

3 Acta Orientalia, Vol. Vil—*“Worman and Tree or Salabhasiks."

4 Mahtvamss, Ch, XXM, V.91,
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tree, and raise their hands among the branches as if to pluck the blossoms”.! Neither
Griinwedel nor Dr. Vogel has read any erotic meaning into them. Recently Mr. K.
Rama Pisharoti has published an instructive paper in the Journal of the Indian Society
of Oriental Art (Vol. llI, No. 2, pp. 28 foll.), suggesting that Dohada Salabhaijika
should be adopted as the Indian technical term to denote all these popular artistic
devices, represented ‘both in Indian literature and sculpture’. He has cited references
from the Sanskrit Kavyas dating from Kalidasa downwards, and many examples from
ancient Indian sculptures dating from Barhut onwards to prove his case. The
idea in Dohada is “that some plants, trees and creepers would blossom in the
off-season, when lovely women direct their activities towards them”. “These
activities,” adds Mr. Pisharoti, “may be of two kinds: they may consist in
direct contact with the body of a woman, as when she kicks, touches or embraces,
or in indirect contact, as when she spits liquor upon them or blows at them, laughs,
glances at them or when she speaks sweetly, or sings, or dances in front of them.
In the terminology of Alamkarikas, most of these are Uddipanabhavas so far as
$rifgdrarasa is concerned ; that is to say, these are actively associated with
Sambhogasringira, love in enjoyment.”

He notices a clear instance of the Lativeshtika type of ‘Alifgana-dohada’
in the Barhut representation of Yakshi Chandra (Fig. 73), and Chilakokd devata
(Fig. 75).

12. Criticism of Pisharoti’s interpretation : —Mr. Pisharoti claims
that “the women-and-tree motif which was a favourite one with Indian poets, drama-
turgists and artists and the variations in its representation,---finds adequate
explanation on the basis of the different kinds of Dohada associated with different
trees”. This claim, put in this manner, may be allowed to stand. But the weak
point in his argument is that he has not succeeded in citing a single reference from
any branch of Indian literature, prior in date to the works of Kaliddsa, to prove
the earlier existence of the popular belief in the possibility of fertilisation of p'ants
by an amorous contact or association with women. He has referred us indeed
to the Mahabharata and the Jataka tales that speak of men marrying trees.

There is only one Buddhist legend in which a Brahmin religious student is
said to have been wedded to a Pitali tree, orto a twig with flowers. This
legend was invented by the Buddhists long after the erection of the Buddhist
monuments at Barhut, Bodh-gaya and Sanchi, to account for the origin of the
name of the city of Pataliputra, The name of its ancient site, as known in

1 Buddhist Art in India, p. 41.
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Buddha's time, was Pitaligrima, and Pataligraima was then only a village on the bank
of the Ganges. By the application of the rule of avidira-upanidha-pafifatti (naming
a locality by the proximity of a natural object, such as a tree), one may suggest
that the village came to be called Paitaligrima from the circumstance that its
entrance was marked by the presence of a Patali tree, or that it abounded with
Patali trees (cf. Imdasalaguha, Nigoha-kubhi)! The Pali scholiasts, however,
suggest that the village became known as Pataligrima for no other reason than
this, that when its foundation was being laid, two or three young Patali trees
shot forth from the ground.?

Hwen Thsang has described the later Buddhist legend accounting for the
origin of the name of Pataliputra, setting forth what is really meant® Witha
view to satisfying the mania of a Brahmin religious student to marry, his fellow-
students laid a plan., They supposed two persons to represent the father and
mother of the bridegroom, and two persons to represent the father and mother
of the bride. The scene of action was laid undera Pitali tree. A twig with
flowers on it was supposed to be the bride. This bride was given to the
student, whose heart rejoiced as he took her to himself. His fellow-students
knew that all this was fun. But he would not return home with them. Affected
by love, he preferred to remain there. The fun led to an actual marriage of the
student with a young maiden who lived as a tree-spirit in that Patali tree. Even
ason was born of that wedlock. The flowering tree became a great mansion
for him.

Thus here is no hint at marrying a tree. The custom of a man’s marrying
a tree, preferably a banana or plantain, prevails among the Hindus. But the
object of the ceremony is to create a hiatus in the series of deaths of the wives,
married one after the other.

The Slokas cited by Mr. Pisharoti from the Great Epic (Santiparva, Ch. 182,
vv. 10-17) are precisely those in which certain empirical proofs are put forward in
support of the view that the trees and plants possess all the senses, including the
intenal percipient or soul (jiva, chaitanya), and that probably in refutation of an
carlier view propounded by the Jains and Ajivikas that the trees and plants possess
only one sense, the sense of touch. There is, however, no such specific suggestion

1 Puggalapaffani-Agthakathd, Nidina-vanpani.

2 Udana-vagnand, Siamese Ed, p. 515: Tausa kira gEmassa mipana-divase gimaggahana-{thine dve
tayo Pagalatlourk pathavits ubbhijiitvd nikkhamimsu, tens tam Pagaligimo tveva vohariqsu,

3 Beal, Buddhint Records, Vol I, pp. 8385,

M
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made in those slokas that the trees are fertilised by an amorous contact with a
lovely woman.

The Sanskrit Kavya descriptions of Dohada are interesting as an effective
erotic mode of differentiating the artistic devices associating women with trees.
But the question is—shall we be justified in reading an erotic meaning into all of
such devices, particularly into those at Barhut ? When art sets upa form, it
may be interpreted differently by different persons according to their taste and
temperament.

A view indeed gained ground in Indian literature, both ascetic and erotic,
opining that woman is all sex or lust. All her gestures and postures, all her
movements and playful activities were interpreted as a sign or expression in different
ways of her lustful self It is really in this very character that she has been
represented in many of the bas-reliefs of Barhut. But even this is no evidence
in support of Mr. Pisharoti’s interpretation of the tree-and-woman motifs,

In interpreting them, we must take them along with other motifs in which
the yakshinis, devatas and devakumaris are represented. Confining our attention
to the female statues, we may notice that the yakshinis and devatis are represented
cither as female devotees or as actresses. As devotees, either they are gathering
flowers and fruits to make an offering thereof at the sanctuary, or they (Figs. 7,
7a, 78,) are ready with such offerings in their hands, or are performing the act of
adoration (Figs. 26-32). As actresses, they are ecither taking part in a musical
performance (Figs. 34, 39, 69, 81), or performing a gymnastic feat (Figs. 68, 72,
74, 82a). In the so-called tree-and-woman motifs, they are invariably shown as
plucking blossoms or fruits. In one example, she is plucking blossoms, standing on
the back of an elephant (Fig. 75) ; in one, standing on the back of a horse (Fig. 76),
in one, on the head and tail of a horse-headed makara (Fig. 73); and in one, on
the ground (Fig 19). On the bevelled edges of the uprights, the devakumaris are
represented as plucking flowers and fruits, standing on lotus blossoms or lifted cobra-
heads. The Barhut meaning of the tree-and-woman motif may be evident from a
representation of these maidens in Fig. 7d, Pl X.

12. Method of continuous narration :—The method of continuous
parration or continuous action, adopted in some of the Barhut panels, and in the
Barhut sculpture on the whole, consists in “the portraying in one composition of two

| Faushall, Juska, Vol. V, pp. 424 foll. ; Lalita-vistara, ed. Lefmann, p. 320.
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or more scenes from the same series”.! One may readily agree with Dr. Coomara-
swamy in thinking that this method of narration is not “specifically Jaina, nor even
specifically Indian, but rather simply primitive”, In the same connection, he charac-
teristically observes : “Here-+-is a method of narration...possible in visual art, but
difficult in words...according to which a succession of events is actually represented
in spatial simultaneity. The method contrasts with that of a now much more familiar
and ‘realistic’ type of art in which a strictly momentary condition, rather than a conti-
nuous act of being, is depicted. The limiting concepts are on the one hand that of
the world-picture...in which all that belongs to every where and every when takes
place immediately and is seen at a single glance without duration or spatial analysis ;
and on the other, that of the static glimpse of what takes place ata single moment
in a given time-sequence and in a given place determinable geographically. These
limiting concepts are then of two entirely different ‘nows’; in one case the now of
etemity, in the other a datable now ; and in the same way, concepts of two entirely
different ‘heres’, one that is everywhere, the other local. Evidently, the continuously
narrative art tends rather to be the representation of the now of eternity apart from
temporal and spatial extension, than to the now envisaged by the painter of effects and
of events”. “We are not,” he adds in continuation, “by any means suggesting that
the methods of continuous narration and vertical projection were devised in order to
be the presentation of a vision of things apart from time and space, but rather that
things seen, apart from time and space in ‘dhyana’. Vedic ‘dhi’ could not have been
otherwise represented. One could not merely by an arbitrary and “archaistic” imitation
of the method repeat its implications , the thing must ‘proceed from within, moved
by its form”. The modality of primitive art is not a style adapted by a process of
reasoning to a given content, but concreated with its content, just as whatever is
created in the likeness of a given form is not an imitation of a pre-existing form. but
‘concreated” with its form, by which it is informed. It has thus been demonstrated
what is the ultimate content of Jaina (and a posteriori, of Buddhist) art, and that its
stylistic formul are not merely appropriate to, but inseparable from the expression
of this content, and as a matter of infallible necessity”’,

We have nothing more to add to these words of Dr. Coomaraswamy than that
whether the roots of the method of continuous representation in visual art may be
traced in Vedic symbolism or not, his interpretation of the method itself is precisely
what it should be according to the Buddhist conception of art and time.

I Beown, M. W., Ministure paintings of the Jaina Kalpastira, Washington, Smithsonian Institution, 1934, p, 32,
2 Journal L. 5. O. A., Vol. Ill, No. 2, pp. 141-144,
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13. Patachitras and Sculptures :—The pictorial and plastic representa-
tions as two allied forms of visual art developed side by side in ancient India. Look-
ing at each of the Barhut panels and viewing them all in succession, one is apt to
feel as though the pictures have been drawn on stone instead of on canvas, Each
panel presents only a front view. A tradition of Patachitras or scroll-pictures was
built up in India at the time of the rise of Buddhism, and it has continued to modem
times. These pictures were known in Buddha’s time as charanachitra, ‘rambling
pictures” (vicharanachittam), rambling in the sense that a class of Brahmin religious
teachers, Nakha by name, used to wander about in the country, instructing the people
by means thereof. The favourite theme, of course, was the happy or unhappy state
of persons after death resulting from their good or bad deeds.! Mamkha or Makha
is the name suggested in the Jaina Bhagavati-Sitra for the pictures themselves? It is
quite possible that the Pali Nakha is a wrong spelling of Makha, which, even accord-
ing to the Avadhata-Upanishad (6), should be the name of those painter-teachers,
We are told that the pictures were drawn on a kotthaka or portable box-like gallery
and labelled with inscriptions* These pictures became afterwards known as Vama-
patas. The tradition of this ancient pictorial art has been maintained in the Buddhist
bas-reliefs and frescoes. The bas-reliefs and frescoes on the one hand, and the

scroll-pictures on the other are alike so far as their method and technique are
concerned.

14. Foreign influence :—Patriotism alone cannot do away with the
fact that certain forms of both architecture and sculpture were derived, if not
actually borrowed, in Indian art from foreign sources: Achemenian or Iranian,
West Asian or Assyrian, Hellenic or Greek. The direct influence of the architecture
of Persepolis is palpable in the bell-capital of Asokan monoliths which left its
legacy in the Sufga art of Barhut. The pillars bearing upon them the winged
figures of animals—winged horses, gazels, goats, lions, or sitting elephants, resemble
in form the lranian ‘unicorn pillars’. The form of these winged creatures takes us
back to a source which is ultimately Assyrian® And in the adoption of the
acanthus and other mythical plants as a means of decoration we may clearly trace

Barhut, Bk. | p. 92.

Uvdsaga-Dasto, English Teansl, by Heernle, Appendix A,

Sa mahimakho mahlyogal kpitsnametach chitram karma,

Sararthappakssinl, Siamese EL, Par. 1L, p. 398 ; Makha nima buthimans-plardild hontl, te pana kogthakum
katvl matha nlnappakird sugasi-duggativo sampatti-vipattiye likhBpeivl *ldem kammum karvi idam papla-
bhati idam katvd idan™ ti dassento vicharanti.

5 Grtinwedel, Buddhist Act in Indis, pp. 16-18.
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a debt to Hellenic art tradition! But Grinwedel notices ‘derivatives of the
Assyrian cherubs’ in the figures of animals ‘with human faces, long pointed beards
and finely twisted manes, every lock of which is represented according to rule’?
With Granwedel, the representation of Kubera and other deities as standing upon
their attributes is one ‘in imitation of Western Asian deities’? The influence of
Egyptian art is palpable in the form and drapery of some of the Bathut Yakshas and
Yakshinis.

The historical possibilities of the infiltration of those foreign influences lay in
these two facts : (I) that both Asokan and Sunga art forms developed after cultural
contact with the Iranians and other western nations, including the Graeco-Bactrians,
had been established ; and (2) that the artists employed by Asoka and the
builders of Barhut monument were persons who hailed from the North-western
region of India which was geographically the meeting place of Indian, Iranian,
Bactrian and Western Asian cultures.

Take, for instance, the Barhut representation of the Sun-god called Mihira
(Fig. 71). He puts on high-heeled boots. He is clad from the feet upwards to
the bosom.  He wears ‘a girdle, avyafiga (Bactrian aiwydonha), about his waist.”
He stands like a soldier with his big sword putin a sheath. He holds a bunch of
grapes in his right hand. According to Varahamihira, this form of Sarya is Uttara-
pathaka or North-western.! Next look at the Bodh-Gaya representation of Sirya
with his charioteer Arupa, driving the one-wheeled chariot drawn by four horses.
Strya himself is still represented by a disc placed under an umbrella.® Thus we
get two distinct forms which combine in all later representations of this powerful
god.

The art-critics have come at last to realize that the claim of Indian patriotism
touches the fundamentals of Indian art, while the copies and borrowings of forms and
devices from other traditions constitute only a secondary feature or side-issue,
Even Griinwedel, who is a strong advocate of foreign influences, is foreed to admit :
“All these hybrid creatures and winged figures—besides their purely decorative role,
have been employed in representing the inferior mythical beings of the native
mythology.”

1 Vincent A Smith, Ascka, 3ed edition.
2 Grunwedel, Buddhist Art, p. 50.

3 [Ihid, pp. 4041,

4 Barhut, Bi. I, pp. 69-70.

5 Barus, Gaya & Buddha-Gaya, Viol. I,
6 Buddhist Art in India, p. 18,
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Now the discovery of the ancient works of art at Mohenjo-daro and
Harappa has greatly robbed the question of borrowing from “Western Asian forms
of its charm.  These works point to the existence of an art-tradition in the Indus
Valley in so remote an age as chalcolithic. And a careful study of that tradition
reveals the fact that the same trend of art has expressed its rhythm now here, now
there : now at Barhut, now at Bodh-Gaya ; now at Sanchi, now at Mathur3, now
at Samath, now at Amaravatl. The animal figures show a wonderful vigour of
expresson, virility, vitality and animation in form. The human figures, the represen-
tation of sacred trees and other natural objects display similar characteristics.
And the continuity of these forms, in a slightly modified mode, may be clearly
traced in all subsequent art activities, including those at Barhut.!

There are again scholars, headed by Dr. Coomaraswamy, who from a new
interpretation of Vedic ideas, mythology and symbolism have brought to view the

eternal, perennial source—the within of the self, from which the forms of Indian art
had evolved.

15. Monotony relieved :—The Arthasistra mentions punarukti or
repetition as a defect of style of royal writs,—of epistolary composition (sdsana).
Asoka was aware of this defect. So in his R. E. XIV, he has said : “There are
matters that have been repeatedly dwelt upon (puna puna vutam) only because of
the sweetness of their meaning (athasa madhuratdya).” The Barhut artists too were
conscious of this defect in art compositions. So they took particular care to
relieve the sense of monotony in the repetition of the same form. They tried to
achieve this object, first, by acting upon the principle of ‘na cha so, na cha afifio’,
‘neither the same, nor the other; and secondly, by the interposition of dissimilar
forms, such as the leonine figures in the Elephant-and-Scroll of the coping on its
inner side, and the pillars bearing the statues of deities in the reliefs on the railing
proper. It is rarely that they repeated the same form without adding a novel
feature to it.* It will be fully recognized some day that the rules of Indian nityasistra

(dramaturgy) and alafikdrasastra (poetics) have their application also to art forms
and compositions.

| Indian Sculpture by Seella Kramsisch, Heritage of India Series, is an admirable expasition of this trend of
India wrt.

2 One such example is the medallion representing the majestic figure of a peacock honoured by two sther
peacocks from opposite sides (P MO0,
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Ajatadatry, king, [ 27, 30F., 55 f, 58, 84 :
Il 42, 1l 52
Ajivikas, | 68
Ananda, 132, 45; 1128, 32
Anithapindika, Buddhist banker, | 44,
57H.;: 11, 28 32
Andhras, | 43
Ashadha, | 64, 11 97
Adoka, king, | 28f, 35, 4., 48, 52, 67F,
76f., 84, 91, |1 168
Bahiya Daruchiriya, Ill 9
Bhagiratha, | 55
Bhalluka, Il 26
Bharanideva, | 45
Bodhi, | 45
Bodhigupta, | 45
Buddha Konigamana, Stapa of, | 31
Buddha Sakyamuni, 1 30, 46, 494, 60, 62F.,
TIE, 748, ;
Ajatasatru’s interwiew with | 16, 58
Birth of, 1 10;
Bodhi-Tree of, | 7R, 27, 508, 62F. -
Brahmadeva’s visit to, | 16:
Decease of, | 23, 76f. :
Enlightenment of, | 1 9.
First Sermon of, | 10;
Jewel-walk of, 1 23, 75 ;
Jewel-szatof, | 76, 18 :
Miracle performed by, | 75:
Prasenajit's visit to, | 16, 58 -
Preaching of Abhidharma in Tushita
by, 1 76
Buddharakshita, | 45
Chapadevi, wife of Revatimitra, | 14, 17,
21F,27,33: 1 11
Chhandaka, I 19, 21
Devadatta, | 73
Dhanabhati, king, | 7f, 24, 29. 33f, 37,
41f.,48,89; Il 31, 39, 52
inscriptions of, | 8f., 29, 34f
Dhanabhati I, grandson of Dhanabhoti,
I 42

Dharmarakshita, | 45
Dharmaruchi, | 85, 89
Dighatapassi, Il 109
Dutthagamani, king of Ceylon 1 36: Il 29
Ganda, Il 29, 35
Gargi, | 42
Ghosha, | 41
Indagutta, Ill 29
Janaka, King, I 65, Il 153: lll 52
Jeta, Prince, | 44,57: 1l 27,29 Il 52
Jivaka, | 58, 1l 42, Il 42,52
Kakutsandha, 1 50 ; 1 3, 32
Kandar, | 70, 73, 1l 11,7; M 52
Kagyapa, 150; Il 4
Kharavela, Jaina king, | 48
Kinnan, 1 70, Il 117, Il 52
Konigamana, | 31, 49f.: [| 4
Madn, 1l 162
Maghadeva (Mahadeva), King of Videha,
| 64, 67, 1l 82; Il 52
Mahakasyapa, | 31, 841l 15
Mahimaya, | 84; Il 11, 14
Mahaushadha, Bodhisattva, | 70, 73, Il 159
Matsyagandha, | 55
Maya, queen, | 54, Il 57
Maudgalyayana, | 32
Mauryas, 1 30
Nagarakhita, queen, | 24, 29, 42
Nigrodha, 1l 168
Panthaka, | 4]
Phalgudeva, | 4]
Prasenajit, | 16f, 23f, 27, 35, 40f, 58,
Il 46
Parnaka, | 16, 35, 71
Pushya, | 47
Pushyamitra, | 17, 21
Rihula, | 45
I 73.
Revatimitra, | 14, 17, 47
Rishipalita, the navakarmika of Barhus, [l 47
Rishirakshita, | 41
Rishysringa, | 55, 64, 73, Il 145
, 123, 58, 82
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Sambulg, [l 163
Sahghamitra, | 45
Sanghila, | 41
Sambhahga. Il 144
Sariputra, 1 32, 44, 52
Satavihanas, | 43
Sikhi, 150: 112
Siddhartha, I 56 ; Il 14, 16, 29,
Siéupala, fort-keeper, 1 67, 11 162
Sivali, Queen, 1 65 : 11 153 ; 11l 52
Sravana, | 47
Srivarddhaka, Il 159
Svastisena, Il 163
Stopadasa, | 45
Sudatta, Il 30
Suddhodana, 134, 54 ., 84 ; Il 12, 15, I7F,
Sujata, [ 64 ;11 120; 1l 9
Sulabdha, trooper, | 67
Sungas, 1 29, 30, 42F.
Temiya, Il 152
Trapusha, 1l 26
Upagupta, | 32
Vadhapila, same as Vriddhapala.
Vadika, I. 65 ; 11 169
Vagiéa, | 45
Vasishthi, wife of Venimitra, | 17
Vasugupta, [ 63, 89, 1l 78
Vatkula, [ 32
Vatsi, [ 42
Vattagimani, king of Ceylon, | 31
Venimitra, | 17
Venuka, forester, | 67, Il 165
Vessabhu (= Viévabhrit), | 49¢. : 11 2
Vidudabha (= Virodhaka) | 23, 58, II. 49
Vidara, | 16, 35, 71, Il 155
Vipassi (=Vipadchit), 1 49f.: 11 |
Viéakha, I 33
Vigvadeva, king | 29, 41F.
Vidvantara, [l 160
Vriddhapala, son of Dhanabhati, |24, 29,

42 48
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Abhayagiri, | 90

Ajanta, | 47

Alaka, Il 58

Alavaka, 1 81

Allakappa, I 30

Amaravati, | 47

Andhra, | 28

Aparanta, | 28

Aryivarta, | 29

Asitamass, | 43

Barhut, different spellings of [ 1 ; location
of, | 28, 31

Batanmara, [ 1, 12

Benares, Il 166

Bhilsa, | 28

Bimbikanadikata, 1 67 : 1| 104

Bhogavardhana, | 43

Bhoja, modern lllichpur, | 28

Bhojakata, | 43

Bodh-Gaya, | 22, 35, 47, 52, 57, 77

Chekula, modern Caul, 143

Dakkhin&patha (= Dakshinapatha), | 28, 31

Devadaha, Il 14

Gandhara. | 28, 30

Gaya, Il 62,

Godavari, | 28, 43

Gonaddha, | 28, 30

Haimavata, | 35

Himalaya, Il 16F.

Indasalaguha, 1 40 : 1l 55

Jetavana, [ 32, 76: Il 27, 80

Kalinga, 1 30 : 11 161

Kapilavatthu (=Kapilavastu), | 23. 28, 58 ;
11 13, 15, 50f.

Karahakata (=Karhad), 1 43

Kosala, Il 46

Kosambi (=Kauéambi), | 28, 31, 43, 58

Kumbhavan, Il 144

Kusinara, | 28, 30, 35 Il 52

Lumbini, 132, 74

Magadhapura, | 28

Mahissan, | 28

Malla, | 81

Mathurs, | 22, 42, 47



92 BARHUT

Medalumpa, Il 48 Ajakala, | 4,12, 19, 60, Il 59
Mithila, Il 159 Ajakalipaka, same as Ajakila
Madoda (= Narada), 1. 65, 66, 97, Il 121, Alakamanda, Il 70

165 Alambusha, | 41,54; 11 9, 146
Nangaraka, Il 48 Alavaka, Il 30
Padela (= Pandaria), | 43 Apalala, 1l 30
Farileya, 11 41 Arhadgupta, | 55f.; [l 14, I7T
Pagaliputra, | 37, 41. 43f. Arundhati, Il 155
Pataora, | 16f. As, | 85
Patithana, modern Paithan, 1 28 Brahmadeva, | 17,57; 1l 23
Pava, | 30, 60,1159 Chakravaka, 1 19, 40,62, 1168, 1l 34
Pipphalivana, [ 30 Chandra, | 12, 19f., 11 70
Purika, Cholakoks, | 197,62, Il 71
Rijagaha (= Rajagriha), [ 28, 30, 84, Il 42, 52 Daivatalakshmi, Il 18
Rimagima, | 30, 31 Dhritarashtra, | 59, 86, Il 57; i 34
Rishipattana, | 75 Erapata, [ 40, 61, Il 65
Sailapura, | 46 Gandharvas, | 59f, Il 57
Saketa, | 28 Ganga, | 86,97, Il 73; I 36
Samchi, 1 22, 31, 43, 47 Gangeva, | 19,60, 11 61
Samkadya, 1l 38 Hn, 185
Sarnath, 1 31, 32, 47 Kalakarni, Il 91
Savatthi (= Sravast), | 28, 44, 57 11 30f. Kalanaga, Il 29
Setavya, | 28 Kamavachara-devas, | 41;: Il 8
Simbhala (=Ceylon), | 30 Khaggadhara, Il 30
Sriputra, | 43 Kinnaras, 1 20, Il 135, 138
Sthavirakota, | 46 Kubera, | 4, 6, 19, 59, 95, 1l 58,81 ;
Takkasila, modern Taxila, | 28, 32, 47, 61 I 34
Tumbanagara, | 28 Kumbhandas, | 59f.
Tumbavana, | 35 Lakshmimati, | 85
Uchahara, | 28 Lokapalas, 1 36
Uljieni, 1 28 Madhyamakoka, | 19f., Il 62
Uruvilva, 1l 26 Mahabrahma, Il 29
Uttaripatha, | 28 Mahakoks, | 5,62, Il 72
Vana or Vanasavatthi, | 28 Mahendra, I 81
Vesali, | 28, 30, 81 Maheévara, | 56; Il 15
Vethadipa, | 30 Manimekhala, 1 62
Videha, | 67 Mara, | 57; 11 24; Il 2. 29
Vidiéa, | 14, 17, 28, 33, 41 Mihira, 1 67, 11 69
Yamuns, | 28 Migrakesi, | 41,54; 1l 10
Yavamadhyaka, | 66, 73, 1l 158 Machchaka, 11l 30

Gods and Goddesses MNagas, | 59f.

Adasagahaka, lll 30, 36 Nanda, 1l 20

Agni, lll 36,45 Naravihana, | 4



Ojapati, Il 7
Padumachchhara, Il 75
Padumagahaka, Il 36
Padumavati, | 41, 54; 1l 9
Pafichadikha, 1 59, Il 55: lll 29
Patidhara, 1l 30

Prajapad, | 60
Pupphasakhadharz, 1l 30
Pornaka, 16,35, 71, Il 155
Rijalakshmi, [56; [l 18
Ropabrahma, Il 8

Sakra, | 56,59, 70,85: 1l 21f.; Il 29

Sarasvau, | 86

Sirima, | 16, 20, 62, 85, 86, Il 73
Siva, 11 81

Sraddha, | 85

Sn, 1 22F,85: NI 36,47
Srimati, 1 85
Subhadrs, 1 41, 54; 11 10
Subrahma, | 57
Sochiloma, | 19, 61, 1 61
Sudaréana, | 20,62, 1l 71
Sudharma, 11 20
$uddhavasa-devaa, |l BF.
Supravasa, | 19, 61, Il 63
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Art, Brahmanical definition of, [ll 74; Bu-
dhist conception of, Il 76; Space
as a factor in, 1l 79 ; Time as re-
presented in, Il 78f.

Art ( Pictorial ), influence of, llI

Art and actuality, Il 72

Barhut Stopa, Banana shop at, II, 1702
beasts, birds and other creatures
Il 58F. : 1 Brahmi alphabet of, 1. 38
f.: builders of, I. 84 f cites,
market-towns and other localities at,
Il 64; coping of, 1 29 f.; date
of, I. 29 f. ; description of Berm Rai-
ling of, Il 7 ; Flight of steps of, | 4;
gods and goddesses at, [l 53f. gods
and men at, lll 70 hearth and home
at, lll 56; holy banyan ar, Il 62;
honey-seller’s shop at, Il 167;
JaraKa-lables at, | 47 f. ; location of,
. 1f; main railing of, I, 3, 28;

Materials of I. 37; men and women
at, Il 52; models of I 7:
MNavakarmika of, [l 74 ; pleasaunces
and gardens at, |l ; ruinous
condition of,1 2 f, rmins of a

Sorya, | 37, 59

Turiyavadaka, Il 30 monasteryat, | 11 ; sculptural details

Upendra, Il 81 of, Il 32: structural details of,

Valgu, Il 7 Il 7¢ ; terraced floor of, I 4: trees

Varuna, | 59f, Il 81 and creepers at, [l 62; type

Vasundhara, | 57 represented by, I. 83 f. ; votive lables

Venu, Il 7 at, . 41 £

Vidyadhara, Il 132 Berm Railing (miscalled Outer Railing), |

Virodhaka, | 6, 19,59, 85, Il 57; Il 34 3;:07.

Virapaksha, 1 59 ; 1l 58; Il 34 Bodhisattva, descent of, Il 11

Viévakarma, 185, 1l 36f. Bowees L 50: Il 1—7; symbolism

Yakshas, | 37, 59f. of, Ill 48

Yama, | 59 Brahmadeva Pillar, 116

Yadahprapd, | 85 Buddha, symbolical outline of life of, Il

Yafamati, | 85 175

Yadodhara, | 85 Buddha personality, evolution of, | 100 f,
Subjects Buddhism, inception of, |l 14

Ajsatéatru Pillar, . 16
24

Buddhist architecture, 1l 66
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Coping, I.24; bas-reliefs at, | 25F. : orna-
mental compisitions on, [ 27 : Ill 38

Continued narration, Il

Dharmachakra, symbolism of, 1l 49

Dharmarajikas, | 31 f.

Dhatugarbha, 1. 36; lll 29

Dohada $alabhariika, criticism of theory of,

» I 80r.
Eastern gateway, 18; symbolism of, Il
25

First pillar, | 17

Gateways, arches of, 16; discovery of, |
4 ; location of, | 5

Intermediate pillars, | 18 .

Jatakas, Barhut list of, 1 86f, ; multiplication
of, 1 10f.

Jataka-scencs, topsy turvy order of | 72

Kikola niraya, | 175

Lohapasada, [.36; Il 30

Lotus, symbolism of, lll 41 f.

Lotus medallions, symbolism of, Il 45

Main railing (miscalled Inner Railing). 13 :
components and divisions of, | 3;
location of, | |, 28

Mason marks of, | 38

Mattika-thapa, I 79

Pataora gateway " pillar, | 16

Personality, 111 71

Pillars, 1 126

Pillars of quadrant, 1 13f.

Prasenajit Pillar, |-16

Rails, 122 ; chronological position of, 1 23

Railing, foundation, |21 : symbolism of,
23

Railing pillars, 1 12

Railing quadrants, | 11

Railing returns, I. 11 ; chronological posi-
tion of, | 1T

Relic procession, | 14 ; 1ll 32

Rose apple, tree-spirit in, Il 164 ; Il 32

Sculptures, chronology of, Il 31 description
of, lll 27 details of, IIl 32

Smadana, stpa compared with, Il 12;
symbolism of, Il

Stapa, meaning of, [l 8; tomb compar-
ed with, | 72f.; wmulus compared
with, llI 12 ; symbaolism of, 1l

Symbolism, definition of, Ill 39 : of Bo-
trees, lll 48f. ; of Dharmachaksa, I
49 ; of Elephants, Il 50: of Ele
phant-and-scroll, Il 44; of Foot-

prints, Ill 50; of Four lions, Il 49; of
Lotus, Ill 41 ; of ornamental devices
in medallions, Il 45; of ornament-
al devices on bevelled edges of up-
rights, lll. 48 ; of émadana, lll.
of stapa, lll of worship of Bo-trees,
11l 50

Ten mounds, | 30

Terminus pillars, | 14, 17, 19

Time, Buddhist conception of, Ill 77

Torana, meaning of, | 5

Tree-spirit, Il 164

Votive labels, | 4If,
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BOOK II{A)—PLATES
LIST OF ILLUSTRATIONS

PLI—
I. Ground plan of the Stopa,
2. General view of the Stopa.
Pl llI—
3. Ruinous condition of the Stopa.
Inner view of Return coping.
A guarding lion on the outer
end of such a coping.
Pl lll—
3a. Another guarding lion.
Pl IV—
4,  Quter view of a Railing quadrant.
Pl V— i
5. Inner view of 5. E. quadrant.
Pl. VI—
6. Quter view of a Railing return.
Pl. VII—
7. Inner view of a Railing return,
Pl. VilI—
7a. A Sirima devati.
Tb. Some unknown Yaksha,
Pl. [X—
Te. Inner view of another Railing
retum.
Pl. X—
7d. Inner view of another Railing
retum.
Pl X1—
8. Outer view of a quadrant coping.
Pl. Xll—
9. Inner view of coping of S. E.
quadrant.
Oa. Continuation of 9.

Relic procession.

Pl. Xll1—
9b. Inner view of a quadrant coping.
114. A scene of the Sujita-Jataka.
9¢. Inner view of a quadrant coping.
118. A scene of the Migapotaka-Jataka.
Pl. XIV—
10, The love-intrigue and iniquities
10a. }of a man and a woman ending
in sufferings in the Kakola-niraya,
Pl. XvV—

11. Plan of the Berm railing.

1la. Plan of the main railing, the
returns and the fight of steps.

12. The figure of naravihana Kubera
and ancther demigod on a pillar
of the Berm railing.

12a. Another demigod on another
pillar of the Berm railing.

13¢. Human figure on a baluster of the
arch of E. Gateway.

Pl. XVI—

13. A view of E. Gateway between

two Railing quadrants.
Pl. XVIl—
13a. Arch of E. Gateway.

Pl. XVIll—
13b. Lion capital of a pillar of E. Gate-
way.
#13c. (See Pl. XV).
Pl. XIX—
14. Right makara-end of a Gateway
architrave,
15. Left makara-end.
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Fl. XX—

16. Outer side of the lower architrave
of a Gateway. A scene of wor-
ship of the Bo-tree by king Dhana-
bhati and a herd of elephants.

16a. Inner side of 16.

Pl XX1—
17. First pillar of the main railing.
Arrival of the Relic-procession,
A male standard-bear=r.
17a. A female standard-bearer,

Pl. XXll—
17b. Prasenaiit Pillar (Quter face),
»Scenes, same as Nos. 32, 33, 34.
17c. Prasenaijit Fillar (Side).
54. Scene of Mahaparinirvana.
112. Episode of Kandari and
Kinnara.
133. Scene of Samugga-Jataka,
17d. Brahmadeva Pillar. Congratulation
of the Buddha by the Ropabrahmas.
»Same as No. 4.
Pl. XXlll—
18. A piece of a Gateway pillar found
at Pataora.
A scene of the Great renunciation.
19. Another pieze of the same Gate-
way pillar.
Mahakoka devati (upper panel).
A scene of Chanda-kinnara-Jataka
(lower panel).
*20. Ornamental panels of the coping
of the main railing. *See Pls. I,
Ly, LXXIL LXXIL, LXXV,
LXXVIE  LXXVIL LXXX,
LXXXIHL, LXXXIV, LXOXVI,
LXXXEX, XCI.
Pl. XXIV—
24a-243. Ornamental panels of the
railing coping.
Pl XXV—
Continuation of 24a-24g.

Pl XXVI—

21-24 (left). Ornamental designs in
lower and upper half medallions
and on the bevelled edges ofa
pillar.

35. A scene of Queen Mayd's dream,
and descent of the Bodhisattva.

22 (middle). Representation of Fire-
god in the upper half-medallion
of a pillar.

21-24 (right). Ornamental designs in
lower and upper half medallions,
in the Full medallion in the middle,
and on the bevelled edges of a
pillar, #See also Pls, [V, V, VI, VII,
X, X,

Pl. XXVIl—
22. Ornamental designs in the upper
half medallion of railing pillars.
«See also Pls. LV, LVI, LVII, LVIII, LXII,
LXII, LXIV, LXV, LXVIIL

Pl. XXVIll—

22, A Bull-faced makara, an ora-
mental design in the upper half
medallion of a railing pillar.
*Same as in Pl. }XVI.

24. A monkey on a bunch of mangoes.

Pl XXIX—

%ﬁi} Ormamental designs on Rail-
21-24) g pillars.
Pl. XXX—

23. Medallion of a Railing pillar. A
Nagardja, attended by two Niga
mermaids.

23. Medallion of a Railing pillar. A
dancing couple of Kinnaras.

23, Medallion of a Railing pillar. The
goddess $ri.

25. Medallion of a Rail-bar. The
model of a stopa.

See also Pls. [V, V, VI, VII, I¥X, X.
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Pl. XXX1—
%g} Rail medallions. Sun-gods.
25.} Rail medallions. Moon-goddesses,
25.J one holding a mirror in her hand
(adasageihi devatd).

Pl. XXX — '
25. Floral designs in four Rail medal-

lions.

Fl. XXXllI—
25. Majestic figure of a peacockina

Rail Medallion.
25. Vedic Agni in a Rail medallion.
25. Elephant-faced makara and moving
fishes in a Rail medallion.
25, Floral design in a Rail medallion.

Pl XXXIV—
25. Floral designs in four Rail medalli-

ons.
Pl. XXXV—
25. Floral designs in a Rail medallion.
26. Bodhi-tree of Vipatchit.
#27. Bodhidree of Sikhi (missing).
28. Bodhi-tree of Viévabhrit.
Pl. XXXVI—
29. Bodhi-tree of Kakutsandha.
30. Bodhi-tree of Konagamana.
30. Bodhi-tree of KaSyapa.

Pl XXX VIl—
32. Bodhi-tree of Buddha Sakyamuni ;

Scene of Enlightenment of the
Buddha.
Pl X00VI—
33. Scene of defeat and exasperation
of Mara.
Pl XXXIX—
34. Employment of the nymphs by
Mara to tempt the Buddha.
35. Queen Maya's dream. Descent
of the Bodhisattva. #See Pl. XXVL

Pl XL—
36. (?) Birth of the Bodhisattva.

Pl. XLI—
37. Prediction of the promulgation of

Buddhism and future greatness of

the Bodhisattva by the gods with
Arhadgupta at their head.

38. Flight of five Rishis, a scene from

the life of the Buddha.
Pl XLlI—

39. The Vaijayanta Palace and
Sudharma Hall of the gods of the
Thirty-three.

Scene of Chadamaha (Hair-lock
Festival).
PL. XLIll—

40. (?) Festive decoration on the way
towards the Bo-tree.

4]. Congratulation of the Buddha on
his attainment of Buddhahood
by the Ropabrahmas, with Brahma-
deva at their head. *Same as 17 d
(Pl XXI1l).

Pl. XLIV—
42. Ratma-chattkrama of the Buddha.
»43. Five seats of the Buddha,—the
spots where he had spent five
other weeks at Uruvels (missing).

44, Presentation of a symbol of wheel

by Dharmachakrapravami Bodhi-

sattva.
Pl. XLV—
45. Dedication of Jetavana by
Anathapindika.
Pl. XLVI—
46. Great miracle at Srivast at the
foot of the Gandamba tree.
Pl XLVII—
47. Preaching of Abhidharma in
Tushita.
Pl. XLVIlI—
48, Buddha's descent from Tushita by
a ladder.

«49, Parileya vanakhanda (missing)-
Pl. XLEX—
50. Bodhi-tree planted at Jetavana :

Scene of the Kalingabodhi-Jataka.
51. Ajaasatru’s visit to the Buddha.
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Pl.L—
52. Prasenaijit’s last visit to the Buddha,
Pl LI—

53. Vidodabha's march  towards
Kapilavistu : Non-violent attitude
of the Sakyas.

Pl LIl—

54. Scene of Mahaparinirvina. Same

as in PL XXIL
Pl. Llll—

55. Another scene of Great Decease of

the Buddha.
PL. LIV—

56. Sakra’s questions to the Bud dha a

the Indradala cave.
Pl. LV—
*57. Dhritarashtra Yaksha (? missing).

58. Virodhaka Yaksha.

*59. Viropaksha Yaksha (? missing).

60. Kubera Yaksha.

Pl. LVI—
60. Kubera Yaksha,

73. Chandra Yakshinl,
PL. LVII—
61. Aijakalaka (or, Ajakalapaka)Yaksha
62. Gangeya Yaksha.
Pl. LVIII—
63. Sachiloma Yaksha.
64. Supravisa Yaksha.
Pl. LIX—
65. Some unknown Yaksha.
*( Numbered 64a in Bk. II).
68. Some Yakshini or goddess.
*{Numbered 81a in Bk. II).
Pl LX—
66. Garuda (numbered 64b in Bk. 1.
67. Some unknown Yaksha (Dhyita-
rishtra or Viropaksha ?).
*(Numbered 64c in Bk. II).
*68. See Pl. LIX.
Pl. LXI—

69. Erdpata Nigarija; Scene of the
Erakapatta-Nagarija-vaithu,

PI. LXII—
70. Chakravaka Nagaraja.

71. Mihira, the Sun-god of Uttaripatha
PL LXIlI—

72. ? Alakamanda Yakshini.

73. Chandra Yakshini.

#See also Pl LVI

Pl LXIV—

74. Yakshini Sudaréana.

75. Chalakoka (Kshudrakoks) Devata.
Pl LXV—

76. 7 Madhyamakoka Devara.

»77. See Pl LXVI.

78. Sirima Devata.

#5ee for the pose of her right hand,
C. Stapa of Bharhut, Pl XXIIL
Pl. LXVI—
7. Gangd Devata.
Makaravahini Ganga.

#78. See Pl LXV.

79. Goddess $ri.
Pl LXVII—

80. (Three other figures of the

80a. {goddess Sr. #See 80 also in

80b. LPL XXX,

Pl LXVIlI—

81. Lotus-nymph (Padumachchhara).

82. Some unknown Yakshini or Devata,
(? Simhika Yakshini).

82a sNumbered 64din Bk 1. The
vahana of 82 7.

Pl. LXIX—

83. Triangular resort of the Buddha,
guarded by the lions, the ejehpants,
and the nagas.

*84. The seat of the Buddha, guarded
by a herd of elephants {missing).

85. Scene of the of the Dharmaruchi-
Avadina,

86. Scene of the Vapnupatha-Jataka

Pl. LXX—
87. Scene of the Makhadeva-Jataka.
88. Sceneof the Nigrodhamiga-Jataka.



LIST OF ILLUSTRATIONS -

89. Scene of the Tipallathamiga-
Jataka,
Pl. LXXI—
90. (?) Scene of the Bhojijaniya-
Jataka (F. 23).
91. Scene of the MNachcha-Jataka
(F. 32).
92, (?) Scene of the Kanha-Jataka
(F. 29).
Pl, LXXII—
93, Scene of the Sammodamina-
Jataka (F. 33).
PL L>2ll—

94, Scene of the Kapota-Jataka (F, 42,
274, 375, 395).
95. Scene of the Arimadosa-Jataka
(F. 46, 268),
#95a. See Pl LXXIV.
96. Scene of the Litta~Jataka (F. 91).
Fl. LXXIV—
96a. Scene of the Andabhita-Jataka
(F. 62),
Pl. LXXV—
97. A Scene similar to that of the
Asilakkhana-Jataka (F, 126).
93.}Scme of the Indasaminagotta.
O8a. § Jaraka (F. 161, 197).
Pl. LXXVI—
99. Scene of the Dobhivamakkata-
Jataka (F, 174).
100. Scene of the Asadisa-Jitaka (F.
181).
101, Scene of the Sangim@ivachara-
Jataka (F. 182),
102. Scene of the Gahapati-Jataka (F.
199),
Pl. LXXVII—
103. Scene of the Kuruhgamiga-Jitaka
(F. 246),
Pl. LXXVIlI—
104. Scene of the Malapariyaya-Jataka
(F. 245).

u

»105. See Pl. LXXIX.
106. Scene of the Manikantha-Jataka
(F. 253).
Pl LXXKIX—
105. (?) Scene of the Kapi-Jataka (F,
2500,
107. Scene of the Kakkata-Jataka (F.
267).
Pl. LXXX—
108. Scene of the Vyaggha-Jataka (F.
272),
109, Scene of the Vrishabha-Jataka
(Mahavastu).
111. Two scenes of the Chammasataka-
Jataka (324).
112. Scene of the KandariJamla (F.
341). «See Pl X.
Pl LX3K1—
113, Scene of the Ambachora-Jataka
(F. 344).
114, Scene of the Sujita-Jataka (F.
352). #See Pl XIII.
o|15. (?) Scene of the Dhonasikha-
Jataka (F, 353). Missing.
116. Scene of the Uraga-Janka (F.
354).
*117. See Pl LXXXIL
118. Scene of the Migapotaka-Jataka
(F. No. 372). *See Pl. XIIL
119. Scene of the Kukkuta-Jataka (F.
383).
Pl. LXXKXXI—
117. Scene of the Lajukika-Jataka (F.
357).
Pl LXOOKI—
120. Scene of the Sochi~Jamka (F. 387),
121, Scene of the Dabbhapuppha-
Jataka (F. 400).
122. Scene of the Mahakapi-Jataka
(F. 407).
Pl LXXXIV—
123, Scene of the Samugga-Jitaka (F.
436). *See Pl XXII.
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124, ; Two scenes of the Matiposaka-
924a. ) Jataka (F. 455).
125. Scene of the Takkariva~Jataka
(F. 432),
Pl LXXKV—
126. Scene of the Ruru-Jataka (F. 482).

Pl LXXXVI—
127. Scene of the Bhisa~Jataka (F. 488).
#128. See Pl. LXXXVIL
129, Scene of the Mahakapi-Jataka
(F. 516).
130. Scene of the Sarabhanga-Jataka
(F. 522).
PL LXXxVII—
128. Scene of the Chhaddanta-Jataka
(F. 514).
Pl LXXXVII—
131. Scene ofthe NMalinika (F. 526) or
the Alambusa-Jataka (F. 523).
Pl. LXXXIX—
132, Scene of the Mahabodhi-Jataka
(F. 528).
133. ? Scene of the Kusa-Jamaka (F.
53]).
*134. See Pl XC,
135. Scene of the Mahajanaka-Jataka
(F. 539),
Pl. XC—
134. Scene of the Mogapakkha-Jataka
(F. 540).
Pl. XCl—
136. Scenes of the Vidhorapandita-
Jaraka (F. 545).
=137. See PL. XCIL
138. Scene of giving away the state-
elephant by a prince, common to

the Kurudhamma-Jataka (F. 276),

and the Vessantara (F. 547).

#839. A scene of departure of Vessan-
tara (missing).

140. Scene of a tree-spirit offering food
to a good man (Udenavatthuy,

Dhammapada-commentary).
Pl. XCll—
137. Scene of the Mahiummagga-
Jataka (F. 546).
Pl. XClll—
141. 7 Scene of the Sonaka-Jitaka
(F. 529)
14la. Scene of the Guothapina-Jataka
{E. 227

141b. Scene of some unknown Jataka,

l4lc. Decorative scene of an elephant
forest.

Pl. XCIV—

142. A scene partly explained by the

Mahavanija-Jataka (F. 493).
Pl. XCV—

143. S5cene of offering honey to a
Pratyeka-Buddha by a trader. Cf.
the Apadana-story, No. 97.

144. Scene of the Vadikavastu in the
Avadina-fataka.

145, Szene of bargaining in a banana
shop, &f. the Chullakasetthi-Jataka
(F. 4).

146. Scene of the Koka-sunakha-lud-
daka-vatthu (Dhammapada-com-
mentary).

Pl. XCVI—

147. A wrestling scene,

148. Capture of an elephant by the
monkeys.

* 148a. Procession of the monkeys with
the elephant.
Pl. XCVIl—

148c. Scene of tickling the nose of a

giant by the monkeys.
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