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THE INTELLECTUAL OPERATION IN INDIAN ART

By ANANDA K. COOMARASWAMY

The Sukranitisara, IV, 70-71 (translated in my “Transformation of Nature in
Ant”, p. 113) defines the initial procedure of the Indian imager : he is to be expert
in contemplative vision (yoga-dhyana), for which the canonical prescriptions provide
the basis, and only in this way, and not by direct observation, are the required
results to be attained. The whole procedure may be summed up in the words
“when the visualisation has been realised, set to work™ (dhyatva kuryyat, ib. VII,
74), or “When the model has been conceived, set down on the wall what was
visualised” (cintayet pramapam ; tad-dhyata bhittau nivesayet, Abhilasitirthacinta-
mapi, I, 3, 158).! These two stages in procedure are the same as the ‘actus
primus” and ‘actus secundus,” the “free” and “servile” parts of the artist’s operation,
in terms of Scholastic aesthetic. | have shown elsewhere (“Technique and Theory
of Indian Painting,” Technical Studies, lll, pp. 59-89) that the same procedure is
taken for granted as well in secular as in hieratic art. It is, however, in connection
with the hieratic prescriptions (sidhana, dhydna mantra) that the most detailed ex-
positions of the primary act are to be found ; and these are of such interest and
significance that it seems desirable to publish a complete and careful rendering of
one of the longest available examples of such a text, annotated by citations from
others! We proceed accordingly with the Kifcit-Vistara-Tara Sadhana,’ No. 98
in the Sadhanamala, Gackwad's Oriental Series, No. XXVI, pp. 200-206.

I. Cf also Aghassling, para 203, PTS. ed. p. 64. A mental concept (citssal¥) arites in the mind of the
painter, *Such snd such forms should be made in such and such waye’...Canceiving (cintena) ‘Above this form, let
this be ; below, this ; on either side, rhis', thus it js that by mental cperation (cinritena kamens) the other painted
forms come inta being”.

3. Professor G. Tocc hss recently discumed the Buddhis methods of visuslbation, using Tibetan surces,
in Indo-Tibetica, I, | Templi del Tibet Occidentale €l Lora Simbolismo Artistico, Rame, tmtn;upedlﬂr 5,
Metodi & significato dell’ evocazione tantrics, p. 970

3. This Sidhans has also been translated, with cermin abbreviations, by Bhattacharya, in his Buddhis

lesnography, p. 169 £



Kimcit-Vistara-Tara Sadhana.

Having first of all washed his hands and feet, etc., and being purified, the
officiant (mantri) is to be comfortably seated in a solitary place that is strewn with L
fragrant flowers, pervaded by pleasant scents, and agreeable to himself. Conceiving
in his own heart (svahrdaye- --vicintya) the moon’s orb as developed from the primal
sound (prathama-svaraparinatam, i. ¢. “evolved from the letter A”)! let him visualise
(pasyet) therein a beautiful blue lotus, within its flaments the moon’s unspotted
orb, and thereon the yellow seed-syllable Tam. Then, with the sheafs of lustrous
rays, that proceed (nihsrtya) from that yellow seed-syllable Tam, rays that dispel
the world's dark mystery throughout its ten directions and that find out the indefinite
limits of the extension of the universe ; making all these to shine downwards (tan
sarvan avabhdsya) ; and leading forth (dniya) the countless and measureless Buddhas
and Bodhisattvas whose abode is there, these (Buddhas and Bodhisattvas) are
established (avasthapyante) on the background of space (3kasadese).

After performing a great office (mahatin pijam krtva) unto all these vast
compassionate Buddhas and Bodhisattvas established on the background of space,
by means of celestial flowers, incense, scent, garlands, unguents, powders, ascetic
garb, umbrellas, bells, banner, and so forth, he should make a confesssion of sin, as
follows : “Whatever sinful act | may have done in the course of my wandering
in this beginningless vortex, whether of body or mind, or have caused to be committed
or have consented to, all these | confess.”

And having thus confessed”, and also made admission of the fault that consists
in things that have been left undone, he should make an Endorsement of Merit,

as follows : “I endorse the proficiency (kusalam) of the Sugalis, Pratyekas,

). For a beginning in this way, cf. Sidhana No. 280 (Yamintaka), where the operator {bhivalaly) having
first performed his ablutions, “realisss in his own heart the syllable Yah in black, within & moon originating from the
letter A" [a-kirsjacandre bqyna-yamkinam vibhdvya).

The seed-syllable s always the nacalised initial wyllable of the name of the divinity to be represented. Fora
.em;uunr.f-mmwhuhmmmﬁmamuwﬂﬂmﬂmwum
PLXIN fig. 40. Ses abo the reproductions in Avalon, The Serpent Power. The mannerin which the Buddhas snd
Bodtinmumnhnughrnfuhwahnh-dsﬁnmmmdunhnﬁm illustratad, e, g, Bhattacharye, Buddhis
leanagraphy, fig, 52. ,

It will be remarked that the whols process, in which the movement of & sound precedes that of any form,
fepaats the traditonal concepr of crearion by an utered Word ; &f. St Thomas, Sum. Theol,, |, g. 45, w. 6, referring
to the procedurs of the artist s "per varbum in inrellegtu conceptum’,

2 hmrlppmmfh:rnduuﬁmsiﬂuduﬂnrdiﬁnm exercisgs that sre deseribed have lile connection
with art, ﬂwndrﬂminmmm.mmthﬁn{
pmﬁdnﬁuuhmﬂhhmuhiﬂﬂhﬁdueihm%wﬂﬁ%ﬁh

latter subsequently procesds 1o manufacturs, and (2) the nature of the exercises themselves reveals the uaze of mind
hﬁthduhmﬂhnnfimmuhpim
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Sravakas, and Jinas, and their sons the Bodhisattvas, and that of the spheres of
the Angels and of Brahma, in its entirety”. Then comes the Taking of Refuge in
the Three Jewels : “I take refuge in the Buddha, for so long as the Bodhi-circle
endures ; | take refuge in the Norm, for so long as the Bodhi-circle endures; | take
refuge in the Congregation, for so long as the Bodhi-circle endures”. Then comes
the act of Adhesion to the way : “Itis for me to adhere to the way that was
revealed by the Tathigatas, and to none other”. Then the Prayer : “May the
blessed Tathagatas and their children (the Bodhisattvas), who have accomplished the
world’s purpose since its first beginning, stand by and effect my total despiration
(marm parinirviintu), Then the petition : “May the blessed Tathagatas indoctrinate me
with incomparable expositions of the Norm, of such sort that beings in the world-
vortex may be liberated from the bondage of becoming (bhava-bandhanat nirmuktah)
full soon”. Then he should make an everlasting Assignment of Merit : (punya-
parindma) : “Whatever root of proficiency (kusalam) has arisen by performance
of the seven extraordinary offices (piijah) and by confession of sin, all that 1 devote
to the attainment of Total Awakening (samyak-sambodhaye).” Or he recites the
verses pertinent to the seven extraordinary offices : Al sins | confess and gladly
consent to the good deeds of others. | take refuge in the Blessed one, and in the
Three Jewels of the True Norm, to the end that | may not linger in the state of
birth. | adhere to that way and designate the Holy Discipline (subha-vidhin) to
the attainment of full Awakening”. As soon as he has celebrated (vidhaya) the
seven-fold extraordinary office, he should pronounce the formula of dismissal
(visarjayet) : “Oum, Ah, Muh”.

Thereupon he should realise (bhavayet) the Four-fold Brahma-rapture (catur-
brahma-viharam) of Love, Compassion, Cheerfulness, and Equanimity (maitri, karund,
mudita, upeksa) by stages (kramena) as follows : “What is Love ?' Its character is
that of the fondness for an only son that is natural to all beings ; orits similitude is
that of sympathy in the welfare and happiness (of others). And what is Compassion ?
It is the desire to save from the Triple lll (tridukhat) and the causes of Il s or this
is Compassion, to say ‘I shall remove from the pain of the Triple Il those bom
beings whose abode is in the iron dwelling of the world-vortex that is aglow in the
great fire of the Triple Il ; or it is the wish to [ift up from the ocean of the world-
vortex the beings that are suffering there from the pain of the Triple [ll. Cheerfulness
is of this kind : Cheerfulness is a sense of perfect happiness ; or Cheerfulness is the
confident hope of bringing it to pass that every being in the world-vortex shall attain

1. Maliri, L e. caritas; rather than amor.
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to the yet unforeseen Buddhahood ; or it is the mental attraction felt by all of these
beings towards the enjoyment and possession of these virtuosities. What is
Equanimity ? Equanimity is the accomplishment of a great good for all bom
beings, whether they be good or evil, by the removal of whatever obstacles stand
in the way of their kindly behaviour ; or Equanimity is a spontancous affection
for all other beings without respect of any personal interestin the friendly conduct 5
or Equanimity is an indifference to the eight mundane categories of gain and loss,
fame and disgrace, blame or praise, pleasure and pain, and so forth, and to all works
of supererogation,”

Having realised the Four-fold Brahma-rapture, he should realise (bhavayet)
the fundamentally Immaterial Nature of all Principles (sarva-dharma-prakrti-
parisuddhatim). For all the principles are fundamentally immaterial by nature, and
he too should manifest (amukhikuryyat) : “l am fundamentally immaterial, etc....”
This fundamental Immateriality of all Principles is to be established by the incanta-
tion “Or, the principles are all immaterial by nature, | am by nature immaterial.”
It now all the principles are naturally immaterial, what can have brought forth the
world-vortex (samsdram) ? It arises in the covering up (of the immateriality of
the principles) by the dust of the notions of subject and object, and so forth. How
this may be removed is by realisation of the True Way ; thereby it is destroyed.
So the fundamental Immateriality of all Principles is perfected.

When the realisation of the fundamental Immateriality of all Principles has
been effected, he should develope (vibhavayet) the Emptiness of all Principles
(sarva-dharma-sanyatam). Emptiness is like this: Let one conceive “Whatever
is in motion or at rest (i. e. the whole phenomenal world) is essentially nothing
but the manifested order of what is without duality when the mind is stripped of
all conceptual extensions ‘such as the notion of subject and object. He should
establish this very Emptiness by the incantation : “On, | am essentially, in my
nature of adamantine intelligence, the Emptiness”,

Then he should realise the Blessed Aryatars, as proceeding from the yellow
seed-syllable Tam, upon the spotless orb of the moon that is in the Blaments of
the full blown lotus within the lunar orb originally established in the heart. He
should conceive (cintayet) her to be of deep black colour, two armed, with a
smiling face, proficient in every virtue, without defect of any kind whatever, adomed
with omaments of heavenly gems, pearls, and jewels, her twin breasts decorated
with lovely garlands in hundred-fold series, her two arms decked with heavenly
bracelets and bangles, her loins beautified with glittering series of girdles of flawless
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gems, her two ankles beautified by golden anklets set with divers gems, her hair
entwined with fragrant wreaths of Parijata and such like flowers, her head with
a resplendent jewelled full-reclining figure of the Blessed Tathdgata Amoghasiddhi,
a radiant and most seductive similitude, extremely youthful, with eyes of the blue
of the autumn lotus, her body robed in heavenly garments, seated in  Arddhaparyanka
pose, within a circle of white rays on a white lotus large as any cart-wheel, her
right hand in the sign of generosity, and holding in her left a full blown blue Iotus.
Let him develope (vibhavayet) this likeness of our Blessed Lady as long as
he desires.

Thereupon our Blessed Lady is led forth out of space (akasat aniyate) in her
intelligible aspect ( jiana-sattva-ripa), by means of the countless sheafs of rays,
illumining the Three Worlds, that proceed from the yellow seed-syllable Tam within
the Rlaments of the lotus in the moon of which the orb was established in the heart,
and from that Blessed Lady (as above described). Leading her forth (aniya), and
establishing her on the background of space (akasadese api avasthipya), he is to
make an offering at that Blessed Lady’s feet, with scented water and fragrant flowers
in a jewelled vessel, welcoming her with heavenly flowers, incense, scents, garlands,
unguents, powders, cloths, umbrella, bells, banner and so forth, and should worship
(pljayet) her in all manner of wise. Repeating his worship again and again, and
with lauds, he should display the finger-sign (mudrdm darsayet)---of a full-blown
lotus.  After he has gratified our Blessed Lady’s intelligible aspect with this finger-
sign, he is to realise (bhdvayet) the incantation of our Blessed Lady in her contingent
aspect (samaya-sattva-ripavd) and is to liberate (adhimuficet) the non-duality of
these (two aspects).- Thereupon the rays proceeding from the seed-syllable Tam
that is upon the spotless orb of the moon within the filaments of the blue lotus
in the lunar orb--rays that illumine the ten quarters of the Three Worlds, that are
of unlimited range, and proper to Lady Tara--remove the poverty and other ills of
being existent therein, by means of a rain of jewels, and content them with the
nectar of the doctrine of the Immediate Non-essentiality, and so forth (ksanika-
nairatmadi)', of the Principles.

When he has thus accomplished the divers need of the world, and has evolved
the cosmic aspect of Tara (visvam api tirdripam nigpadya), be should realise again
(punah...bhavayet) for so long as fatigue does not prevail (yavat khedo na jayate

1. Bhamacharya misrenders keaniks by “temporary” ; the Non-csentiality s not momentary in the temporal
serse, but rather the true now ‘or momentaneity of eternity,  The Buddha's Omnissience is called “momentany™ in the
tams serse,

2
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tivat)! whatever has come to be mthcwllmr seed-syllable Tarm, in the stages of
expansion and contraction (sphurapa-sarhharana-kramena).”  If he breaks away
from this realisation (bhavanitah khinno)® he should mutter an incantation (mantraih
japet), in which casz the incantation is : O tire tuttdre ture svaha. This is the
king of incantations, of mighty pow;ms honoured, worshipped, and mdanul,
by all the Tathigatas.

Breaking off the contemplation (dhyanat vyutthito) and when he has seen
the mundane aspect of Tard (jagat-tdra-ripam drstvd)' he should experience at
will the consciousness of his own identity with the Blessed Lady (bhagavaty
ahamkarepa yathestarh viharet). The longed for Great Proficiencies fall at the
practitioner’s feet (bhavayatah..:caranyoh); what can | say of the other Proficiencies 7
these come of themselves. Whoever realises (bhavayet) our Blessed Ladyin a
solitary mountain cave, he indeed sees her face to face (pratyaksata eva tam

I. Inthe Diwavadina, Cowsll and Neill ed. 5547, & b kheda, “'wenriness” or *lassitude’ that prevents
Rudriiyana’s painters from grasping the Buddha's similitude ; and this kheds i~ of the same nature ax the “infirmity
of contemplarion™ tiithila ssmildhii that sccounts for the portrait painter’s haifure in Milavikdgnimitra, Il 2. The remedy:
is provided in Sadhana No. 280, “If he is weasied" be should mutter an incantation” (khede tu mantrath japet).

2. In Sadhana Ne. 44, sphurans-ssharspanysyens. These expressions do mean as | once thought
“gliminating all fuctustion”, but ratite; imply & repeated operation, with abemate development and involution of the
forms in sccordance with their vimoal ontology, CF. Silparatna, XLVI, 39, smptvl smynvé pumah  punal, w
recalling®. Al these instructiont imply that the image is ta be made as definite &2 ponible, it must be firmly adhered to,
never allowed to slip or waver.

3, hMm;Nn.mdhﬁ:ﬂ!hlmmwuh japet ; with the same meaning ; dhylna snd bhivans being
interchangeable terma, \

4. Wlmherﬁuumrnmﬁl. vitva, and jagat sspects are s be regarded wy the same or 29 suecenively deve-
loped modes of the likenesa of Tirl s not perfectly clesr

5. A selfidentification with the form evoled may be assumed throughout. In many cases we find MmSnam,
*himself”, In explicit connection with the injunctive bhivayet or panticiple vicinitya. For example, Stminah simhanide-
lokebomrariiparh bhdvayet, “He is to realne himeelf in  the likenes of Sihhanlda Lokobwrs™, EfmBnam....mahikilam
bhivayet, “He it to restise himself as Mahikila”, trailokyavijays bhayiirakam,  Ssmlinash vicintya, “conceiving hims=if 1o
be Tralokysvilys Bhatilrala™ (Bhattachrys, Buddhist lcanography, pp. 36, 121, [46) ; Etminath cirath bhlvayet, "He
into reniie himsell for & dong time™ (in the intelligible mpest of Yamintoka), Sadhana No. 283, and jambhalath
bhlvayet, jsmbhals eva bhavari, *He is 1o reslise Jambhals, snd indeed becomes Jambhala™, ib. No. 291, Bhivayet
is & causarve form of bhu “w become”, imilnath bhivayst meaning leerally *ler him make himwelf become™. The
Sashanas constantly employ the roots ¢, 1o think, be known, eio. and dhyai, to contemplate, vinualise, in the same sese
ssthe causative of bhu Bhavati, “becomes”, is commonly used already in the Bg Veds with reference 1o the
assumption of paticular forma correspanding to tpecific functions, e. g V, 3, |, “Thou, Agni, becomest (bhavasi) Mitra
wihen kindled™.

Bhagavaty aharhldrena in the present text is literally “by making the Ego to be the Blemed Lady", or "by having
the Blessed Lady for his Egoconcept”. In a Sadhans excerpted by Foucher, L' leonographie Bouddhique, I, p. 10,
Mote 2, we find tato digjhahahbirah huryln : yi bhagava! prajflparamich so’ hash ; yo' hath 53 bhagavat] praifipiramin
“Then let him make & strict selfidentification, as follows: ‘| am the Blessed Lady Praifipheamid ; uhul-n.l!ul
Biessed Lady Prajfipdtamitd is”.



7

pasyati)' : the Blessed Lady herself bestows upon him his very respiration and
all else. What more can be said ? She puts the very Buddhahood, so hard to
win, in the very palm of his hand. Such is the whole Sadhana of the Kiricit-vistara-
Tara.

The Sadhana translated above, differs only from others in the Sadhanamala
in its more than average length and detail. The whole process is primarily one of
worship, and need not necessarily be followed by the embodiment of the visualised
likeness in physical material ; but where the making of an actual image is intended,
it is the inevitable preliminary. Even if the artist. actually works from a sketch or
under verbal instruction, as sometimes happens, this only means that the ‘actus
primus’ and ‘actus secundus are divided between two persons ; the fundamental nature
of the representation, in all the details of its composition and colouring and as
regards the strictly ideal character of its integration are inany case determined
by and can only be understood in the light of the mental operation, the ‘actus primus’
by which the given theme is made to assume a definite form in the mind of the
artist, or was originally made to take shape in the mind of some artist ; this form
being that of the theme itself, and not the likeness of anything seen or known objec-
tively. In other words, what the Sadhana supplies is the detailed sequence according
to which the formal cause or pattern of the work to be done is developed from its
germ, from the mere hint of what is required 5 this hint itself corresponding to the
requirement of the patron, which is the final cause, while the efficient and material
causes are brought into play only if and when the artist proceeds to servile operation,
the act of “imitation”, “similitude being with respect to the form.”

Before we relinquish the present consideration of the ‘actus primus’ in Oriental
art, reference must be made to another way in which the derivation of the formal
image is commonly accounted for. It is assumed that upon an intellectual or angelic
level of reference the forms of things are intellectually emanated and have an imme-
diate existence of their own. When this is mythologically formulated, such a level
of reference becomes a heaven above. Then the artist, commissioned here, is thought
of as seeking his model there. When, for example (Mahavarmsa, Ch. XXVI) a
palace is to be built, the architect is said to make his way to heaven ; and making

I, In Sidhana N.-44, pratyakgam Abhid, “appears before his em”, o “appears objectively™. This
ohjective manifestation becomes the artist’s maodel, hmﬁnwpwnhfmhualmﬁpmﬁmﬁm
cution in material form. The manner in which such & manifestation sppears objectively can be seen in my Rijpus
Fainting, Fl VIL If the operator has been successful, this manifested form will occupy the whole field of vison and
aniention, to the exclusien of all ehe.
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a sketch of what he sees there, he returns to earth and carries out this design in the
materials at his disposal. - So "It is in imitation of the angelic works of art that any
work of art is accomplished here” (Aitareya Brahmana, VI, 27). This is a mytho-
logical formula obviously equivalent in significance to the more psychological
account in the Sadhanas. And here alsoitis easy to find extra-Indian parallels ;
for example, Plotinus, Enneads, V, 9, IT where he says that all music is “an earthly
representation of the music that there is in the rhythm of the ideal world”, and “The
crafts such as building and carpentry which give us matter in wrought forms, may
be said, in that they draw on pattem, to take their principles from that realm and
from the thinking there.” And this indeed it is that accounts for the essential character-
istics of the wroaght forms ; if the Zohar tells us of the Tabemacle that “all its
individual parts were formed in the pattem of that above”, this tallies with Tertullian
who says of the cherubim and seraphim figured in the exemplum of the Ark, that
because they are not in the likeness of anything on earth, they do not offend against
the interdiction of idolatry ; “they are not found in that form of similitude in
reference to which the prohibition was given” (Contra Marcionem, II, 22).

The emphasis that is laid upon the strict self-identification of the artist with
the imagined form should be especially noted. Otherwise stated, this means that he
does not understand what he wants to express by means of any idea extemal to

himself. Nor indeed can anything be rightly expressed which does not proceed from -

within, moved by its form. Alike from the Indian and Scholastic point of view, under-
standing depends upon an assimilation of knower and known, this is indeed the
divine manner of understanding, in which the knower is the known. Per contra,
the distinction of subject from object is the primary condifion of ignorance, or
imperfect knowledge, for nothing is known essentially except as it exists in cons-
Ciousness, everything else is supposition. Hence the Scholastic and Indian definitions
of perfect understandig as involving ‘adaequatio rei et intellectus’, or “tad-akaratd’ ;
cf. Gilson, Philosophie de Saint Bonaventura, p. 146, “Toute connaissance est, en
effet, au sens fort du terme, une assimiliation. Llact par lequel une intelligence
sempare d'un objet pour en apprécier la nature suppose que cette intelligence se
rend semblable a cet objet, qu'elle en revét momentanément ka forme, et clest
parce quelle peut en quelque sort tout devenir quelle peut également
tout connaitre.” It follows that the artist must really have been whatever

I & would be preferable 1o say “c'ext parce quelle est tout quell peut dgalement 1our conmaitre®, in socordance
wﬁhﬁuvﬁwﬂmmiﬂ:mﬂunﬁt&ﬂvﬂrﬂum&lﬁ things ; meaning, of course; by “man’, that .
"anme\ﬁ'ﬁdﬁhﬁmﬂi‘udﬂw’nhﬁm“,fwmhhtmﬁq but an individually solipsist point of view. lil
not that the knower and known are mutually modified by the fact of cbservation, but that there i nothing  knowable
apart from the sct of knowledge, :
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he is to represent. Dante sums up the whole matter from the mediaeval
point of view when he says “He who would paint a figure, if he cannot be it,
cannot paint it” (Convivio, Canzone [ll, 53-54) or as he otherwise expresses
it “No painter can mmﬂm,ﬁhhwmﬁﬂdaﬂmadchimdi
such as the figure ought to be” (ib. IV, 10, 106, p.309 of the Oxford text).
Given the value that we nowadays attach to observation and experiment as
being the only valid grounds of knowledge it is difficalt for us to take these words
as literally and simply as they are intended. Vet there is nothing rhetorical in
them ; nor is the point of view an exceptional one’ It is rather our own
empiricism that is, humanly speaking, exceptional, and that may be at fault. Ching
Hao, for example, in the tenth century, is expressing the same point of view
when he says of the “Subtle” painter (the highest type of the human artist) that
he “first experiences in imagination the instincts and passions of all things that
exist in heaven and earth ; then, in a manner appropriate to the subject, the
natural forms flow spontaneously from his hand”. The closest parallels to our
Indian texts occur, however, in Plotinus : “Every mental act is accompanied by
an image--fixed and like a picture of the thought...the Reason-Principle - - the
revealer, the bridge between the concept and the image-taking faculty - - - exhibits
the concept as in a mirror” (Enncads, 1V, 3, 30), and “In contemplative vision,
especially when it is vivid, weare notat the time aware of our own personality ;
we are in possession of ourselves, but the activity is towards the object of
vision with which the thinker becomes identified ; he has made himself over as
matter to be shaped ; he takes ideal form under the action of the vision, while
remaining potentially himself® (ib. IV, 4, 2).

1. Rmmwﬁmﬂhmhﬂﬁm Sir James Jeans' Presidential Address
to the British Associanon, 1934 : "hﬂimhmhﬁudﬂuﬂbﬁﬂmmmﬂurﬂlﬁmiﬂ. There
hhfm.mdnmﬁvimbmﬂ-ﬂﬂmndh&h;ﬂwhmmm%whhhnmm
mn.T}ﬁ:MMhﬁnlwﬂnhm-mnwﬂnﬂﬁh'HHMMMm
of waves and that thess are of the penemal quality of wiaves of lmowledge, or of absence of lnowledge,
hwwmﬁ,,.ﬁmummm&umnmuufﬂm&ﬂmn-ﬂamﬁﬂnfmmﬁ-'
we abady have in our own mindi.. the exenal world is esentially of the tame nature as menial ideas™.
These remacks wre wwuwdhvﬂﬂwmmdhmm
qfﬂtp!mudmnmﬂmnh‘hmmrddupmiﬂiﬂ of mantal concepty (cimm-sachjfi)
mdﬂbdmﬁqmnmi:!ymunludunf::m{:hpﬂm} without substantial exisence apat from the
lﬂ{wﬂimlﬂ.'m"hﬁhmmmmﬁi'.hﬁlﬂﬁ'm.npII.L]HL

pomsessed. Mow i the mind most afive, and at peace t the thing s present, held and delighted in® (Thomas Gilky,
mgm.mmn.w&mmm.. 1, g W, e 3ad ).
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When we reflect that mediaeval aesthetic, that is to say the preoccupations
with which the patron and artist alike approached the activity of making things,
stems from Neo-platonism through Augustine, Dionysius, and Erigena to Eckhart,
it will not surprise us that mediaeval Christian art should have been so much
like Indian in kind ; itis only after the thirteenth century that Christian art, though
it deals nominally with the same themes, is altogether changed in essence, its
properly symbolic language and ideal references being now obscured by state-
ments of observed fact and the intrusion of the artist's personality. On the
other hand, in the art that we are considering, the theme is all in all, the artist
merely the means to an end ; the patron and the artist have a common interest,
butit is notin one another. Here, in the words of the Latkivatira Stra, the
picture is not in the colours, neither has it any concrete existence elsewhere. The
picture is like a dream, the aesthetic surfaces merely its vehicle, and anyone
who regarded these aesthetic surfaces themselves as constituting the art would
have been thought of as an idolater and sybarite. Our modem attitude to art
is actually fetishistic ; we prefer the symbol to the reality ; for us the picture
is in the colours, the colours are the picture. To say that the work of art is
its own meaning is the same asto say ‘that it has no meaning, and in fact there
are many modern aestheticians who assert explicitly that art is unintelligible."

g

]

of the work of art as providing the support for an intellectual operation to be
performed by the spectator. The former point of view may suffice to explain the
origin of the modem work and for its appreciation, but it neither explains nor
enables us to make any buta decorative use of the mediaeval or Oriental works,
which are not merely surfaces, but have intelligible references, We may clect
for our own purposes to adhere to the contemporary point of view and the
modem kind of art, and may decide to acquire examples of the other kind in
the same way that a magpie collects materials with which to adorn its nest. At
the same time in fact however we also pretend to study and aspire to under-
stand the works of this other kind that are assembled in our homes and museums.
And this we cannotdo without taking into account their final and formal causes;
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how can we judge of anything without first knowing what purpose it was
intended to serve, and what was its maker's intention? It is for example
only the logic of their iconegraphy that can explain the composition of the
Oriental works, only the manner in which the model is conceived that can ex-
plain the representation thatis not in any sense optically plaukbk or made as
if to function biologically.

We must in fact begin by approaching these works as if they were not
works of art in our sense, and for this purposeit will bea good plan to begin
our study without regard to the quality of the works selected for study, even
perhaps deliberately choosing poor or provincial examples, wishing to know
what kind of art this is before we proceed to eliminate what is not good
of its kind; for it is only when we know what is being said that we shall be
in a position to know whether it has been well said, or perhaps so poorly
expressed as not really to have been said at all. -

It is not altogether without reason that Professor Jung has drawn a parallel
between the “artistic” productions of his pathological patients and the Mandalas
of castern art’. He asks his patients “actually to paint what they have seen in
dream or fantasy+-+---To paint what we see before us is a different matter from
painting what we see within.” Although these productions are sometimes "beautiful”
(see the examples reproduced in The Secret of the Golden Flower” Pls. 1-10)
Jung treats them as “wholly worthless according to the tests of serious art. It is even
essential that no such value be allowed them for otherwise my patients might ‘imagine
themselves to be artists, and this would spoil the good effects of the exercise.
It is not a question of art - - or rather it should not be a question of art- - but of
something more, something other than mere art : namely the living effect upon the
patient himself---some kind of centring process...a process which bringsinto being a
new centre of equilibrium.” This corresponds to the Indian conception of the work of
art as a “means of reintegration” (samskarana, Aitareya Brahmana, VI, 27, Satapatha
Brahmana, VI, 1, 2, 29, etc). Itis true of course, as Jung freely admits, that none
of the “European Mandalas™ --"achieve the conventionally and traditionally esta-
blished harmony and completeness of the Eastern Mandala.” The Eastern diagrams
are in fact finished products of a sophisticated culture; they are created, not by
the disintegrated patient as in Jung cases, but rather by the psychological
specialist himself for his awn use or that of others whose state of mental dis-

I Wibelm and Jong, The Secret of the Golden Flower, London, 1932 Jung, Modern Man in Search of &
Seul (Ch. IIT), New Yaork, 1933
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cipline is already above rather than below the average level. We have here
to do with an art that has “fixed ends in view and ascertained means of
operation”. In what is thes a professional and conscious product we naturally
find the qualities of beauty highly developed, viz. those of unity, order, and
clarity; we can if we insist upon doing so, regard these products as works of
decorative art, and use them accordingly. But if we limit our response in this
way, not taking gny account of the manner and purpose of their production,
we cannot clainf to be understanding them; they are not explicable in terms of
technique and material, it is much rather the art in the artist which determines
the development of the technique and the choice of material and in any

it is the meaning and logical relations, of the parts that determines their arrange-
ment, or what we call composition. After the form has once been conceived
the artist performing the servile operation cannot alter it to better please

taste or ours, and never had any intention to do so. It is therefore  that
maintain that no approach to Oriental art that does not take raccount of
all its purposes, and of the specific processes by which these purposes
achieved, can pretend to adequacy. This will apply as much in the case of
the minor arts asin that of the. major arts of painting, sculpture, and architec-
ture. The Oriental art cannot be isolated from life and studied “in vacuo’; we
canonly be said to have understood it when we have, at least for the time
being, so far identified ourselves with its premises as to fully consent to it
taking its kind for granted in just the same way that we take a modern fashion
forgmntad.unﬁlw:dnﬂﬁs.ﬂwfnnmuf@ﬁmﬁ]aﬂ.wlﬂahmthmw
orat the least exotic or cufious, and this will be the measure of our misunder-
standing, for it was none of these things in the eyes of those for whom it was
made and who knew how to use it. The man who still worships the Buddhist image
m its shrine has in ‘many respectsa better understanding of Buddhist art than
the man who looks at the same image in a museum, as an object of “fine art"

:
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THE MARRIAGE SCENE OF UMA AS DEPICTED
ON THE WALLS OF THE MATTANCHERI
PALACE AT COCHIN

By P. ANUJAN ACHAN

Extensive mural paintings are found on the walls of the ancient temples and
palaces of Cochin. They belong to a period from the I6th century A. D,
and are considered to have been executed by local artists, whose descendants are
still living in Cochin and the borders of the neighbouring countries. Their school
of painting is stated to have reached its climax in the I7th century A. D., when
the ancient temples at Trichur and Tiruvanchikulam and the palace at Mattancheri
were decorated with wall paintings on a very large scale.

“The Marriage Scene of Uma” is one of the most interesting pieces of
line drawing executed on the walls of the Mattincheri palace, Divided into
five scencs, the story of the marriage of Siva with Parvati is depicted in a style
throbbing with vitality and action. Although fundamentally religious, the scenes
reveal an interest in secularism and contain subjects that are largely drawn from
incidents connected with the social life of the Malayalis of the time. The stories
illustrated are continuous, such as may be seen in the wall decorations of Ajanta.
The scenes illustrate incidents from the story of the marriage of Siva with Uma,
the daughter of the mountain god, as described by Kalidisa in the cantos
of the Kumarasambhava. These line drawings representing the marriage scene
of Uma are the only paintings left uncoloured in the whole of the Mattincheri
palace, The artist could not have intended them to remain as such ; he probably
postponed colouring to some later occasion and so left them unfinished.

Pl. I, represents the seven sages, accompanied by Arnndhati, bearing back
to Giva the consent of the mountain god to give him his daughter’s hand in
marfiage. Siva is seen in a consenting mood seated on a majestic throne supported

&
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by lions ; he has four hands one of which is hung down as lambahasta and another _
kept in the kataka pose in a gesture of communication.

PL I, shows Parvat sitting in the ‘harram” surrounded by her female attendants,

who have been helping her in putting on her marriage dress and getting ready for
the marriage procession,

Pl III, Fig. I represents the Devas, including Brahma and Vispu, in a
procession to the Himilayas to be present on the occasion of the marriage
of Siva with Parvat. In the long procession Brahma s seen riding on his vehicle
Harmsa with his wife Sarasvat], while Vispu comes accompanied by his two wives,
Sti and Bhami, on the back of Garuda,

PL IIL, Fig. 2 shows the marriage procession of Parvati, in which she is seen
being led by her numerous attendants with the accompaniment of music, etc. (P IV).
This apparently represents a typical marriage procession of the Malayali bride,
and, to a large extent, reflects her home life and the religious ceremonies that precede
the marriage. It leads to the last scene which represents Uma entering into wedlock
with Siva. Visnu standing beside Parvag presents her to Siva, while Brahma blesses
the couple. Narada, from the middle of the crowd, is seen adding harmony to the
occasion by playing melodies on his celestial vipa (PL VY.

The method employed by the Malayali artist in the wall paintings at Cochin
wasthatuftempcm,ﬂmﬂmpmc:ssmilhadbydm Buddhist and Rajput painters
of India. The plaster surface is” Rrst allowed to dry,andisdunchedﬂ‘nfm
afterwards with water to which a little lime is added. On the dampened surface
thus obtained the artist makes his painting with pigments mixed with slaked lime.
The plaster coat on the walls is made of the local river sand compounded with
lime without any admixture of jute or hemp, which has naturally made the ‘rinfazzo’

less tenacious and thus contributed in no small measure to the deterioration of the
paintings in Cochin.

L Fa 1=V copyrizht, property of the archacal. Dept.. Cochin,
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TWO CHAPTERS ON PAINTING IN THE
NARADA SILPA SASTRA

By V. RAGHAVAN

Preface

The Nirada Silpa is a Silpa treatise available in Ms. form in the Mss. Library
of the Theosophical Society at Adyar, Madras (IX. J. 33). It runs to I86 pages
in foolscap quarto size and deals in its 83 chapters with the construction of tanks
and other water reservoirs, laying out of villages, towns and cities of various types,
building houses, palaces and forts of various kinds, construction of the several
parts of a building, the various Salds and Mantapas, construction of temples and
making of images and manufacture of articles like swings, bedsteads and various
kinds of vehicles.

Inthe list of works on Silpa at the end of his Dictionary, P. K. Acarya
mentions in MNirada's name only a Purdna and a Samhita as containing some
chapters relating to architecture. No regular Silpa treatise in Narada's name has
vet been noticed, except this Narada Silpa Sastra’ Narada is mentioned as an
authority on Silpa in the Matsya purdpa. Evidence, internal or external, for fixing
the date of this Narada Silpa Sastra is absolutely lacking.

Nirada quotes a few authorities, most of whom are unheard of before.
Kasyapa isa well-known authority and Nirada quotes him on pp. I, 70 and 86.
Brhaspati is quoted on p. 60 ; Prajapati on pp. 64, 71 IIO, 112, 147 and 171 4
Anuloma on p. 68 ; Marici on p. 69 ; Bmndaka on p. 62. Besides these names we
find mentioned a Nadadhvani on pp. 68, 99, 141, 146 and 162 , Bhagavan Bhargava
Nadadhvani on p. 109 ; Bhargava on p. 88 and Usinara Bhargava Bhagavan on
p.125. On p. 52 is cited the authority Sukra guru’ and the separate name
Usinara occurs as an authority in other places in the Narada Silpa also.  The last

1. I the Adysr Libenry itself there is ancther Silpa treatse called Vasu widhiina which iz also attributed 1o
Marads. ¥¥IL M, 7. The Ms. i on palmleaf and in Tebugu script and | could not go through it
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set of names, Sukra, Bhargava, Usinara (perhaps Usanas) and Nadadhvani, refer
to the same authority Sukra who is mentioned among the teachers of Silpa, Silpa-
sastropadesakas, in the Matsya purina.

Chapters 60-66 of the Narada Silpa describe the construction of special
Salas and the sixty-sixth describes the Citra sala, the art-gallery. Chapter 71 is
devoted to the beautification of building by Citra, paintings. The Narada Silpa was
brought to the notice of scholars in the contributions of the present writer on
theatre-architecture in ancient India where the contents of chapter G5 on
Nataka sali laksana were noticed.! Subsequently, the work was accepted for
publication in the joumal “Tirumalai Sr Venkatesa” and before a few chapters saw
light, the journal became defunct. The contents of the two chapters relating to
painting were surveyed by the present writer in an article on Some Sanskrit Texts on
Painting in the “Indian Historical Quarterly”, Vol. IX. 4, pp. 909-910. Chapter 66
dealing with the characteristics of the Citra sala recently received treatment by
C. Sivaramamurty in his contribution “Citra silas—Ancient Indian At Galleries” in
the Triveni, Vol. VII, 2. pp. 180-182.

In the subsequent pages, a translation is attempted of the two chapters in the
Néirada Silpa on art-gallery and painting. Like other Silpa texts, Narada's also
has its own grammar. Puzzling case-endings and compounds shatter all hopes of
understanding, and added to these are certain technical names peculiar to Narada's.
text which | have not been able to trace in other Silpa treatises or in Acarya’s
dictionary, The notes that | have added to the translation indicate the problems
in translating the text,

Literature, Sanskrit and Prakgt, (Brahminical, Buddhistic and Jain) and
Tamil, contains numberless references establishing the fact that ancient Indian cities
and towns had separate buildings set apart for the display of paintings (citra salds and
citragdras), but the only Silpa text which devotes a section to details of the construc-
tion of such a building is the Narada Silpa. In the Adyar Library itself, there is
another work named Bhiipala mandana attributed to the same Narada (XXXIX. 4.19).
It treats of the daily routine of kings and queens ; and it says (p. 107) that the king
shall have in his palace separate halls for various purposes, the Ratga $ild or the
theatre giving varied pleasure to the eye and the Citra sala or the art-gallery that
gives joy to the eye, and other Salas,

I Triveni, Madras, Vial. V. pg. 358362
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et & it 3 |
HareAl famoremig aar st P. 107.

On p. I6 of the same work Narada says that in the evenings (afternoons)
the king shall enter his pleasure hall, Vihira s3la, and give himself up to music,
poetry and painting. He says: In the time set apart for them, the king shall
make paintings etc., divine and human (in theme), according to his skill and
according to the canons. Birds, wonderful forms of varied nature, rivers, mountains,
these various kinds of painting, according to his inventive skill and with method,
he shall make.

faarfas = geen aremEIZETE: |
T S 34 g 9
qaEwe ATy e e |

wtad Wil Jaao S=w T

wd s ot wew g s P. 6.

In his Silpa sastra itself, Narada says in ch. 22 that at the centre of the city,
on the right and left, are to be located the entertainment houses and the halls for
pleasure. viz., the theatre and the art-gallery, the Nataka 3la and the Citra sila :

“ gemTiCit: mreT: aEwtaasaEEn © P28,

Similarly, the Citra $3ld and other entertainment houses are mentioned (p. 47)
as found in the type of city called Devesa nagara described in ch. 33. Narada
thus speaks in his Bhiipdla mandana of the Gitra sild attached to the palace of the
king and in his Silpa 3stra, of the popular Citra $3ld in the the midst of the people
of the city. In ch. 66 called Citra s3la laksapa kathana, Narada describes this
popular art-gallery in the middle of the city and though we are not able to get the
measurements and other details given by Narada exactly, the general impression is
left that the ancient cities and towns had picture-halls at a central place, that these
halls were beautifully designed in Mantapa form at the top and temple-like at the
front with a small Gopura and that they were spacious and ventilated ; that the
Citra salas were probably storied buildings and that, inside, the halls were provided
with seats where citizens spent their afternoon hours gazing at the pictures on
the walls and other places all over the building ; that such halls were permanent
entertainment-houses of the cities and the cultured repaired to them to spend their
time every now and then.

5
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After dealing with various kinds of buildings, Narada describes the beautifica-
tion of the buildings by Citra in ch. 71 called Citralamkiti racand vidhi kathana. By
Citra here Narada primarily means painting and now and then also carving of the
woodwork of the buildings, works in brick and mortar and also in metal. A perusal
of Narada’s description of the cities and their buildings shows that no part of the
buildings, of whatver nature they were and whatever purpose they served, was left
uncarved. unworked and unpainted. The Vivaha s3la or the marriage-hall is
described by Narada as having many Citras (bahu citraks) and decorated with
Rangavalll on the floor and with a canopy above (saha rafigavalli vitinaka, p. 76)" ;
the bed-chamber or Sayana 83k is said to be (p. 105) beautified with Citras capti=
vating the mind (manohara citra citrita) ; on p. 98 beams and top-houses (candra-
salas) are said to be brilliant with beautifl Citra (manohara citravinyasodbhasura) ;
similarly windows and other parts of the building (p. 124) are all decorated with Citra
. of all kinds. In the inside of the Gopuras” Mukhapattika and in other parts of the
Gopuras are to be (p. 150) paintings of flowers, leaves and creeper (designs)” that
give joy to the eyes (netranandakara patra latd kusuma mukha citra). In the same
way, ch. 71 devoted to painting and decoration also leaves no part of the buildings
unmentioned in connection with painting, no part from the basement to the finizl.

Compared to the Visnudharmottara, the Abhilasitartha cintdmani and the Silpa-
ratna, the Narada silpa sastra has but poor information to give us on painting.
The points to be noted in Niirada's treatise are only few : From the point of view
of surface, Narada speaks of three classes of painting, of the floor, of the wall and
of the upper parts. From another point of view, he speaks of permanent and .
temporary painting-decoration. The decoration of the floor is called Bhauma citra ;
it comprises the Raigavalli, ie., the Dhali and Rasa citras of Somesvara and
Srikumara and the inlaying of the floor with coloured stones and gems ; the
decoration on the wall is called Kudyaka citra and that on the top of pillars, beams,
and ceiling is Ordhvaka citraka. The Dhali and Rasa citras of the Bhauma class
form the category of temporary decoration called Tatkalika ; of these two, the Rasa
citra is more lasting than the Dhali citra. The Kudyaka and Ordhvaka citras are

1. Jain Prakgt texts (and the Sanskrit commentaries therean) like the Kalpa sftra and the JMddharmakahitga
contain references to the several Kinds of fgures with which canopier and custsing are decorsted ; creepers with leaved
and fowers, Candharvas ote, See Motes below, . 12,

2. Farra lekhana : Creeper desigra : Abhilagitinba cintimani, Mysore Edn. p. 195, §1. 139 1+ quinesaies: |

Swarsmanvurry, J. O P, Madras, Vol, VIL No. 3, pp. 2323, The cresper-design, slong with. the Maksra-design,

forma the chief theme of the painting with liquid pigments {rasucitrs) on the chesls end bressts of ladies called “Patrs
lekha' aften met with in Kivya fiteratore,
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permanent, Sasvatika. MNarada speaks of the carving of various forms on the
woodwork in the buildings, such as pillar-tops, beams etc., (taksanika) and these
carvings are painted over in appropriate colours. Narada says that when a wall is
painted, plaster is first applied to the wall (sudhanulepana) and when the surface
is wood, juices of herbs which give strength and firmness to the wood and painting
are first smeared over the wood (dardhya sampadaka ausadhi rasa lepana). A
variety of themes is mentioned and the term Citra is used in all the three senses,

Pictures are to be such as to captivate our minds (manchara, pp. 98 ; 105)
and give joy to our cyes (netrinandakara, p. 150). They are to be proportionate
(yathdmana) and conforming to the rules relating to pose and the pose-determining
lines (avirudha sitrapata). They must be of several colours (bahuvarpa kipta), brilliant
with various colours (bahuvarna bhasura). Omaments must be gilded and set with
gems (suvarpadi vibhisitinga). The lines should be even (avisama rekhika and
sama rekhika jutka), the picture in general auspicious (s3nta) and the forms lovely
(manjulakara).
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Translation
I
Lesson 66

T

Deseription of the charactsristics of the art-gallery, Chirasala

We shall speak of the manner of construction of the art-gallery, says
Narada. According to Usinara (1), the art-gallery is to be erected in the central
part of the city, on a site where four roads cross, in front of palaces and houses (2)
or in the centre of the main street.

Taking (3) five, six, seven, eight or sometimes even ten or twelve of the Ksitra
siitra or the Prajapatya satra (4), and taking the best ground, (the art-gallery must be
constructed) with or without much width, cylindrical like a Mardala drum or circular,
with main and smaller entrances, with one or more faces, with courts in two, two
Bhagas (5), with a terrace in the quadrangular court at the entrance, with an entrance
to the upper parts (of the building), with halls in the centre (6) and crosswise and
with Ksepana-mouldings (7), long like a staff or of the form of a mace (8), or
of the shape of a cistern or the drinking-hall (9), with thirty-two, twenty or sixtzen
pillars, with a doorway (I0) and flight of stairs leading to a platform in the central
court, with a special hall (IT) designed in the east in the shape of a mace or staff,
with windows and decorated canopy (12), shining with various omamentations,
with many terraces, overhung with many garlands, with courts around on the outside,
uniform at the comers, with pials (?) and seats to sit, with spire and dome, with worked
entablature (13), with side-steps (14), with a front porch (I5), with peak and
pavilion (16), with a court marked off for placing a big mirror inside near the big
arched gate (17), with things designed for all kinds of pleasure, with various lamp-
stands, adomed with a small tower at the -entrance, beautiful with pictures of various
forms, of Devas, Gandharvas, Kinnaras .etc,, in various styles (I8) of sports,
possessing greatness and others (that are) according to measurements, brilliant with
many colours, and with the bodies adomed with golden (ornaments) and.
others (19). {

Thus spoke Nirada.
Adyar MS. pp. 120-122.
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11
Lesson 71

Description of the method of painting-decaration

Divine Narada says that we shall speak here of the manner of decoration
by painting. According to Usinara, painting is for the pleasure of gods, for the
satisfaction of the presiding deity of the building and also for beauty.

This painting is divided into three kinds, of the floor, of the wall and of the
upper regions, says Narada (I).

These various kinds of painting (2,) sometimes on carvings (3), (with) various
materials (4), ( of ) artificial designs and natural forms (5), permanent and temporary
(6), those knowing measurements shall make in abundance (7) on various surfaces in
accordance with general measurements, in even lines and in conformity to (the
rules regarding) pose-lines (8). i

Of these, in the case of the Citra of the floor, divine Narada says, (they)
shall make (it) on the door-step, in front (of the house or door), in the verandah, in
court-yards, in. halls of various shapes, in bed-chambers, or in the centre (of any
place), in the dining halls and inside (also), (of) square design, or with lines inside,
of a shape of a Pafijara (9), of the form of various birds, (in) striking (designs of)
elephants, horses and serpents facing each other (I0) (and with) a combination of

various objects or with a combination of various materials (II).

And then on walls and in the parts above, the gods wish (to be drawn)
Devas, Gandharvas, Yaksas, and others ; in some places great sages and in some
other places great kings while hunting and in such other activities ; and in the several
courts and stories (12), at the neck of pillars and in the fillets below them and in
the buildings of one or more stories (I3), the forms of brave warriors in action
with their various missiles, in pugilistic action, showing their strength (in. other ways
14), engaged in taming wild beasts and of others also. :

Says divine Narada (further) that the forms of umbrellas, chowries, swords, ete.,

in line (work), in wood-carving or in other manner(s) are to be introduced (I5) in
the village, and other places (16).

" In all places, (the Citra shall be) in even lines, auspicious, shining with various
ornaments and neither more nor less in respect of lines ;
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depicting stage-experts or fighters in action (I7) and according to the
different places, it is said that various subjects (shall be drawn), various animals,
Devas, Gandharvas, Yaksas, Kinnaras, Vidyadharas and men.

Elsewhere, in the east or in the south, (are to be drawn) horse-designs,
elephants, (elephants) with wings, with Mahuts, with fettered feet, in some places
engaged in various sports, ensnared or lying down 5 (£8):-veeeoer Then again in the
carved woodwork over the top-apartment (I9), in several other places, in the parts
of the doors with bolts, door-ways, latticed windows, junctures of walls, junctures

of woodwork, (20):-re-eee- on the bits of woodwork in (these) and other places,
plaster should be smeared or the juice of herbs giving firmness (20)reemereme(22) 5
then, putting on red and black ;-+:-=-------(23)

Then a whitewash, then colouring (a coating) with juice of several herbs ; (and
then) in these (above-said) places, the painting in various colours and in lovely
forms.

In the upper stories and in places further up (are to be executed) works
shining with various kinds of Citra, of objects of the inanimate and animate worlds,
on several kinds of wood, on metal and on plaster-coated (brick) (24).

Adyar Ms, pp. 133-138.
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Notes
|

The text uses often certain words which do not have much or any
specific meaning, as for instance, Vai, Vi dho, Atho, and Kalpanika. The last
however must be noted. It means primarily ‘creation’, any thing worked by
the artist or architect and it is used very generally for place, ground and any part of
brick-work or wood-work. The text is very fond of the Taddhita forms of words
with the suffix ‘Ka” added, with or without any purpose.

I Usinara is an authority on Silpa whom the text mentions often and who is
mentioned in the section on painting also. Usinara is an ancient king of India of
whom the great Sibi was a son. (Mudraraksasa VII. 5 and Sayada on Rg veda
X. 12.179). The name is not met with as that of a Silpa-authority elsewhere and it
has been suggested in the preface that Usinara may be only Usanas or Sukra.
Usinara is also the name of a country and its people.

2. The text here cannot be properly interpreted since it is grammatically
defective and the words do not make Anvaya.

Prasida and Bhavana are separately mentioned ; the former is according to
the Amarakosa applicable only to the places of gods and kings,—temples and
palaces, “Prasaddo deva bhiabhujam” (Il ii. 9). Bhavana is a mansion or a house.

3. The words here are “Kraman nitvd” and their exact import is not clear.
That they mean something relating to measurement can be stated, since the expression
‘Nitva" occurs in that connection often in the earlier part of the text.

4. Narada mentions ‘Sitra’ which occurs often in other places in his text
and certainly means some unit of measurement. We find here the Ksitra sitra
and Prajipatya sitra which MNarada uses often while giving the measurements of

villages, buildings and forts, He has not explained anywhere what Ksatra and
Prajapati Satras mean.

In the Manasira and other Silpa texts, we come across a unit of measurement
called Prajapatya which is 25 Angulas. We have no evidence to enable us to
identify Narada’s Prijapatya siitra with the Prajapatya hasta of 25 Angulas,

This part of the text seems to give the measurements for the Citra &3la, but
we are not able to make any meaning out of it.
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Pandit V. Vijayaraghavacarya says that the Prajapatya sitra is 64 nine-
inches, i. ¢., 48 ft. and that the Ksitra siitra is 56 nine-inches, i. e, 42 ft. Textual
authority for this is lacking.

S. “Dvidvi bhaga afiganam” : this expression can be rendered as courts in
two halves or parts. Perhaps, a part of the space was enclosed for the pictures
and the other part was for the spectators. But Narada uses the word Bhéaga
often in the sense of a measurement also which is undefined.

6. The word “Madhya’ is used twice perplexingly.

7. Ksepapais a kind of moulding. Manasira XVl 26. The Naradasilpa
itself mentions it in ch. S5 while describing Sandhi-karma or joining and in ch. 67
while describing windows.

8. Dandika means staff and mace. “Dandiki-akrtika” means “of the shape
of a staff or mace.” Perhaps a rectangular shape is meant. See A. V. Tyagaraja
ayyar, Indian Architecture Vol. L p. 132, plan of a Dandaka type of village which
is rectangular.  P. K. Acarya quotes Danda’ as a class of buildings mentioned
in the Kamikagama and ‘Dandaka’ as a Mantapa or hall with two faces. Dandika

means also a doorway.
0. ‘Prapa’ means both a cistern and a drinking-hall or drinking-shed.

(0. The text here has “—sop&na vamsa dvarakam.” | have taken Sopédna
vamsa as a flight of stairs. Pandit V. Vijayaraghavacarya says that Vamsa dvira
isa compound word which means ‘a double gate’ or a pair of gates to the same
place.

[I. The word here is “Vaisesika $ald” ; Vaisesika is derived from Visesa and
can mean ‘special’, the sense in which | have taken it. :

12. Citra vitina or decorated canopy : The Jain text Jadtadharma kathafga
thus describes a decorated capopy :

“erEaTEETERreTa-sgmrataaae (Skr. Chaya)
a canopy whose surface is decorated with designs of lotus-creepers, creepers in
bloom, and other superior kinds of flowers. (p. 12. Text and P. 14 Skr. Com.
Agamodaya Series, No. 6).

A curtain or Yavaniki worked with more varied decoration of all sorts of

animals, creepers and flowers is described by the Jain Kalpa sitra, p. 60b, Seth
Devchand Lalbhai Jain Pustakoddhar Fund Series :
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aufsi—" (Skr. Chaya)

13. Citra prastara; worked entablature. Tyagaraja ayyar, Vol I. pp. 223-5 ,
Acarya’s volumes and G. J. Dubrenil's Dravidian Architecture, pp. 10 and 24.

4. Parsva sopanaka: Side-steps. Were the building itself to be erected
on an elevation, there would be steps around. See Coomaraswamy, Eastem
Art, Vol 1l 1931, p. 119 : “Where the place had a high basement, there would
also be external stairs, and these are cleardy implied in J., VI, 428, where the
Bodhisattva “goes up into the palace—". Many Mantapas and shrines in South
Indian temples are built in this manner,

15. In the text here, we find Mukhabhadra and Pratimukhabhadra, and these
two occur together in the Narada silpa in other places also. Mukhabhadra occurs
in other texts also and means front porch or front tabemacle according to
Acarya, The word Pratimukhabhadra is not traceable in any other text and has
to be left untranslated.

16. “Ordhva kita” and Ordhva s3li” may be apartments in the upper storey
and Kita means also finial and Sala, a pavilion-stucture. On Kita see
Coomaraswamy, Eastern Art, II, p. 215, ‘roof-ridge’ s Ibid, lIl, p. 193, ‘rosf-plate
against which rests the top of the rafters’. Coomaraswamy, ]. A. O. S. Vel. 50,
p. 243, same meaning. On Sala (Tamil Salai) sce Dubreuil : Drav. Arch. pp. 13
and I8.

7. The text here has the expression “Prthu varintike vaho mahd varantike”
which seems to be tautologous, Prthu.and Maha meaning the same thing. Vira or
Varaka occurs earlier also in the Narada silpa (p. II5) in the description of the
Niti sala, but its meaning there also is not clear.

According to Lexicon, Vara means door or gate and Acarya’s Dictionary -
of Architecture gives it as ‘enclosure’. The root “Vi" means ‘warding off, “surrounding”
etc., and thus both meanings are justifiable.

Coomaraswamy discusses Vira on pp. 225-6 of Vol. Il (1930) of Eastem
Art in his contribution on Bodhigrhas. It occurs according to him in the Asoka-
vadina and the Divydvadina. He quotes the following Skr. passage from the
latter text :  “ugfAdl AT wEeN W W arAfvem Sgfa SwaEe: S
w7
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The text and the plates published by Coomaraswamy show the Vira
as something high and surrounding the tree.  He renders it as “enclosure”, ‘wooden
scaffolding” and “a high surrounding gallery”. Platform is the meaning suggested
by some. .

It is not possible to imagine what sort of enclosure or platform within the Citra
s3l3 Narada means where a big mirror must be set up according to him. | have
taken it in the sense of an arched gateway on the authority of the Adyar Library Ms.
of the Silpa treatise called Prasdda laksana of Vasudeva siri with the Commentary
of Vajiia diksita. On p. 57, this work uses “ara' and it is interpreted as ‘Randhra
dvara’ and a marginal note on p. 46 of the same Ms. says that ‘Randhra’ means
in Tamil “Kaman”, i. e, arch. Vara or Randhradvara is an arched gateway.

8. The expression here is “Nana samaya vihdrikindm”. Samaya can mean
time or convention, manner, style. Neither meaning affects the sense of the passage
very much. If Samaya is taken as time, the text will have to be translated ‘as in
sports of various kinds according to the part of the day or the seasons of the year,

19. “Sauvarpadi vibhisita afgam™ : By’ Adi" after ‘Sauvarpa’ we have to
understand that besides gilding, gems are set in appropriate places in the oma-
ments, as in a variety of Tanjore pictures.

I
{ The Citra of the floor is of three kinds : inlaying or designing the floor
with various coloured stones (manikuttima), Dhali citra and Rasa citra. Narada
means primarily Dhiili citra (and Rasa citra also) by his Bhauma citra. Dhali citra
is transient, and Rasa citra lasts for some time more. The Abhilasitartha cintimani
and the Silparatna describe the Dhafi and Rasa citras. See V. Raghavan, Some
Sanskrit Texts on Painting, IHQ. IX. 4, pp. 905-6; C. Sivaramamurty, JOR,,
Madras, VIIL. 3, Artist's Jottings From the Nala campi, pp. 232-3 ; and Coomara-
swamy, Technical Studies IIl. 2. The Technique and Theory of Indian Painting’,
pp. 84-85, footnote 25, paragraphs I and 2.
The Dhali and Rasa Citras cannot naturally be drawn on the walls. Narada
groups them together into a class called Bhauma citra, floor-painting or floor-
decoration. Silparatna says :

mﬁﬁﬁlﬁéﬂ!ﬂfﬂiwl

cafat @ ettt frafada foar (@)
I. 46. 143.
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See IHQ. IX. 4. p. 906. Even the revised translation of this verse made by
Coomaraswamy in footnote 25 on pp. 84-5 of “Technical Studies,” Il 2is
wrong in the second line. The verse means that three thingsare not for the
wall, Rasa cita, Dhili citra and Citm or sculpture in the round. The
translation is :  “These three viz., tincture-painting, powder-painting and sculpture,
the knowledgeable man must not make on a plaster-primed wall”, The second line
does not detail the three categories of painting or Citra as Coomaraswamy
supposes by taking the second line independently and by translating it thus : “These
(viz., the two afore-said and painting on a primed wall) are three kinds of painting.”

In para 3 of this same note 25 (p. 85), Coomaraswamy says: “It may
even be that Rasa and Dhili (citras) are two classes of Bhava-citra” ! and
translates Bhava-citra as “astrological painting”, a category which he has attempted

to create newly.

The Citra of the upper regions called by MNarada “frdhvaka™ is the
painting on the ceiling, at the junctures of the walls and the ceiling, and the painting on
the wood carvings of pillars and other parts of the woodwork. Narada speaks of
such painting on the carved woodwork more than once (Taksanika). When the
woodwork is thus painted over, Marada says that the surface is first smeared

with certain herbal juices which ensure firmness.

2. The text here is redundant with, “of various kinds' : Nana bhedakam
and Bahudhiakam.

3. This is the most acceptable meaning for the text” Taksapikat kalpanikat”,
4. Nani dravyakaih : made with various materials.
5. The text here is “Kytrima akytrima rapakaih”,

6. Narada first classified painting as that of the floor, that of the wall and
that of the upper regions, from the point of view of the places where paintings

are, He now makes a twofold classification from the point of view of the

durability of the painting. He divides painting into permanent (sasvataka) and
temporary (titkilika). Paintings on the walls and the upper parts, Kudyaka and
Ordhvaka, are permanent, and Bhauma citra, ie, Dhuli citra, and Rasa citra also,
to some extent, temporary, Srikuméra calls Dhuli citra ‘ksanika” which means the

same thing as “tatkalika’,
A wafres v wftrerd Rdei |
wEttaie = e goad: ) 46. 144-5.
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7. There is a small gap in the translation and a bewildering chain of words in
the text whose meaning cannot be ascertained. Corruption is evident here but the
clue to a reconstruction is not available. The text reads :

QREERE A ST W ST |
The only words that are clear and are related to the subject are Tanka, chisel,
and Vardhana, chiselling, the tool and work of the craftsman called Vardhaki, the
carpenter. Parijaka, Rejaka, and Kumbhaka are the three terms in this passage
difficult to translate. -

The verb in the passage is ‘Abhivardhayeyuh” and it has been translated “shall
make in abandance’. not literally. Perhaps the text here means to say that painting
is to be applied also to chiselled and plastered brickwork.

8. Here are mentioned two requisite qualities of painting, Mana and
Satrapata or Siitra pata. The first has been taken as the general measurement of
a figure in respect of its various limbs, etc. Aviruddha sitrapdta has been taken as
referring to the lines called Brahmasitra, etc.,, mentioned by the texts in connection
with pose.

9. Pafijara may simply mean a cage-like design or the architectural motif of
that name meaning niche. Dubreuil, Drav. Arch. pp. 13 and I4.

10. “Gaja turaga pannaga mukha pratimukha citrakam™ is the text that has been
translated as striking designs of elephants, horses and snakes facing each other.

{I. Nind dravya melanaka : Dravya here has been taken as both themes for
drawing and materials for drawing, for it may mean cither. In either case, the
expression is superfluous, for the use of various materials (nana dravyakaih) has been
already mentioned and so also the combining of various objects to form designs.

12 & 13. The text here has “Nanaigana talakesu” and “Ekdneka talakesu™. |
am not satished with my translation. Tala here cannot mean floor, for Narada is
speaking here of the decorations of the wall and upper regions. Tala has also the
meaning storey in which sense it has been taken by me. The point however is not
clear at all.

14. “Utpanna sattvinam.” Sattva here is used to mean strength and it occurs
as meaning wild animal immediately, “Vanya sattva damanakodyuktinim”,

15 @ 16. The exact or full import of the passage is not clear. The odd men-
tion of the village here is mystifying.



[7. “Udgata rafga canaka kridanakam” ; Rafga means both a stage for dance
and drama and an arena for pugilistic shows. Raiga cana (or canaka) can mean
experts on Rariga. '

18. A gulfin the translation here could not be avoided. The whole passage
is full of obscure terms. Netra, Bhadraka, Mukuls, Patatri netra, Pada racana,
Mukha, thesz are the terms occurring here. Do these refer to various kinds of
designs or to parts of designs ?

Netra at least seems to refer to some kind of motif. For we fnd the
Prasada laksana of Vasudeva siiri saying :

T gEd o AaRtsareey | vol. L p. 29,

19. Gopanasi is defined by the Amara kosa as the carved wood-work cover-
ing the top-room : wiqrERt g T@drEEY Fwarefr | But there is a great deal
of difference among the commentators in the interpreation of this line in Amara.
Ci. Coomaraswamy, Eastern Art, Il and Ill, ‘Rafter ; Acarya a moulding of the
entablature’.  Dict. P. 173,

20. The second big gap in the translation. The text here details the several
parts of the building, parts of the brickwork or woodwork over which, after a
coating with whitewash or herbal juices paintings are executed.

2[. Herbal juices ensuring firmness seem to be for the wooden surfaces and
whitewash for walls,
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2. Here occur two words of unknown meaning : Pumsila pattika sthipanam
and Adhivasanakam. Regarding the first word, some say that stones have genders and
Nirada mentions here the masculine stone.

23. The third and last unmanageable passage occurs here and accounts for the
hiatus in the translation.  This passage is similar to that noticed under no. 20
and this also details the several parts of the building over which paintings are
to be executed. Nothing pertaining to painting proper is lost in this obscure passage.

24. Citra here refers to sculpture, bas-relief and images worked in any
material, brick and plaster, wood or metal.



A NAGARAJA FROM MATHURA

By PHILIPPE STERN

The Nagarija in the Musée Guimet, (PL V) belongs, as we believe,
to a particularly important period in the evolution of Indian art. About the begin-
ning of our era, this art seems to expand along a threefold current. In the central
region (corresponding roughly to the Central Provinces in the north of India), the
style of Mathurd appears as a sequel to that of Safici ; like the latter, it expresses
a vigorous naturalism where the fulness of human forms and the marks of feminine
beauty are displayed and often with still greater emphasis ; a characteristic feature of
this style is the rounded outline of the faces, and what we might call a triangular
smile. Up to the beginning of Kaniska's reign, these features survive in the statues
of Bodhisattvas, one of which is dated in the 3rd ‘year of his rule.

This art of Mathura however is flanked by two others following a parallel
evolution « viz : Graeco-buddhist art on the one side (in the north-north western
districts) and the art of Amaravati on the other (in south eastern India and, it
would seem, at a slightly later date). Through these, without much delay,
external influences reach the school of Mathura, Of this we have a well known
instance in the statues of Kusfina kings, standing or else seated with knees apart,
which in some cases will become the prototypes of divine images. About the year
50 of Kaniska’s era, statues that seem to be mere copies from Graeco-Buddhist
models are to be found among the productions of Mathurd. More interesting,
however, are the diffuse and well assimilated influences which penetrate into the
Mathurs tradition and bring about its renovation without any loss of its
originality.

In this respect the Nagarija of the Musée Guimet is quite characteristic ;
it is not only a thing of beauty but also of particular interest. A similar serpent
king (from Chargaon) is dated in the year 40 of Kaniska's era. It is the
very time when Indian art breaks loose from the direct feeling for nature—a sign
of youth—and when external influences, promptly assimilated, contribute to the

9
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transformation. The statue shows a lithe figure, of a harmonious and supple &lan, and
an internal dynamism which were scarcely to be found in earlier Indian art. Graeco-
Buddbist art, especially in its beginnings, has certainly never produced anything
atall similar ; for the Greek survivals which it contains then seem effete and, as
it were, emptied of their substance. Vet we can realize that our statue is the out-
come of the double grafting on the vigorous Mathurd stock of the supple Greek
form, and harmonious Greek proportions, on the one hand, and of the fecling for

movement (which is so highly developed in the Amarivati school) on the
other.

The above remarks are an attempt to determine the position of our Nagaraja
among the various artistic currents which intersect at this very period of Indian art
history ; we leave it to M. Pierre Dupont, “chargé de mission” in our Museum,
to analyze the statue in detail :

The statue of a Nagarsja from Mathurd, recently acquired by the Musbe
Guimet' is unfortunately without head and arms. Its body is bare : a dhotl is tied
around the hips and tightly adheres to the modelling of the thighs. Between the
legs it is gathered in fine pleats, A voluminous scarf knotted at the back
curves in front across the body and is drawn to the left through the ‘belt. Of

the omaments only a large necklace and one armlet can be seen in the present state
of preservation.

* By comparison with other statues and specially with the Nagarajas from
Chargaon * and Kukargam' this image can be identified. It leans with its back
against several circular motives, i.c. the convolutions of a serpent.  Its hood must
have been raised behind the head of the image. The position of the body and the
right shoulder indicate that the right arm was raised, as'in the case of the two statues
mentioned.  There the right arm is set against and surrounded by the serpent hood.

The Nagas, after an evolution as yet not traced, became divinities of lakes
and could make the min fall. This assured them a great popularity in agricultural
regions’. The gesture of the arm indicates no doubt an invocation of this kind.
Vogel remarks that the attitude of the Cakravartin at Amaravati is similar’,

Sale Sdvadjian.

J. ﬁ.Unﬁ,hhlm&MﬂMLWﬁmxﬂHmiﬂ b
. Op. cit. pl XLl .

J. F!L?qﬂ_ﬂudﬂmeufﬂwhrdnm;’:dﬂmmuﬂlﬂtﬂ.p.ﬂ
v Ph. Vogel, Sculpture de Mathura, p. 48,
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The left arm is broken but undemeath the left shoulder a piece of stone
still projects. This most probably indicates that the arm was bent towards the body.
In this position the Naga of Kukargam, amongst others, is shown. His left hand
holds a water vessel in front of the chest. This detail further characterizes the
Nagas ; their images were frequently set up next to cisterns and in the open air.
This is responsible for their being often badly damaged'.

The appellation Nagardja is very explicitly attested by the inscription at the
back of the Chargaon figure’. Another incription on the socle of a recently
discovered statue has Dadhikarma as the name of the serpent-king’.

The Naga cult in Mathurd must go back to a remote past. The Buddhist
foundation of Huviska, it is certain, was built on a site consecrated to Naga
Dadhikama. He is mentioned on a slab dated 26 Saka and statues dated in 40
and 52 Saka, during the time of Huviska, show that his popularity was maintained.

. Vogel, Catalogue, Mathirs Mussum, p. 89,
. W .Sn.llpm'_ldeMu!nll.p-llﬂ.
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THE PHALLIC EMBLEM IN ANCIENT
AND MEDIAEVAL INDIA

By JITENDRA NATH BANERJEA

The problem concerning the age of the introduction of phallicism in ancient India
is not easy to solve. The whole question consists mainly of two parts,— one about the
origin and antiquity of the practice of worshipping the phallic emblem, and the other of
its intimate connection with the Rudra-Siva cult, as it developed along sectarian lines,
the chief object of worship in a Siva temple coming invariably to be the linga in
Arghya. The symbolism underlying this aniconic form of Siva is mainly the idealisation
of the primeval principle of creation,—the union of the male and female principle.
The Arddhanarisvara image of Siva and the composite Harihara image to some exient
convey the same idea in an iconic form,

A long standing hypothesis about the appearance of phallicism in India is to
the effect that it existed among the pre-Aryan settlers of India who are referred
toin certain early Vedic passages under the opprobious epithet of Sisnadevih.'
Yaska's and Sayana’s interpretation of the term as “persons addicted to sexual
pleasures”™ has been called in question by many western as well as Indian scholars
who are of opinion that it really means “those who have a phallus for their deity.”
Sir R. G. Bhandarkar believes that in this term reference is made to some tribe of
the aborigines of the country, who worshipped the phallus® The discovery of
certain peculiar objects at Mohenjo-Daro and Harappa by Sir John Marshall and
his assistants, sometime ago, lent colour to this view. These are aniconic objects,
usually of stone, more or less realistically modelled as phalli whose ostensible use seems
to have been as cult objects’ The evidence of these finds is certainly very

l. Bgeeds, VI, 21, 5 and X, 95, 3. ﬂutmmmh:ltumnmndy;m&mbuhﬂu
cocasions, the Vedic deity Indra is besought by the hymnist 1o kill the Siinadevas, a

2. R. G. Bhandarkar, Vaignavism, Ssivism and minoe religious systema, p. 115,

3. Manhall, Mohenjo.Dats and lndus Valley Civiliation, wol, |, P55 There are three classes of aniconic
cbiects ; some sre unquestionably phalli, others conventiorslissd in thape, while the third class consisty of mintiture
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striking and if their intcrpretation is comect, a strong case can be made
for connecting the Sisnadeva of the early Vedic texts with these very
ancient inhabitants of the Indus valley. But is the explanation of this epithet
suggested by modemn scholars beyond doubt ? According to Eliot, ‘it is not
certain if the Sisnadevas are priapic demons or worshippers of the phallus’'
V. Bhattacharya has shewn good reasons for upholding the orthodox interpretation
of Yaska and Sayana’ |In any case, the hypothesis does not admit a
definite proof and the utmost we can say in favour of it is that it explains
?ﬁ subsequent introduction of phallicism as an integral part of the cult of Rudra-

It can be shewn, however, that explicit reference to the worship of the
phallic emblem of Siva is not met with in comparatively early literature. ~ The Vedas
no doubt contain such words as Vaitasa, Kvaprith, etc., which have the significance
of the male organ of generation ; but there is no question of connecting them with
the peculiar and well-known ritualistic practice. In the Svetisvatara Upanisad, the
author describes the god [s@na as presiding over every yoni; but here also one
cannot think of ﬁn{iing an explicit reference to the phallic emblem of Siva.*
Patafijali does not refer to it, but speaks of the Pratikti (likeness, image) of Siva
as an object of veneration. *

It is only in the epic literature that we find for the first time unmistakable
evidence of the worship of Siva in his phallic form and that too in sections
adjudicated as late ones by the Indologists. In the Visudeva-Upamanyu episode
of the thirteenth Parwan of the Mahabharata, it is expressly mentioned by
Upamanyu that Mahadeva was the only deity whose organ of generation was

gpecimens a5 games-men. All these were sacred objects of some sort, the larger anes serving as aniconic sgalmata for
mhmhmhmuuum’umwhmhdmdmp-m Sir Aurel Seein's discovery of twa reslistic
mdmmmarmmmm;mhiudmwm«mmmum
interexting.

I EIH.!—EHM-MWMLP.lﬂ.f.n.LCFathpki'u’ﬁ:ﬂhthpkMﬂhluy.

z ﬁ.muM:mwumwmiMhﬂilmmm?il-L

3, The three-headed horned figure represented as sested in & particular yogic Zrana (it exactly corresponds
ta the Kormissna of later times in which the heslt are placed crosswise onder the glutesh) fanked on either side by
.mknmunﬂﬁm,nmhhhmmﬂlﬁuMlmﬂwnhﬂhﬂ-ﬂmnﬂn
MWLWMmthwmmﬂuﬁmﬂuhmd
Siva-Pabupsti of mbsequent days.  Op. cit, vol. L p. 52 pl. X, fg. I7.

The context in which this pamage occurs proves beyond doubt that it refers to the philosophical doctrine of the god's

s Soecsivaara Upanisad, IV. 11 V. 2—Yo yonit yonimadhitighatyeka, vilvini ripiini yonidca sarvwih. J

presiding over every creative cause.
5 meﬂmﬁﬂﬂ?.lﬂ.
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worshipped in former times or is now worshipped by the gods such as Brahma
Visnu and others, and Siva and Uma were the real creators of animals because the
latter carry on their body the marks of these two and not the marks of other
divinities.! In one of the earlier sections of the same work, however, we find
reference to his being worshipped in an earthen altar ; Arjuna, while getting worsted
in his fight with Siva in the guise of a hunter, worships the same deity in an altar of
rearth made by him.*  Another section of the great epic, presumably somewhat later
than the one just cited but certainly earlier than the first passage, also contains
|anin:ercsu‘ngpamlleltuit. Asvatthiman, on his way to the Pindava camp at
' night in his murderous quest, is confronted by the vision of a gigantic being at the
| gate ; he then invokes the aid of his patron deity Siva and there appears before
him a huge golden altar with all-spreading flames of fire on it* Again, the em
which is enshrined in a temple at Vardha-tirtha by the river Payosni in the south is
the hom of the trident-bearer which is ‘high as heaven and spotless” and made by Siva
himself ; the word which is used here is ‘visina’, and there is no reference to the
lingamiirti of the god.*

Archacological evidence not only tends to corroborate the literary to a
very great extent but also throws some additional light on the problem.
Siva is represented either in a theriomorphic or an anthropomorphic form on
the reverse side of many coins issued in India not only by own people
but also by some of her alien rulers’ ‘Where any emblem is used instead,

b

g

§3

2. Ibid, Vansparwan, ch. 39, v. 65—Ssagyah dsragatr gand bhagavantah  pindkinah.  Meomayam
sthandilah kvl milyenapSjayadbhavam, ' '

3. Ieid, Ssuptikaparwan, ch. vi, w. 1214—hi tsys vivesinh  Plvodvoglt salarmmenah.  Purasis
Mancan] vedl pridudisinmabitmanab. Tasydhi vedylh tadl rdiarhicirsblinumsiiyss.  Sa didoviditah  khafica
jalsbhirsbhiptraysn. It reminds us of the story of the sudden appesrance of Siva in the form of & faming column
of fire before Brahmil and Vigpu engaged in dispute over the authorship of creation as told in the Saiviee Purigas.

4. [bid, Varaparevan, ch. B8, v, B—Svargidunufgamemalah vighoath yarrs dolinah. Svemrmavibieadh
drna marmyab divapurah vrsjet. Hopkine is not sure sbout what the hom reprasents ; be thinks it probably refers
mﬂuwnfMEnm{EpicMﬁhnlw_p.ﬂ].Md.hhm&h}hﬂﬂrmhﬂnhdnm

5. Cunringham, Coins of Ancient India, pl. x, fige. 3, § etz (Avanti coins). Whitehead, Punjab Museum
Catalogue, vol. i, pl. wii, figs 31, 33, 65 e (coiny of the Kusan kings).

Thechald’s idaniification of one pasticular type of symbel among those on the early punch-marked coims as the
phallic emblem of Swa is doubtful (J. A. 5. B. 1890, pt. i, pp. 193, 200 ; ph x,186, i, 2634 ), Carlleyle's description of
cr:uflh:d‘rnsrmhhmh%ﬂhnﬁﬂﬁlﬁ”ﬁ?ﬂnulh_ﬂh”ﬂhhm
seem 1 be sccorate (), A, S, B lanpp.ﬂ-ﬂ.Rmﬁﬂﬂhhulwwﬁd[Cﬁnfh
Andheas and the Westarn Katrapas, p. chowd, pl. viil fig. G.P.i) and D, R. Bhandarkar as the *kaustubha masi’
mby‘hl"ntmm'riibtn.l{ks.t.ﬁ.ﬂ.ﬂlﬂ-l?l‘l.m!ln.
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it is not the phallic, but the combined trident and battle-axe both of which are
wiclded by the deity!  Again, the extant sculptures of the phallic symbol, in
association with Siva, do not go back to a period earlier than the first century
B.C! which isthe generally accepted date of the Gudimallam lifga. This lifiga,
a most remarkable one, stands five feet above the floor level and about a foot
in thickness and is carved out of a hard igneous stone of a dark brown colour and
highly polished? It is realistically modelled and the front of the shaft bears
on it the figure of Siva in high relief standing on the shoulders of the crouching
figure of the Apasmara Purusa. It is interesting to observe here that the Orddha-
medhra sign usually found on Siva Rgures of the post Christian period is not
emphasised and the base of the lifiga is fixed in a hole cut in the floor, the usual
?animb&ugabmh Giva holds in his right hand a ram and in his Ic[tlrmmﬁ
a small water vessel with a battle-axe resting on his left shoulder. It has been very
pfausiHysuggestadbyD,n.Mrkat that the artist felt it necessary to
carve this figure on the huge lifiga in ordtttpdun:mi:ital&ivicmbltm
and to minimise all possible chances of doubt as regards its. mature! The exhibit
no. H. L in the collection of the Lucknow museum, described as a linga with a
broadened top (Pl VII, Fig. 1) is another realistic specimen, but with- this impor-
;amdiffemnceﬂmtit:inﬁmthurth:hmg:nfSivamﬂsduft. It comes from the
Mathura region, as the museum records show, and is made of red sandstone.
The nut, clearly demarcated from the shaft by the broadening of the top just above
the latter tapering upwards, bears on its lower end the Brahmasitra design.” It is
Jlso encircled in the middle by a tasselled band of a decorative character. It can
approximately be dated in the Kusan period. Another huge stone linga, which
isinﬂmmllediunoithchiatim;imumm.mmnsmmh as 200 cm; and it
-+ divided into three sections (1) a roughly square undressed portion which might have

1. \\ﬂ-ﬁlﬂ'nd.mﬁnpl-mhﬁ;.l]ﬁmdniﬁih. :
3. A K. Coomarsswamy, Hisory of Indian and Indonesian Ast, p, 39; Indian Historical Quasterly, Do,

1931, p. 730, m:midhhﬁmmmlp.!hthﬁuﬁmﬁﬂmmth-huhwmmuh

thlmoinﬁuhrmﬂmd.i.p:.hpp. £5.9, ph il Reference may be made here to the lifgs with s
four armed figure of Siva of the 2nd or 3rd century A. D., undoubtedly from the Mathurk region ; Coomarsswamy,

op. cit. p- 67,
3. A H. Longhurst, Pallava Archiecture, I, (Mem. A.S. L, no. 40) p- 24 He awmigns the Bh or

Sth eentury A D. to this sculpture | this 1 not jusafed.
4.D. R. Bhandarkar, Carmichael Letures, 1921, p. 20. This shows that the connection between phalliciim

e vingalion to of Sabiom has perhaps not yet been definitely exablished. This feature, rarely 1o be met with
hm&hh&nﬁm{iﬂwwﬁm%hmﬂ-kﬁmuﬂwhmhdu%vmm

of Swa. WiMWNMMWMWhhﬁmmD.
5. |t i really nothing but a device o disinguish the must from the shaft. I lster specimers this is feldom

emphasised.
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been inserted into the Pithika, (2) the middle portion of the shaft round and tapering
in shape (near the junction of the first and second sections is carved the leaf and
offering motif), and (3) the tapering rounded nut broader than the top portion of
the second section, with a decorative motif at the middle of it consisting of two
thick jewelled bands joined together by four lotus medallion clasps. The nut is
distinctly marked on one side of its lower end by a dentate groove suggesting the
Brahmasiitra motif. It is somewhat later in date than the one in the Lucknow
museum ; its carving is not so realistic as that of the other! 'The evidence of
these and other phalli—dating from the first century B. C. to the Gupta period—
distinctly lays down the real nature of this motif and the view that the prototype
of the Sivalifigas is to be seen in the mediaeval Buddhist votive stiipas is untenable.?
With the passing of time, the emblem came to be gradually conventionalised
and this process of conventionalisation can be seen in any assortment of phalli
representative of different periods. The Karamdamda inscribed linga of the
time of Kumaragupta 1 (Gupta year I117) may serve as an example.) A
few of the clay seals of the Gupta period, discovered at Bhita, bear on them these
emblems ; the one with the inscription ‘kalafjara” (now in the collection of the Indian
museum) is extremely interesting, not only by its appearance, but also by the
fact that the lifga is placed on two sections of a rectangular pedestal which might
have indicated the yoni stone.

The inscribed sculpture from Bhita (now in the collection of the Lucknow
museum), dated on palacographical grounds in the first century B.C., is important
for more reasons than one. R.D. Banerji, who first brought it to the notice of
scholars, described it as the phallic emblem of Siva, but he did not explain the
significance of the topmost bust and the four human heads below it (the top of the
sculpture shaped as the bust of a male ; and the heads below are those of females,
according to him). The inscription, which nuns thus : Khajahutiputanam la (im) go
patithapito Vasethiputena Nagasirina piyata () d (¢) vata,—was translated by
Banerji as “The lifiga of the sons of Khajahuti was dedicated by Nagasiri, the son
of Vasethi. May the deity be pleased.” Banerji's interpretation was called in
question by T. Bloch who maintained, “that the word was ‘lago’, of uncertain

temple.
3. LE, F.ﬁ.E.&.ud.v,p.ﬁBileh;Ep,H.,wL:.m. TIf.
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meaning, and not litga, and that, even if it were read as linga, it could not be
taken in the sense of the phallic symbol of Siva, because in inscriptions such an image
is termed Mahddeva.” Banerji took note of this objection and replied that the
word linga (he was certain about his emended reading) was commonly used in inscrip=
tions and was also the name of a Puraga.' T. A, Gopinath Rao identified itas a

Sivalinga of the Paficamukha type, the topmost bust and the four heads below @f

of male figures, according to Rac) corresponding to the Isana, Tatpurusa, Aghora,
Vamadeva and Sadyojita aspects of the deity” This identification has generally
been accepted by scholars with very few exceptions.’

'The Mukhalifgas are usually conventional and, as a class, are much later
than the types of the realistic lidgas described above lconographic texts,
especially north Indian, usually speak of ane, three or four faced lifgas. | Thus, the
Ripamandana, as quoted by Rao, writes—Mukhalifgarm trivaktram syadekavaktrarh
caturmukham..........Sadyo Vamam tath-Aghoram Tatpurusam caturthakam. < But
when it refers to th: fifth aspect, that of Isana, it expressly says that it is not visible
even to the yogis (paficamarh ca tathesdnarm yogindmapyagocaram). The Agnipurdna
simply lays down,—Catustrirekavadanaih mukhalifigamatah spu (ch. 54, v. 41).
The south Indian Kiranagama text, however, seems to contain 'a reference to the
five-faced lingas in the line, Sarnanaih caturvaktram trivaktra caikavaktrakam, but
the Paficamukha type does not seem to have been described at all. It will not be
out of place here to take note of certain little known varieties of Mukhalifigas, some
of which are unpublished, in order that we may be better able to determine the
nature of the Bhita sculpture. Exhibit no. H2 in the Lucknow museum (Pl. VI, Fig. 2.)
is an interesting specimen of the Ekamukha type ; the realism has not completely
disappeared, but it is very much subdued. The face of the god is tied round,
as it were, by a band on the lower section of the shaft, but there is no sign of
demarcation between the nut and the shaft. One unique variety in red sandstone
(in the collection of the Mathurda museum) unfortunately fragmentary in character
(PLVII, Fig:4) consists of four shafts joined together, with one face on the top section

1. A.5 LA R, 1909.10, pp. 1469, D. R. Bhandarkar wishes to date the Bhit sculpture at least two centuries
later then the uwally accepted date.

2, T.A G Rag, op. cit, p. 64

3. A K Coomarmswamy, Histary of Indisn and Indonesian Ast, p. 32. But D. R. Bhandarkar upheld
ﬂlmh'mbinh\:md&auhdﬂuﬂunhﬂ:'u,lm!ﬂnmnﬁnlﬂp.pnﬂ;ﬂnﬂuﬂ%lﬂl.p!ﬂ.En!.

4. Mukdulitgss of realistic appearance are somewhat rare. The exhibit no. 1287 in the collection of the
Mathurd museum bears oaly one Jamukita-beasing Siva head on it top portion ; the dentate groove is cut deep on
the side oppasile 1o the one where the head s thown,  The nut is much broader than the shafi, only a portion of which
is preserved.
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of each of these ; there seems to be some attempt in demarcating the nut from the
shaft, but not suggestively realistic. The hair of the four heads is arranged
differently. It has been dated by Diskalkar in the frst century A. D., but on
stylisic. and other grounds, it can be dated in the late Kusan period'. The
two-faced Sivalinga (PLVIIFig.3) also in the collection of the Mathura museum, is the
- 2nly one so far known to me. The third eye and the Jatamukuta on the two heads,
placed Janus-like on the shaft, definitely disclose the identity of the sculpture ; the
faces, curiously enough, bear moustaches. The carving is crude and it has to be
dated in a period much later than those just described"® .

The Bhita sculpture does not fall in the same line with any of the Mukha-
lifgas described above, or for the matter of that, with any other well-known variety
of such sculptures. That in itself, however, might not mean much. But the
fact is, Bloch’s main objection has not been satisfactorily answered, The formula for
the recording of the installation of a phallic emblem of Siva was quite different
altogether, as is proved by the Karamdamda litga, mentioned above, which is
described in the inscription as the Mahddeva Prthivisvara (the particular name
Prthivisvara being after the name of Prthivisena, the donor of the image).
Gopinath Rao could not ilustrate any lifiga of the Padcamukha type.
Moreover, it is yet to be definitely proved that the five-fold aspect of Siva,
under these characteristic names, was already well known before the time of the
Bhita sculpture.  Then, if we are to maintain the reading lago’, can we not take it to
bcinmmcwayornd\crcorrmudﬁm’hgmda'{laﬂﬁoryathumninga club? In
that case, shall we not be justified in describing this sculpture as a memorial
column dedicated by MNigasii to commeémorate the sons of Khajahuti ?
To Dr. Fihrer who made a note about this sculpture in the minutes of the
Lucknow Museum Committee, it appeared to be the capital of a column. Be it
noted that we find copious references to the erection of such memo-
rial columns in Brahmi and Kharosthi inscriptions of the - early centuries
of the Christian era, which definitely prove that the practice of erecting
such columns or upright stones in memory of one’s predecessors was common in
ancient India. Thus, the Andhau inscriptions’ of the Saka year 52 prove that the
long namrow slabs of stones on which the inscriptions are incised are memorial

. bR th!hr.ThermluFﬂuUnhdﬁmimeinlhdﬂy.Mv.w.l.F.ﬂ. He des-
uih-uicunh:hmuihw;hnﬂwthmwnhyﬂmm*umhdmhmﬂhnﬂm

2, Nnuurkhmmmmnuﬁi:hdmﬁun‘dwnuiu’lm

3. Ep. Ind. Vel. XV1, pp. 197,
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slabs which are described as ‘lasthi’. The stone pillar which was erected by the
sons of Vanijaka is described as a Sila lasthi in the Mulvasar stone inscription

of the Saka year 122 of the time of Rajan Mahaksatrapa Svimi Rudrasena.' The

Suivihar inscription of the year II of the Kaniska era also refers to the erection of
a relic-pillar of Nagadatta where the pillar is described as a Yathi and the ceremony

as Yathi pratithanam.! These inscribed memorial stones were the descendants
of the rude stone monuments called menhirs or standing stones which ‘have been found

distributed over all parts of Europe and western Asia and occur also in India” and

which “were worshipped as deities, with libations of blood, milk, honey, or water

poured upon the stones’ . In the case of the acceptance of this interpretation of
the Bhita sculpture, the faces on it and the phallus mark below will have yet to be

explained. These faces might stand for the persons (? the sons of Khajahuti) to

commemorate whom this was erected ; and, as regards the phallus mark, | can not

do better than quote these words from Grant Allen : ‘on many grave-stones of

early date a phallss marked the male sex of the occupant’ and ‘the stone being

regarded as the ancestor of the family, it is not unnatural that early men should some

times carve it into a phallic shape*”. It appears that some part might have been

played by this element in the evolution of the phallic cultin India and it seems

to have been one of the contributory factors to its growth and development. We

can further substantiate our point by referring to the following statement of Sir

John Marshall based on the observation of Dr. Bloch : ‘that the chessman pillars

of Dimapur and Kasomari Pathara in Assam believed to be memorial stones erected

in memory of local heroes and ascribed by Dr. Bloch to a non-Aryan people were

originally phallic monuments is suggested by the fact that in the Non-Aryan districts

of the South the custom still obtains, or did so recently of erecting lifigas on the

graves of local heroes’ It must be observed that there can be no question of

identifying these monuments as Siva-lifgas.

People are very prone to connect standing columns with phalli. Many of
the Asokan columns were actually regarded as such and the two villages in the

{. Prakeir and Samskrit Inscriptions of Kathiswsr, p. 23, Ne. 5 & PL XIX

3. Swen Konow, Corpus Insriptionum Indicarum Vel Il p. 140 [ scoept  Majumdar's interpretation
of the text.

3. Grant Allen : The Evolution of the ldea of Ged, p. 68.

4. Op.cit. p. T4

5, Marshall, Mcherys Daro, e, Vol. [, p. 60,
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Camparan District (Bihar) viz. Araraj and Navand garh (correct form : Nandan'
garh) derive their distinctive appellation of Lauriya from the two local Asokan
pillars which are now worshipped as phallic emblems (laura meaning a phallus).
An  exhibit in the Indian Museum®, Calcutta, bears an interesting testimony to  this
propensity. It was originally a mediaeval pillar in Rajmahal stone, about §'
it height, of the type usually met with in this period ; but later the upper part of
it was re-shaped into phallic semblance and might either have served the purpose
of a cult object or have been used as a phallic memorial stone.

L. T. Bloch, A. 5. I. A. R. 190507.p. 119, £ n I M.mmm-mfh fram the
smme root a5 the Ski. ‘laguda,’ a stick which umhmimmmh&mn{hﬁmu & memorial
ndumn;ﬂ:hhﬂnnlhuphmlheﬁnﬂi:nmkunlh&hm&m

2 hhﬁnmnuuﬁu-mdhpnhﬂym:meadhlhgﬂmnmﬁ:&' in the northern ssetion
qfwwmmﬁminm:mndﬁwurﬂ‘ubﬁhﬁm ave



AGNI

By B. CH. CHHABRA F

Two stone images of Agni (PLVII, Figs. 5,7), in the collection of Puran Chand
Nahar, Calcutta, are iconographically of interest. | may refer to J. Ph. Vogel's “Note
on a Stone Image of Agni, the God of Fire, in the Possession of Sir Eric Geddes”,
in the course of which he remarks : “Considering the great importance of Agni in the
Vedic religion, it may at first seem surprising that images of the Fire-God are so very

rare.” [Surprising it is indeed, for, whereas there cxists a rich variety of sculptural -

representations of other deities, the number of the Agni images so far discovered
hardly extends to a dozen, most of which, moreover, come exclusively from the
eastern provinces of India and belong to the mediaeval period. . The great diversity of
iconographical accounts of Agni in different Agamas) indicates that the worship of
this god has been fairly popular in India. One may thus justly expect a larger
number of his icons than is to be found at present.

Agni, in the aspect of a divine weapon, is depicted as a burming torch, and in
that of a sacrificial fire as a heap of flames, sometimes. rising out of a receptacle
(kunda)®.

As the guardian of the south-eastern quarter, Agni appears in human form
the iconographical details of which are most conflicting. According to certain texts,
he is to be represented as having two faces, three legs and seven arms, to which are
added a few more equally unusual features. Corresponding to this peculiar descrip-
tion are found two statues in Siva temples, one at Kagdiyir in Travancore and the
other at Cidambaram, in South India.®)

1. Ind. Ant. vol. LXI1, 19353, p. 231,

2 Such es fuprabhedigams, filparstna, pOrakiranizama, ripamandarm, vignudharmottarigama, hemidni,
agnipurind, mitsyapurkna, etc et Mosi of the texts concemed are gquoted in the original by T. A. Gepinatha Rao,
Elements of Hindu leanography, vol. Il pt. I, Appendix B. Pratimi Lalganani, pp. 253—35; their summarier are

" conmined in the 1sme book pp. 522 R

3. Ibid. wol. 1, pt. Ly - 7. ple 11, Bigares 12-14,
4. Ibid, vol. Il pt. I, p. 524, pla. CLII, CLIIL fig. 2.
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Even in the case of a simpler form, the Agamas are not entirely unanimous.
Among the generally agreed characteristics of Agni may be noted a pointed beard,
an Upavita, an Aksamals, a Kamandalu and a Jvalavitina. Sometimes he is described
as having four arms, in which case a Saktiand a Sruc are his additional emblems.
Occasionally he is attended by his consort Svaha. Both Aja (he-goat) and Mesa
(ram) are indiscriminately mentioned as his vehicle. He appears either as Kupdastha
or Ardhacandrasanasina, The latter term is rather obscure. [f the Ardhacandrisana

~~34 synonymous with the Ardhaparyatkasana then it refers to a mode of sitting, in

which one leg is kept folded on the seat, while the other rests on a footstool
below. Some of the Agni figures do indeed appear in this fashion.!

This posture is to be noticed in the smaller specimen (Pl VII, Fig. 5)
of the two images under discussion. Here Agni is shown seated, amidst flames, on
the throne borne by his Vahana, probably a Mesa in this instance. The right foot of
the god rests on what seems to be tongues of fire issuing out of a pot (kunda). He
holds a rosary in the right hand and a water-jar in the left. Erect hair, a diadem,
ear-pendants, a necklace, armlets and anklets are among his attributes in addition to
his usual trim beard and sacred thread. The larger sculpture (PL VI, Fig. 7) shows
almost the same characteristics. The marked difference is perhaps that instead of
flames it contains five “fires” behind the god who sits on the back of a bearded he-
goat. The lotus beneath is another point of difference. As regards. their findspot,
nothing is known except that they were obtained in the vicinity of Rajgir, the
ancient Rajagrha. They come from Bihar to which also the Indian Museum
specimen (PL VI, Fig. 6 ) is said to belong’. All the three pieces exhibit an
affinity of style as well as a mediocre workmanship,

A sculpture formerly in possession of Mr. Nahar and now lost, has
been published by R, D. Banerji, Eastern Indian School of Mediaeval Sclupture,
p. 120, PL LXI b. The god in this instance is again seated in the
Ardhaparyanka posture, his right foot resting on his Vahana, under a pavilion
marked by a column on ecither side. Above in the centre is seen a
Kilamakara or a Vanaspati head, flanking which are shown two flying heavenly
beings in a worshipful attitude. On the left of the god stands Svaha Devi, wearing
omaments and carrying a Ratnapitra as enjoined by the Agamas, The figurine
below the throne, on the left of the panel, probably represents a worshipper,
Another panel with an Agni figure, this time a standing one, is known to

l. See the plates accompanying J, Fh, Vogel's paper refered 1 abave,
2, Photo published by courtesy Indian Muteum, Caleune,
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exist on one of the outer walls of a rined temple at Pahdrpur.') The god is
again attended by Svaha Devi. His niche faces the south-easterly direction of
which he is the presiding deity. The Gwalior Museum possesses two Agni images
of the mediaeval period, one from Kota and the other from Suhania.*

The remaining known sculptures of Agni have already been discussed by
]. Ph. Vogel in his paper referred to above. It may in passing be pointed out that
the much damaged statue of Mathura origin, which according to the last mentioned
authority can be ‘the earliest known image of Agni’, may in the opinion of A. [ A
Coomaraswamy® represent Vaisravana, the god of wealth. The latter view seems more
plausible, considering the absence of an Upavita on the figure and the Buddhistic
associations of its find spot, Kankali Tila.

l. An. Rep. AS. L 192627, po 14546, pl. XXX, fg. d

9. The former has been noticed by M. B. Garde (A Guide o the Archaeslogical Mueum st Gralior, 1928,
p 37, . VIIL, A) who, in & lemer dated |5ch May 1935, writes, | have seen many other images of Agni in situ on
various medineval remples in Gealior State but their photographs have not been taken.”

3, A. K Coomaraswarmy, Yaksas, 1933, Vel. |, p. B
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NOTE ON A STONE IMAGE OF AGNI

BB BY S. K. GOVINDASWAM)

In the last issue of the Indian Antiquary Vol. LXIl, J. Ph. Vogel contributes
a note on a stone image of Agni in the possession of Sir Eric Geddes, in the course:
of which he rightly remarks on the rarity of sculptured representations of Agni.'
Since | read this article | came across an interesting stone image of Agni (PL VI,
This sculpture occupies a narrow niche on the north wall of the central shrine of
the Nagesvara temple at Kumbakonam. The shrine is an ancient one celebrated
by Saints Appar and Tirugnana-sambanda in Thevara hymns under the name of
Kudandai Kil-Kottam, the easten temple of Kumbakonam. The central shrine
can be dated at the latest in the ninth century AD. for the oldest incription
onits walls is one of the Pandya king Maranjadaivan who is identified with
Varaguna Mahardja, the Pandya who sustained a defeat in the battle of Tiruppuram=
biyam in circa 880 AD? \p

The walls of this shrine contain no less than fifteen large-sized figures, human
and divine, in a cream coloured stone, The wall space is limited while the sculptures
are many. [Hence the narrowness of the niches and the consequent skenderness of the
figures which are always turned three quarters sideways just as some of the sculptures
on the outer niches of the Rathas at Mahabalipuram, .

The Agni image in question occupies a narmow niche to the proper left
of the image of Brahma which is as usually given a prominent place, in
the central niche of the north wall. It is 4 2 i height, slim and almost
straight with a slight suggestion of a bhaiga at the waist. The head has the
hair shaped into tapering tongues of flame. The face is in three quarter profile and
shows an orbed brow, a downcast eye, a straight and delicate nose and full h
lips. Omaments and drapery are carved in a subdued manner. A ribbon-like -

L. Ind. Ant. LXII, p. 231,
2. Annual Report on Epigraphy, (908, p. 58,
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sacred thread falls over the left shoulder across the body in a double curve. The
necklaces and Utarabliandh are flat and simple. A broad zone passes round the
slim waist and is held in place by a well exccuted Kirtimukha in front. Immediately
below the Katiblianda is a plain belt formed by a long piece of cloth which falls
into a loop in front while its ends hang straight in the middle as if bisecting the
loop. Two thin lines marked high up on the thighs indicate the loin cloth.
A serpentine armlet and beaded bracelets decorate the arm and the wrist
respectively.

The right hand is in the Varada pose while the left rests on the hip in the
Katyavalambita pose.

It is strange that this image should have nothing in common with the
other available images of Agni. Nor does it satisfy the rules laid down in the
Agamas as regards the carving of an Agni image. The Agamas describe the figure
of Agni as having “two heads, six eyes, seven arms, seven tongues, four horns, and
three legs.”* Nor is it oldish looking “having a long beard, with a gourd (kamandalu)
in the left hand, and a rosary in the right, provided with a canopy of flames and with
a goat as a vehicle, blazing and standing in the fire pit.”

The one feature and the only one which helps the identification of this figure as
that of Agni is its wavy flame-like hair. It suits the description of Agni as
‘flame-haired” and ‘radiant-haired. No longer will the statement of Vogel that
“even the epithet “flame-haired” does not really apply to the sculptural representa-
tion which shows the flames as quite distinct from Agni’s hair and surrounding the
head in the manner of a halo™ hold good. And there is no flaming nimbus here but
a veritable flame hair,

This figure of Agni, moreover, is not oldish looking, goat bearded, and pot-
bellied as the North Indian sculptures of the same deity. Less similarity is to be
found between the figure in question and other images of Agni in South. India with
their multiple heads, hands and legs. However, this image is as much the embo-
diment of the characteristics of Agni as the others are. If the North Indian sculp-
tures of this guardian regent of the south-east are symbolic of the hoary wisdom of
the god, this is expressive of his youthful vigour. Here is rendered in stone the virile
concept of this god as pictured by the imagination of the Vedic poets. Heis ‘the

L "Su.nbhﬁmlmnufﬂudq and Goddessss™, by H. Krichra Sasi, p. 242,
Z Ind. Aok LXII, p. 132,
3. Ihid p. 230,
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offspring of vigour”, “the most youthful god™”, ‘the youngest guest®, and ‘the never
ageing god™. He is the divinity ‘beautiful like treasure™ He is likened ‘to
a bull, a steed, and a winged bird in the Rg Veda®. Our image ‘stands up straight -
for blessing us like the god Savit”, tall, slim and wiry as a well built youth.

« Apart from the flame-hair and the general appearance of the image, a small
omamental detail supplies a clue to identification. It is the serpentine armlet
which generally adorns the upper arm of the South Indian images of Siva. This
ornament appears to be quite appropriate to Agni too, for he is sometimes identified
with Siva. “Agni is identified definitely with Rudra and Siva and is therefore con-
sidered to be the father of Karttikeya, He becomes the destroyer among the later
trinity and is also considered to be capable of conferring blessings upon humanity™.*

1. 5.BE XLV |58

2, lad, 125

3 Ibid. | 44

£ S BE XLV, 1%

5 Ihid. 1 58

& Ind. Ant. LI, p. 231,

7. & B E, XLVl | 36

8 Gopinath Rac : “Elements” wol. 1l pt. i p. 522,



A CHINESE GANESA

By HELEN E. CHAPIN

Ganesa like almost all of his colleagues among Hindu gods was incorporated
into the Buddhist pantheon ; here however, he took a very minor place and received
f-om Buddhist devotees no such general invocation and worship as from the Hindus.
We find him in the Chinese Buddhist paintings from Tun-huang figuring as an attend-
ant on one of the flerce divinities placed in the foreground of Mandalas of the
Thousand-armed Avalokitesvara; and he has a place in the Mandalas of the Two
Cycles (Diamond and Womb) used by the Shingon sect in Japan, which we know
were also painted in China, though no actual examples have survived. | We may
surmise that images of Brahma, Indra and other Hindu gods were as often to be
found in the Chinese temples of the T’ang period as they were in the temples of the
Nara period in Japan, which followed early Tang as a model. | The later history of
Buddhism in China, however, was vastly different from that of Buddhism in Japan;
and whereas the Sung period (960-1280) witnessed the dying away of Tantric
Buddhism on the continent—where it was largely supplanted by Ch'an—, in the
neighbouring islands of Nippon, it has survived up to the present day in the Shingon
and Tendai sects.

* It was Sir Aurel Stein’s discovery of the Buddhist paintings at Tun-huang |

which opened our eyes to the fact that China as well as Japan once held in reverence
a large pantheon which included the Hindu gods, for in the great assemblages pictured
on the walls of the caves as well as on separate paintings found in a walled-up
chapel, we find various forms of Siva, Visou, Maha Sd and many other Hindu gods..
A long roll of Buddhist images in the Palace Museum, Peking, painted in what is now

Vunnan province, China, between A. D. 1173 and 1176, a brief account of whichi
(by the present writer) is soon to appear in the Ostasiatische Zeitschrift, contains

also a great many Hindu divinities, some of which are not elsewhere to be found
in Chinese representations, Ganesa appears in this painting, 100, attendant on thc
fierce Kundali Vidyaraja in a group the main divinity of which is the Thousand-

33215
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armed Avalokitesvara. Separate sculptures made by the Chinese of Hindu gods are,
however, extremely rare. .

The small T'ang gilt bronze image of Ganesa from the callection of Mr. A, C.
de Frey, Paris, which was on exhibition at the Mills College Art Gallery from Octo-
ber 10th to December Ifth, 1934, has, therefore, considerable iconographic
in addition to its artistic merit. |t has already been published by Dr. Alfred
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ICONOGRAPHIC NOTES

By BENOYTOSH BHATTACHARYYA

1. A GOLDEN IMAGE OF GANAPATI

The image (Pl VI, Fig B* i of & male figure with elephant’s head, protruding belly and
heavy legy wrranged in & dancing attitude and placed ower the promrate figure of a mouse with one swestmear ball
in the mouth, and four such balls lying nesrby. The pedestal & composed of a conventional lotus with eleven petals
carved and five others in outling with & circular dise on which the mouse sits,

The main figure is one-faced and twelve- armed, Over the elephant head there is 2 Muluts with five jewels,
while its mattad halr is srranged in & peak. The figure has & s2arf on the upper part of the bady, the ends paming through
the arm-pity, one of them at the left being broken st the end.  As omaments the figore has a jewelled torque, & necklace,
twa ear omements in the form of a snake, bracelety and armiers.  As undogarment & has & pyjdma covered with &
thick cloth fimed round the loim by mears of & Mekhalk or & girdle.

The figure i endowed with twelve arms. ANl these arms originally had a waeapon, but except & fow, all
sre pow Jost. Sl in one of the right hands can be seen the Vajm and in another the handle of & sword without
the blade ; in the uppermost lefi hand the Mogala or the pestle, in the third & Kapila or & bowl full of blood, while in
the siuth there appears another Kapila with dried flesh.

From the above description it can be surmised that this & a figure of Ganapasi who i conceived in various
forms in the Hindu pantheon, st many as thirty-two forms being known.  Bur the cult is not Hindu ; irls Buddhis,
bacaus= of the Vaira and the Kapilas with Besh and blood. Also the figure of the Vajra inscribed on the bottom plate
made of copper to prevent the inner contents caming out, clearly indicates that the imuge it Buddhist and that it belonged
to the Vajrayina form of Buddhism.-

To ideraify this image we have to refer 1o the Sadharmemalt, Vol Il, p. 592 publithed in the Gaslowad’s
Criental Series. mbhrmd:h:dﬂyhllmﬁmhh fallewing words :— Bhagavanten Ganapati;m rakevvarnam

fuskamamsskaptla-phathafica raktapsdme mibsiopari sthingm dhySylt. “The wonhipper should conceive himself
upd&mmnfrdmmpm”mﬂum of chignon, deched in all omaments, with twelee arms,
protruding belly and ome face and dancing in  Ardhaparyatka svitude. He has three eyes one twk® and

carties in the right hands the Kughiira (axe), arrow, elephant goad, Vairs, sword and Sala or the javelin. In the

I. Her Highness the Maharani Chimnabai Sahebs Gaekwad of Baroda sometime back sent to me this image of
Ganets for examination. & was purchased by her at Paris last year and & now preserved in  her collection
of antiquities, This image being iconographically important | publish an account of ik with the permissicn of Her High-
ness who has alas been gracious engugh to present the photograph acsompanying this article.

2. In the image two instesd of one are shown but the ends are joined cromwise over the wunk. One of the
two ends however appears to be broken.

14
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left hands there are the Mbpls or pesle, bow, Khapviags, the Kapdla with blood, bowl with dried mest and

broken tusk®, He rides the mouse on & red lotus™.

Had the image been complete and the symbols imact we could expect 1o find axe, goad, lﬂwlﬂm
in the four right hands besides the Vajrs and sword shown &t present.  Similarly, in the left hands we could expest
ﬂuhnw.ﬂqﬂ!q-lnﬂqi:ukhl:ﬂabmﬁmmihﬂﬁmmh@muﬁ;

mwmhmﬁdm:r:ih&kdkphﬁwhm Technique and execution are the same
8 in use in Nepal and Tiber. As a piece of art, it lacks perfaction ; the limbs and wymbeli are rigid and i date
cannot, therefore, be fxed before the 16th century,

2. ONCERTAIN BUDDHIST MINIATURES

The manuscript A.15 of the Asistic Scciety of Bengal, Caleutta, is dated in M. E 191, e, A. D 1071, kis
&n Agahasnkd Prajfiptramits, one of the most sacred texts of the Madhyamikas and bears & number of miniatures
depicting Buddha and Buddhistic gods and goddesses, Foucher in his Ewde sur I' lconogaphiz Bouddhique de
I'lndehud-e-mhndmdlhﬂﬂnﬁum;hkmnﬂﬁmnfmnfmmmw
than has been hitherto bemowed on them. & should also be noted that invariably these ministures are associated with
Certain names on the 19p margin of the manuscript, and there seems 1o exist some difference between the names of the
dtiﬁuuhuhudﬁm:hzhﬂmmmd:hmmddinﬂnmnmiuhﬂ_

We are not concerned with the artistic aspect of the paintings. Only the quesion of their idenification will be
treated comgpared with the descriptions as obtained from the Sadhsnas,

On Pl X Fg. 1, appesr three deities, each ssated on s lotos, The deity in the middle has = slightly higher
seat than his two companiont, The central figure isrichly decorsted with ornaments and i3 covered with & fine loin-
cloth but no upper garment. He wears 8 Mukofa, two Kundalss, bracelets, armiless and & Yalfopavita, it seatsd
in the meditation poss and is one-faced and four-srmed. hﬂu&:minfﬁuﬂhﬂm&umm
while the cther shows the Alamala in the right and the lonn in the lef. To his right is sested another deity whose
hmduuum'dmulyhd-nmmudmnfhmhﬁpnhﬂumﬂcﬂn The pose of ssing
diﬂrmhihﬂ:hth:uiﬁﬂ'ﬂyrﬁud,ﬂ:ﬁhpuﬁ]wﬂuﬂxhﬁlwrh the Virfsara. The
crnaments are worn in the same manner as those of the principal deity,

To the left there & another deity practically the same &1 the first companion deity already described.
This figure, however, appean 10 be that of & female. hklhﬁhﬂldnmmmm&:m

and shows the AMali, the romry and the lows. mmﬁh&umhmwmm
of the ather, :

Itis not very difficult to undersand that the central Fgure represents  Bodhisstva  Avalokiesfvars in his
special form calied Ssdalgar Lokebvara. The figure on the rightis that of Mapidhara, while that on the lefi i of
Sadakpari Mahavidys. This form is known s Sadalgari Lokebvaen because of his special Muntrs Oth Manipadme
Hom which consists of six syllables, Bdnwhu-dhu:idueﬁﬂtnfldnmﬂmnmm"
S umbha, Mﬁhmhﬂhﬂm&rghﬂhmwm&hpﬁmmhhﬁdumﬂhh
guardians of gstes of the Sadalsari Mapdale,

thown sbove the left shoulder, Toﬂurhhnfﬂud:hiunfmuhﬁuw:m-ﬂwﬂhﬂhﬁdﬂhlﬁ.
Theough her armpit passes the stalk of a blue lotus which is shown above her left shoulder, To the left of the
c2ntral figure similarly sits ancther deity somewhat darker than the frst comparian, showing the Abhays mudid in the

l. The meaning of Phaika is not quite clear. huym-hohluhﬂﬂihﬂnumhm&m
mittant in Canapari imagss.
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right and the lotus in the lefr. Wmmhhmwmﬂﬂhﬂ&ﬂup&ﬁpﬂdﬁn
with offerings in their hands,

The soene presenes & dificult problem for identification.  Usually Lokanitha i sccompanied by Sysmi Tark and
s Vyakhylina which i indeed exhibised by Mahidrl Tiek but not by Sytmd Thra. Sudhana usally curies the book
in the arm-pit but here he showes the Abhaya mudrd and the lotus. Perhaps above this lorus o book is hepr. It may
further be naticed that In the Boddhint scheal of miniature painting all females hive & pecufiar scurf worn dghtly in the
foem of a Yaifiopavit which pmmﬂuhﬁdﬁwﬁﬂ,mﬂu&:rﬁthulwwmﬂuﬂr. When
the same wearf s repested in the male figores a3 in this particular case of Sudhana, and tied in the same manger,
wﬂmm&ﬁdmhmmmdwﬂhthhmdeM
g0 far down to the koeer.

Iri & margina] note this is described as Cumpits Lokandths Bhaganaks, This so-called Campita Ltanitha is not
found amongst the 108 names of Avalokitebvars. Tt i thus peobible thar M. K. Bhattasali's emendstion s Campita
{ls) *in Campitala™ should be mken as correct.  This Campitala, like Patfikers, may be an ancient town in eastern
Bengal.

hﬂup&ﬁdmlmﬁLl&]u.{H.K}‘iﬂxld&qh Lalitsans with the right hand exhibifing the Varada
fmuides and the |eft carrying tha lomu, fully decked with omaments and the face sereme and compasdionate. Ta the
right it s male deity while the left & = ruffandike companion, losking siyly at the dsity, his hands resting on a club,
muﬂﬁwmhuiﬂymum&mmthmuhﬂuﬂmwm
on the lefi as Hayagriva, The whale senz s in perfest accordance with the Sadharas, and it i labelled on the
margin of the manuscript a8 Lokedvara. It may be notioed hese that both Lokedvara and Sodhsnshumira wear
an upper scarf in almow the same fashion as in the case of female deities, and males in rare instances.

Fol. 185 r. (Foucher PL V, 6) depicts & deity with three faces and six hands in the embraze of & female.
This figure is labelled s Hilshals Loksivara, one of the 108 forma of Lokeivara, who & represented in the embrace
of his Sakti. The symbols camied in his six hands are indistinct in the ministure reproduced, but it is not diffioult to
supply their names from the Sidhana.  In the lowermost right hand he shows the Varads modrd, the middle hax the
fosary and the uppermost Sourishes the arrow,  The left hand at the 1op shows the bow, the middle the whie lopus,
while the lowermos touches the breast of the Salei who s sested on the lap. |t is needlas 10 sdd thar representatiom
of Halthals with the Salsi are very rare, and probably this form is found here in this schoel of ministure painting for
the first time.

On Fol. 119 v, (P [X, Fig. 3) there is & deity in the middle, sested on a lorus on » Sihhlisans and showing
the Varads mudes in the right hand and carrying the Utpala in the left. She i flanked by four deities on each side.
This scene wvidently represents the T Mandals with Sy&ms Tark in the middle and eight deides of the Tid
Mantra distributed o both des. Thin scene i labefled a5 “Samatste Buddharddhi Bhagavati Tad" o “Goddess
Tasa in Samatata, the Weakh of the Buddhes "

The panel an Fol. 113 r. (PL XI) presents a very crowded sppeanance vimilar 1o that found in munal paintings.
Here the main deity is nof in the centre but st the proper right end of the pansl, while orhers. eight in number, siz and
sand in front esgerly and eamestly looking fo the principsl deity and Hstening 1o her in rapt attention.,  The principal
deity is seated on & Sitthissna and sis in the Lalitsana snitode, She exhibin the Vylkhylna mudei in her hands,
and from under her loft armepit rises & bloe leturn. Amongst the companions we can recognize the Berce form of
Ekajaia with three blood-shat eves, and holding the Kartri in the right hand.

In & marginal note this deity t described a3 Pomslshe Bhagavari Tarl, o1 Goddess Tirfiin Potalaka. Bur this
identification cannot be corsidered 1o be enough. I we refer to the Sadhanamils for & Thd with the Vytkhyline mudrg
we shall find that there #s only one Tird who exhibins this mudds, and It ks Mahad Thet, A perfect image of Mahair

[. Plo % snd X! are enlarged reproductions of the origimly in the Asistic Society of Bengal,
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Tick s preserved in the Indian Museum, Calcunta, and it was identified by me in one of the papers. cantributed to the
Madras Oviensal Conference Proceedinge. kmumhhﬁ“ﬂ&hﬂmﬂmﬂﬁ |
this schoo! of Buddhist ministure painting. 2 ﬂ
mnﬂ-mmmawﬂummmdw "
They respectively show the Kartsi, Adoks branch, snake and pescock’s tail as their special wymbol. The four 1

deitbes sested in fromt of the principsl dety apparectly repeesent the Mhmm&*ﬂ
four ofhers standing cannot be recognized, unless these may be asumed 13 be the four deiies of the Tt Mantrs, O
Tare Tutthre Ture, consisting of eight wilables. If this ssumption is corect, then we hava to take the four deities a8
arising out of the first four syflables of the Thrt Mantra. That this is the right method of identifying companion deities
will be shown by a subssquent example of the same deity. il
The panel on Fol. 139 v. (PL X, Fig. 9) has a dsjty ofthe same appearance as Mahliii Thrd described sbove
with hands srranged in the Dharmacsles mudrl. Here she & placed in the middle of the scene, while there mre :
five detis on each side fanking the central deity. On the left we can aionce recognize the cruel snd oty
figure of Elajaif with the knife in the right hand, while on the right comer comesponding to the position of "
Elajaid on the left is scated Adokalkdnts Marich, Jitguliand MshimiyOri are evidently there, but their recognition-
symbols cannot be discerned, it may be asked; whuuhmﬂrmﬂm&umm%m
mmp.nmm..anf.‘hum?n.mummhmmm:uﬂurmmr
Ot Tare Tumire Ture Svahi. The deities representing or originating from the wylflables *“5vi™ and Hi' e -
absers from tha prévious Maodala, while hers the Maodale is full of all the tsn deisies, R

F. ¥, Fig. 5, shows a female figure seated on o lotur over Sithisana, She is one-faced and two-armed ;
in the right she shows the Varads muded while in the left she holds a blue lows. She weans & Mulup,
sred it decked with omaments. To her rght & seen the ferocious figuwre of & companion whesse
eyexr are bloodshot, expression rerrible, with whiskers and beard, and the Yajiflopavim of snake. Tothe lefi of the
centrel deity i another figure of ferocious appearsnce with her hair sranged in o pesk over her head, with a

s G

p—

menacing Kartri in the right hand, and & face hidecus and malicious to the extreme. We can by s refemce _ﬁ
to the Sidhans recognizz the principal deity as Green Thri, the companion on the right as Hayagriva, while that on
the left is Ekajata.

Fol. 12r. (Foucher, Pl [X, 3) reproduced on FL. IX, Fig. 6, represents a deity with Dharmacskrs mudil and in 2
Vajrisana, The deity inthe centre isa female and she i flanked by four other deifies, rwoon each side. On the &
margin of the manuscripe, this picture &1 lebelled a3 PrafipSramits, and if we make = refermce €9 the Sadhanas .
of Prajfpteamits we will find thar she in sccompanied by four deities called Prajmi, Medhs, Mati and Sonpti. the i
four nstursl complements ta the Supreme Knowlsdge, Such figures of Prajflplramiis are wery rare; sud as such have
iconographic value, ':.

The miniatures desceibed sre of great importance in the identification of images. The paintings were |
produced in & period when- Tantrism of the Buddhists was a lwing religion, when the Buddhint artist bnew exactly =
whar Tiberties could be taken with the descriptive Dhyllons while  painting the desties.  They knew also porfectly well how
to represent the deities in socordance with the Diyiinas.  The ministures and Dhylines, - therefore, mutually enlighten.
sxch other. There & one further advanisge in ministures that they may depict » full Mandala however crowded &~
may b This T evidenlly alisnt i pisetic wit,. whete mmany things b 00 by Mt ursepresscied from the Sidbant. X
especially if the Mandala containg more than one figure.









VAT BARAY

By R. DALET

In his “Inventaire Descriptif des Monuments du Cambodge,” the Commander
de Lajonquitre gave the number sixteen to this interesting monument which he con-
sidered destroved. It was reported by Mr, Paris, French Resident at Takeo, in
1929. It is constructed on a large terrace surrounded by a ditch with high banks.
" This point is situated on the eastern border of a ground fairly raised by nature and
dominates the marshy plain of the river of Takéo, four kilometres north-north-east
of that locality. The centre of the terrace is occupied by a modemn pagoda without
much interest.  To the west of it there is a Prasit of great simplicity and made of
bricks (PL. XII, Fig. I). On a sub-foundation with unequal and opposed doucines and
a base also with doucines (Pl XII, Fig. 4) is raised a rectangular body, 6 m 40 by
7 m 10, the'east-western being the greater length. It is soberly decorated with
pilasters at the corners, of double thickness. They are set off against the mouldings
above and below in fretted brick work. The very simple comnice shows two pro-
jecting bricks summed up by a larger band with a projecting fillet. From a small
projection with a quarter circular doucine the second story begins. It is
low and recedes a litle. It has a small comice similar to that of the body and
also a projection from where the third story starts. The second story only can
still be partly recognized, the rest is covered by vegetation.

The bay which opens on the east has beautiful slabs made of schist
placed at right angles with the help of large tenons. The southem jamb is very
scaled and it is probable that its bad state of preservation is due to the scraping of
an inscription whereas the northern jamb is very well preserved. The true lintel
supports another lintel behind, also made of schist and pierced by pivots of a
folding door, The interior of the bay has a corbelled arch which makes an outlet.
The ends of this outlet rested most probably on a stone slab. The place it
occupied can still be seen, three bricks above the back lintel. This slab, at its end,
was fitted into the wall itself. The top of the outlet is somewhat disguised towards
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the hall by a thickness of bricks which in this place continues the wall of the cella.
The whole vault of the outlet may originally have been dissimulated in this way.

The wall is T m 55 thick. Ohnly 70 centimetres are occupied by the slabs of
the bay. It continues beyond the actual opening in two slanting sections which end
towards the hall with small and slightly projecting pilasters which confront each

other. Such slanting parts occur but seldom. They might have served as recep-
tacles of the folding doors.

The cella, 3 m 25 x 3 m 95, is undecorated. Fixed vertically at a height 2 m
45 from the actual floor, small and flat blocks of schist which are almost entirely
decayed are supposed to have been utilised for the purpose of suspending an
awning. These, in their bad state of preservation fail to give any further information,
but on other monuments they are intact and have a round hole at the end. These
stones are not very regularly displayed. There are three on the north and south
sides and two on the east and west sides. Between these and the floor, at a height
of about I m 60 there are six offsets of brick hollowed approximately 5 centimetres.
These also are not symmetrical and their numbers are irregular, Three on the north
side, two on the south, and the western side has but one and this not in the middle
of the wall. It is not known what purpose they served and | believe this is the only
monument of its kind where they are found.

The north side, moreover, on the level of the actual floor has a rectangular
basin made of schist two thirds of which are inserted into the wall. It allowed the
water for lustration to flow out. This basin is protected by a small slab of schist,
Bixed above it in the wall. A drain made of two blocks allows the water to flow
out. The lower is grooved and the upper covers it. The end of this outlet is fairly
dilapidated. This canal is surrounded on the outside by a crown of brick, placed
on the moulding with a fret below. (Pl XII, Fig. 1).

The vault of the cella at the start considerably recedes against the wall of the
hall. This recess possibly served to hold the boards of a wooden ceiling.
There is a series of slight corbellings and low drums which in the interior
follow the stories. The cover must have been a cradle shaped roof with two
gables east and west : the continuation of the story led to an elevation out of
proportion with the body of the building.

On the outside, the bay is soberly framed by slight pilasters cut in brick.
They support a lintel of the same material and with simple mouldings. On top
of it rests a massive pediment flatly ogival and not decorated. Ohn either side
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of the ogival shape there is a small mass of brick. The general form of the pediment
suggests ‘kudu’ shape. A large stone specimen of the latter with a mighty bust in
the centre and small heads in the volutes, has been found by us in the Vat
Vihear Thom, in the province Kompong Cham. This stone pediment is actually
unique in its style.

50 centimetres on either side of the bay, the pilasters or walls are torn off. We
are inclined towards the second hypothesis, for had there been pilasters, these parts
which are but little exposed to being damaged could not have dilapidated so
much., These walls may have formed a fore-part of the building. This would have
made it possible to partly come up to the strong elevation of the threshold of the bay
(Im55) above the actual floor. Such a height would necessitate an important
stair, of which however there is no trace.

The supposed southern wall shows a smooth part at the height of the middle
of the bay. It projects about 30 centimetres. In the case of pilasters, these would
have had a considerable projection and without any apparent reason, as the wall-
pilasters are very slight. The fore-part of the building would have had a window in
this place which would be unusual.

The cella houses two images of male divinities, not in situ and broken, " One of
them is of great interest (PL. XII, Figs. 2, 3).

It has four armis. The foet, slmest the entire fore-arms and the head are gone,  The legs are very well modellad ;
calf, knee and fold of the groin sre well marked. The very simple dress consists of & “sampot’ which starts with & small
pad from the wait, From the oval knet of this garments falls an elegarly pleated pince, shaped e & fan turned upside
down. Underneath this piece the width of the “sampot’ is pased between the thighs and covers the private partt.  The
abdamen bulges & little and the navel is middling. The breast muscles are normal and on the tips of the bressts a sml]
circle seems to have besn traced. The posterior fore-arms were supparted by an wrch which is still visible under the
left afm. The back shows the end of the ‘smpot’. It is laid in four folds under an invered fanshape as in the front
view. Butl onthis phecs the decoration is traced only. Above the bel: a pleated piece of cloth s unfolded. The
waist B strongly marked snd 80 is the spinal column. The hair i dresed in several layers of very finely carved cork-
screw curls.  They reach rather low down, The height of the statue is 85 centimetres,

The image of the sesond divinity & less interesting and more worn,  The garment b indicated only by incised
linet. A large piece of cloth dings 1o the left thigh and its end &s attached to the hip. A thin belt keept in position the
folds of the *sampot’, At the back the garment ends above the belt with & small bit of gathered matesial,

Ooutside and against the north east comer leans a statue of the classical period
-(PL XN, Figs. L 4).

It is joined with cement. It is over lifesize and rather westhered, The striped “sampoy’” hangs down in front
in the centre, in the shape of s double fishing-hook. Curving ribbons dling to the inner part of the left thigh, The belt
is very weathered, It has a rectangular clasp surrounded by two small butterfly wings. This belt apparently had been
decorated with & twolold row of double ovslsand pearl fllets as border.  The bust is very mediccre. The head has
s mild expression. The lower lip projects, the noss is bent and the eyes sppear closed below gently curved epebrows.
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The round disdem is less high than s usual. Itis knotted at the nspe of the neck with tresses of hale, s paintis
remade with cement, : ] L

There are several remains around the Vat. The majority supports the ‘sémd’s
They are principally schist fragments and belong most probably to ancient
casings. In tront of the north and south doors of the pagoda there are two large
and beautiful slabs of schist. To the east a crowning shape of sandstone is placed,
round and like a bellied vase. People say that it comes from the present tower,
but probably it belongs to a Prisit which has disappeared. It may have been
constructed of laterite. Of strong blocks of this material the steps and
thresholds of the entrances of the Vat are made. A stair made of schist
is in the south-cast. Two vessels, again made of schist, for ablutions, are to be
found, one in the pagoda, the other outside; they serve as support for the
‘semd’. Llnder a ‘neak 4’ constructed on the north bank, some fragments are depo-
sited, a small, fine hand holding the wheel, the emblem of Visgu, a small bust with
four arms, very wom,—the ends of cork-screw carls can still be seen—and a roller of
Pesani, a utensil for pounding paints and perfumes for the divinity. At the foot of a
stair of the hall a conduit of Somasiitra is to be seen. It helped to evacuate the water
for lustration. It is made of schist and forms a small basin in the shape of a shovel.
A fragment from the bottom of a jamb made of schist is preserved in the hall,
On it are finely engraved two lines in parts only, of the end of an inscription which
must have been long, This fragment was found in front of the pagoda, at the
depth of one metre,

This ancient site must have had three towers at least, i.e. the present one,
another made of brick with bays of schist and a third of laterite crowned with
sandstone. The present Prisit is amongst the most ancient of primitive Khmer art
and could be from Foonan on account of its great simplicity, the absence of false
doors and cusps. The stories are particularly characteristic of this type. It
mmsthatth:betﬁnnfﬂutwumtuesofﬂwccﬂaisoftlwsmi:agc.

From the undulation on which this Prasat is raised one can see far towards the
cast, to the hills of the Ba Phnom, of which the cutlines can be distinguished in the
north-east, i









KATHAKALI

By ALICE BONER

The study of Kathakali in the light of the Sastras on histrionics (Bharata Natya
Sastra, Abhinava Bharati, Abhinaya Darpana, Sangita Ratnikara, Bhavaprakasana,
etc.) which has been undertaken these last years, has given cvidence that Kathakali
is one of the few still living offsprings of the pure traditions of Bharata Natya.
With all the alterations they have undergone in the course of time, Kathakali still
preserves the essentials of the artistic principles and technical means of expression
used in the classical Indian dance and drama’.

The direct descent of Kathakali is supposed to be from the GCakydrs,
a very old institution in Malabar, In a special hall of the temples, the walls
of which are covered with sacred images, on a raised platform under a dais the
Cakyar used to recite the religious epics in Sanskrit with hand and body gestures
(hasta-and angika-abhinaya), Sometimes he was assisted by a woman, who acted
and danced while he recited. The Cakyars also held regular dramatic performances in
which men and women acted. In the earliest times the Sanskrit plays by Kalidasa
and Harsa were performed ; in Buddhist times the Naginanda , and later on besides
the Ramayana and Mahabharata, the Gita-Govinda by Jayadeva played an import-
ant part. The Cakyars were up to this day great scholars, but only few seem to be
surviving'.

A vulgarised form of the Cakyar-Kattu may be seen in the Tullal, the popular
story-teller who is to be found all over Malabar. More numerous during festivals,
they gather crowds by singing and reciting stories with a kind of crude Abhinaya and
Nrtta (dance). Their subjects are also from classical literature, but they seem to be
transformed and adapted to the understanding of the ordinary people. There

I. K. R, Paharoti, Kerals Theare, Annamalsi Usiversity Journal, Vol L Ne. L ; V. Raghavan, Kathakali
and ether forms of Bharass Mot cutside Kerala, Triveni, Val, [V, Na. 2; K. V. Ramachandran, Dance Traditions of
Seausth India, Triweni, Vel. VII, No. 4.

2 Kathaksfj Souvenis book, Introduction by P. G. Gopalaleishna lyer, Rangoon 1935.
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are three different kinds of Tullal: the Ottan-Tullal, the Sitankan-Tullal and the
Parayan-Tullal, according to the higher or lower standard of their literary production.
Their costume is peculiar and different in each case. The first two varicties wear a
kind of short skirt, made ot fluttering white bands of cloth hanging from the waist,
very much resembling the European ballet skit. The Ottan-Tullal (PL XIlI, Fig. 25
XIV, Fig. 3) wears gilt wooden ormaments: a breast-plate on his bare chest, two ‘epau-
lettes’ and a flat head-dress surmounting and framing his face in-between the two
descending wings. The facial make-up of all is green in the shape of a mask. The
Sitankan-Tullal (PL. XIV, Fig. 2) is distinguished by a different kind of omaments.
His arms, wrists and the artificial eccentric hairknot are bound with big ruffs of fresh
cocoa-nut leaves, which have a delicate greenish colour, and with the fluttering
skirt give the whole attire a touch of feminine coquetry. The Parayan-Tullal
(PL XIll, Fig. 1) is clad in a simple red Lungi fastened round the hips with a white
scarf. He wears a high head-dress of carved wood surmounted by a Naga.

Legend traces the birth of Kathakali back to an incident in the middle of
the seventeenth century, when a Zamorin of Calicut wrote a story of Krsna
in Sanskrit, the Krsnattam, in the style of the Gita-Govinda, and had it
performed at his court.  When asked by the court of Travancore to lend his troupe
for some solemnity, he replied disdainfully that the Southern court had not enough
culture to understand the play. The court of Travancore answered the insult by
enacting a similar drama in Malayalam on the subject of the Ramayapa. It was
called the Ramanattam and out of that the Kathakali are supposed to have evolved.
Whatever the beginnings may have been, the actors are said to have spoken and
chanted and to have wom masks. This may easily be believed on account of the
mask-like make-up which they still preserve. This facial make-up seems to have
replaced the masks, when song and speech were relegated to the musicians at the
back of the stage, and the actors, henceforth dumb, were supposed to give all
efficiency to facial expressions, Abhinaya and Nrtta. Having to rely entirely on the
expressiveness of features and gestures they developed them to a marvellous
degree. The traditional knowledge which they have at their finger tips gives them
command over an astonishing range of emotions, on which they still can improve by
individual ingenuity. Kathakali artists endowed with imagination play the same thing
in- different ways according to their inspiration.  The personal experience and inter-
pretation of every artist are handed down to his pupils and added to the old stock
of knowledge. This shows the possibilities of further development and the expecta-
tions seem justified of those who want to give the Kathakali new literary material to
interpret, in the hope of urging them to create new and adequate means of expression.
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Kathakali is a synthetical art of perfectly balanced structure, a still living form
of the original unity of music, dance and drama. Rhythm is the initial urge, out of
which the different expressions are bom, and as long as rhythm is primary and
essential, none of the elements can prevail. They are equivalent and insoluble. In
Kathakali thythm is throughout predominant and simultaneously manifested through
poetry, music and gesture.

Rhythm starts with the very publicity, when, at the fall of day, loid
drumming and playing of cymbals announces for miles around the Kathakali
show. Potential rhythm is accumulated by the artists in the green-room, while they
undergo the elaborate process of dressing and making up. The whole proce-
dure is like a mystic rite, with hours of silent concentration, during which the body is
transformed and the mind detached from the ordinary day. In the animated silence
of the green-room some actors lie on the floor and sometimes go to sleep,
while the make-up men place the white rice-paste round their faces layer by layer
with careful and patient hands. Others squat before the oil lamps, little mirrors in
hand, to complete the elaborate patterns of their masks with colours prepared by
themselves. After the face is done, they are wrapped into complicated and cumbrous
garments and covered with heavy omaments. The further the dressing proceeds,
the more their new character takes possession of them. When all is done, they take
the magnificent head-dress in hand, sprinkle water into it and murmur a long prayer
into it with eyes absorbed on the dancing flame of the lamp. Only then are they
prepared to place the sacred Mukuta on the head. They step out of the dressing
room in an elevated mood and walk to the Pandal, where the performance takes
place, with rhythmically accentuated steps.

All the while in the Pandal, behind a curtain held up by two attendants, the
musicians sing and drum invocations to God. The rhythmic accents stir up in the
audience the receptiveness for the extraordinary things to come. The actors, as
I’.ht’f enter the Pandal behind the curtain, bow with fn]dtd hands to musicians and
instruments and do some devotional dancing, by which they work mind and body
into thythmic tension.

When all is ready the curtain is lowered half way, and with loud flourishes and
drumming the first acting character is presented, head down to the waist, like an
apparition from another world. If he is a noble character, a great and good king,
he will be presented under a colourful canopy and will gently turn his eyes and move
his brows. lfheis a flerce character, he will grip the curtain with his claws and
pull it down, as if he wanted to pounce upon the public ; he will shake himself,
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distort his face and utter inarticulate grunts (Plate XV, Fig. L). This introduction

only takes a few minutes, after which the curtain is removed and the actual play
begins. There is no interruption between the different parts of the performance, as
song and drumming continue throughout the whole play. : .

The fundamental rthythm, the poetical-musical metre of the Padams varies
according to character and mood of the action. The actor is carried on by the
pulsation of the thythmic progress, the cadences of which are transferred into
bodily action. Throughout the play he is held in a rhythmic tension that will
allow him all but to lapse into the arbitrary acting of realistic prose. It imparts to
all his movements the consistent and emotional significance of the poetical word.
The hand gestures (hastas) as all other movements are synchronised with the
thythmic sequel of the words, The fingers twist, tun and quiver with the accents
of the drums, while the feet keep time and break out into rapturous dance steps at
the end of every Padam. The same rhythmic order determines the facial expressions
which accompany the hands with the particular Bhava (mood) required.

The Hastas, popularly called mudras, make an elaborate gesture language
and are of different kinds. Some are symbols standing for gods and in-
dividual characters, others are conventional signs for auxiliary words of the syntax.
The greatest part however are descriptive or imitative signs for things and ideas,
bom of instinctive movements. Enforced by facial expressions their meaning springs
into bodily shape, and they become relatively intelligible even to those unfamiliar with
the subject.

Hasta-abhinaya has another invaluable function in the Kathakali plays. It
makes them essentially independent of the need of stage settings. Every situation,
every visible and invisible thing is suggested to the public by means of gestures. Forest,
ocean, village, palace, garden, street, hall, stable and road appear as if by magic.
Even with the sun-set, a tiger in the jungle, Indra’s flower-garden or white elephant,
Devagangd, Kailisa or the milky ocean the Kathakali deals with perfect ease. No
elaborate stage arrangements, no revolving scene, no complex mechanism can give a
more convincing illusion. Such mythological subjects, dealing with a supematural
world which would cause despair to any westemn stage producer are their familiar
atmosphere ; and their simple suggestions create the marvellous without ever falling
into the ludicrous. The visions they conjure will always be exactly suited to every
spectator's imagination, and avoiding the crude materiality of even the best stage
arrangements, will satisfy all from the roughest to the subtlest conception. The

-
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spectator’s eye will be activated, but never distracted from the real centre of the
play. The actor, even while describing his surroundings, or representing people whom
he is dealing with never ceases to be the bearer of the action.

The Kathakali stage properties are therefore limited to a few utensils ¢ a rice
mortar, which serves as a seat or a pillow, or as a pedestal for heavenly appearances,
some bows, arrows and lances, benches and canopies and the monumental brass oil-
lamps for the illumination of the stage.

To the super-worlds of mythological events the fantastic costumes and make-
up give eloquent expression. The fact that the costumes are not individualised,
but represent certain types, classifying them roughly into the godly, the demoniac
and human, places the show at once in a symbolical sphere. The different nature
of beings is characterised in a very striking manner. Gods, heroes and noble
kings are of one type, except that the gods are distinguished by their attributes and
sometimes by a supplementary pair of arms. These types have invariably a smooth
green paint on their face enclosed by a large border of rice paste (cutti). The borders
of the eyes and the brows are accentuated with long outdrawn black lines and the
mouth is of a vivid red and is magnified into an audaciously undulating shape.
On the forehead they mostly carry the Vaispavite Tilak. The function and the
origin of the Cutti nobody could explain to me, but it certainly is a striking
feature of Kathakali make-up and like the frame of a picture, concentrates and
emphasizes the facial expression. [Every motion of the highly coloured face springs
into stronger relief against its white immobility.

These noble characters wear gilt head-dresses in the shape of super-imposed
domes with a large circular halo at their back. They are carved out of wood and
encrusted with coloured glass and the metallic wings of green scarabs. A red or black
jacket with sleeves covers the upper part of the body, and an enormous bulging skirt
composed of many layers of white cloth with coloured seams hangs from the waist
and covers the legs to the calves. When they dance, this voluminous skirt imparts a
majestic sway to their movements. The chest is covered by a broad gilt breast-plate
over which fall numerous necklaces. The arms are decorated with wristlets, armlets
and with ‘epaulettes’, which give their shoulders a stiff stateliness. This sumptucus
attire is completed by numourous scarves hanging from the neck ; their knotted ends
look like full blown lotus flowers. The whole effect is gorgeous and majestic : still
it has a noble restraint compared to the attire of devilish characters. (Pl XVI, first
figure to the left). Krsna, who also appears in this garb, looks more modest than
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any one else, because his particular cone shaped head-dress bears no halo. His jacket
is dark blue. (Pl XVIII, Fig. 2, first character to the right).

Evil, savage characters and demons like Kamsa, Duryodhana, Kicaka and
Ravapa are distinguished by their conspicuous make-up, their red jacket and bigger halo
and head-dress. Their faces are not only bordered by a white Cutti, but their cheek-
bones are covered by two white crescents of rice paste in the shape of uptumed
moustaches. The colour of the face is green too, except for the sides of the nose
apd the portion between eyes and brows which is red. On the tip of their nose and
their forchead they carry a big white ball, which gives them a truly swinish
aspect. (Pls. XV and XVIIl, Fig. 1.) When the savageness of a character must
be stressed still more, the ball on the nose tip is enlarged and the mouth is drawn
out to resemble a wild animal's jaw with two fangs protruding from the comers.
The pattern on the face becomes more weird, a red beard takes the place of the

~ Cutti, and the halo grows into monstrous size with a flaming border of red wool.

The whole suggests an image of hell fire let loose.

Another kind of fearful aspect is produced when the whole face is covered
with bristles made of bits of paper and pith stuck into rice-paste to imitate the face
of a lion or a tiger. Bhimasena appearsin this make-up when, killing Dubsisana, he

. assumes the aspect of Vispu's lion-incamation.

Aboriginal hunters, who have a large part in Indian mythology, are entirely
dressed in black, with black beard and face, except for a border of white rice-pase §
stuck with thoms of pith over their brows and cheek-bones and a white rosette
the tip of their nose. Their physiognomy thus assumes almost the appearance of
bleached skull, but with a monstrously big red mouth, They-wear a very high
dress enlarged at the top, decorated with a motif of large silver leaves and crowned
with a border of peacock feathers. The whole takes the shape of an Egyptian lotus
capital. Also Siva appears in this garb when disguised as Kirdta, the hunter, The
Raksasis too are of this type, having only a different make-up, and in addition two
enormous pointed black breasts tied on the chest over their bodice.

A special costume is deviced for the race of the great monkeys, like Hanuman,
Bali, Sugriva etc. Hanuman wears a jacket covered with white wool like a fur
and a beard of white wool. The head-dress too is white and looks like a monumen-
tal hat, for instead of a halo it has a large brim, richly decorated on its lower
surface. The make-tip gives a striking illusion of a monkey face. Black is painted
around the eyes and up into the forchead. From the root of the nose down over
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cheeks and nose are decorative white patterns, which from the sides also extend over
the upper parts of the forchead and give the illusion of the white hair-frills round the
faces of langoors.

There are several other characters like Yama, Bhadrakali, Garuda etc, which

have their particular characteristics, though all belong to one or the other of the above
mentioned types.

Females, whether divine or mortal, Rsis, Brahmins, and all accessory characters
like servants, charioteers, messengers, washermen, wrestlers, etc., are dressed and
painted in a more realistic manner, Their make-up is an even coating of yellowish
colour on which the sharp design outlining eyes and mouth shows up very neatly.

The parts of women are always played by men ; they wear a white skirt down
to the ankles, with ample folds in front and a red bodice with long sleeves. A
wooden gilt breast-plate hangs over their chest on which are fixed two round breasts
made of red stuff. Their head with a big knot of hair on one side is covered by a
veil hanging down over back and shoulders. Their costume is completed by armlets,
bracelets, ear omaments and scarves like that of the male characters. (Pl XIV,

Fig. 1.)

The Rsis” and Brahmins” attire is very simple, the former being distinguished by
a huge wooden hair-knot, a long beard, an ‘gerua’ coloured Lungi and a rosary
of beads.

The make-up of the faces is the most impressive part of this al-
together ingenious costume. The face becomes a piece of sculpture, a.mask assimi-
lated to the heavily carved head-dress and separated from the rest of the body
by the stiff brim of rice-paste. Yet although a silent mask with limited mobility it is
full of life and expression.  All human emotions well up into the sculptured features,
as if portrayed by the delicate and knowing touch of a master hand,

. The atmosphere of the marvellous created by the costume and supported by the
ceaseless singing and drumming, which from one pitch of emotion climbs into another,

is completed by the magic light effects of a fire blazing from a huge brass stand in°

front of the stage. This fire is a more living and active element of the show than any
stage lighting on modern lines could be. It grows and dies, leaps and jerks as if
agitated by the moods and passions of the stage. It has life and subtlety, it
caresses and searches, violently carves out one figure and subdues another in twilight,
it quivers like reflections from rippling water or sweeps with a sudden blast into
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all the comers or spreads a quiet lustre over an assembled group. Tt takes part,
as it were, in all the moods of the play.

The reddish light is warm against ,the still, unfathomable blue of the night and
the cold twinkle of the stars. In the immensity of overpowering shadows it
creates a small nucleus of magic animation. Attracted by the fire and the I‘thdq
of the drums, grey shapeless crowds draw together and hang in trance-like emotion on
the small stage, where colourful events of all the three worlds are anfolded.

Before describing some of the Kathakali plays, it may be useful to give a short
account of the way the actors are trained and to convey an idea of the careful
preparation which makes it possible for such accomplished displays to be enacted

at a moment's notice.

The school which | had an opportunity of studying at close quarters was the
Kerala Kalimandalam near Trichur, an institution established by the efforts
of the Malayali poet Vallathol and his friend and collaborator, Mukunda Raja.
In the midst of general indifference these two men succeeded in creating a centre
where not only the art of Kathakali is taught according to traditional principles, but
efforts are made to remew it by saving it from routine, through elimination of
certain abuses and by enlarging its repertory.  As teachers they have engaged two
actors, Kunjan Kurup and Narayan Nayar, two excellent men who still preserve the
devotion to their art which old-time craftsmen used to have. They are remarkable
- artists who could have made a brilliant career anywhere. Vet with all their knowledge
they seem almost unaware of their real value,

The daily practice for the pupils starts early in the moming at about five o'clock
with one hour of eye exercises. By them Mva:hhvcanﬂmdharfwﬂé
quickness of the glance-and every degree of intensity of expression. They are taught
how to create space and distances by the glance and how to portray every kind of
emotion and action. There are Kathakalis who pride themselves to be able to play
certain scenes or to relate a story by the glance only. Besides the eyes they practise
every muscle of the face in order to master them independently. They go so faras
to produce sometimes different expressions on cither side of the face. Alfter breakfast
they have body exercises for suppleness in the form of a dance to the changing rhythm
of dums. These exercises are mostly done in the typical Kathakali posture with feet
wide apart, knees bent, body slightly tilted forward and elbows outstretched
horizontally from the shoulders. This dance is done in groups. It is the same as is
performed behind the curtain before the beginning of a show. The movements, first
simple and sl:nw, gradually grow quicker and more complicated, till all the body i
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perfectly nimble. After ten o'clock they begin story-acting with hands and
facial expressions but without dance movements. The pupils squat on the
ﬂmandwmkimﬁ_vidmﬂymdu&:muolofd:mchuwhiht}: others
are watching. The Pattukaran (songster) chants the story, beating the rhythm
with a stick. After lunch they have some Sanskrit readings or music lessons. The
rest of the day is taken by the story-acting proper with Abhinaya and Nrtta
combined, individually or in groups according to the requirements of the story. It is
a rule that every pupil must study and act all the parts of a play in order to become
thoroughly acquainted with the whole material. Then ‘only will he be allowed
to specialise according to his personal disposition. Young boys are mostly chosen.
for female roles; while fierce characters, demons and monkeys are generally reserved
for a more mature age. During ninety days of the rainy season the work starts at
about three o'clock in the moming, when a course of massage is given to the pupils,
The teachers with their feet carefully belabour the pupil's body, to make every
joint and muscle soft and flexible. Some forceful gymnastic exercises are also
practised during this time. Otherwise the daily routine is the same all the year round.
Though the boys take part in the shews in secondary roles at an early stage of their
training, it requires twelve full years to be classified as a master of the art.

| shall give a short description of a few scenes which | witnessed at the Kerala
Kalamandalam. |am rendering these stories not so much according to the chanted
texts as according to the visual impression of the acting, All that the actors
describe, all that they feel and speak is done exclusively in mudrd and Abhinaya.

The Story of Putana

lFﬂmﬂhﬂkdmmbyHnsMumHEKmhymimhhwﬂlhnmﬂh}

The boy who played Potand war an extremely gifred pupil of the Kalimangalam. In his fermale attre he in-
corporated, whethes oondiowly of unsonsciourly, cne of thoe expeienced, cunning kind of women, alwayn
ulﬂfrh‘uimnﬂ:lnﬂrd‘iﬂﬂdﬂdﬂﬁmd-;mpﬁiﬂhﬂhlﬂ A female who might be pwisting & yman’s will for
tﬂmpﬂuummmmﬂﬁﬂuﬂmw. She enters the cage with innocenily -
wondering eyes, as i sesrching the way o the village whare Krjos lives. Approsching the villigs she complacenily
deszibes people wha play mwwmﬂ&dmmdpmufhﬂwhhmmmh grace" On finding
out Kgyna's abode, she depicts enmageally the bemsties of the seven storied mansions, the shining cousrtyards, the cool
uumwmmhwmhmmmmmmmbmm
Nanda’s house, from which arises the fagrance of curd drops and sweet butter. After having admired her full,
she wwiftly stiptin m the hours, To suggesethin & small bench iv intraduced, on which lies & primitive  wooden doll
representing the child Kpgnd  Potand aarefully locks round 1o see whether anybody has noticed har intrusions and being
rexsrured dlowly approaches the child Gnhaﬁsnﬂrmdhmﬂumwlymmﬂmmhhlmhwwm
fifing her feet from the ground. Al her avil intenticos ere expressad in this gait. But she corrives the wweetst and
mist loving mmile on her face and starts playing with the child. To amuse him she delicately snaps her fingers in his face

18
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might be approaching. Then tuming back to Kyjna with tender glances, the describes his Hhh

of the clouds, ard how he i sitiog on the leaf swireig o the weuer, raiing s ¢ f0 b morsh.  Envaprurig benelf
by hit sight, strange scruples asmil her heart (which s & woman's after all | ) and with compassion, slmess weeping she .
contemplates the infant she is sent to lkill. Suddenly she shakes herself 1o proceed with her tuk:  Seeing the baby weep,
she affecrionately asks him whesher be ls hungry and offers 10 feed him, describing voluptucusly the roundness and plenty

of her breasts. Cheering the child she talees him In her arms, quickly smears paison on her breast and sets him 10 drink.

Rocking the child on one arm and reming her head on the cther hand, she locka absorbed and forlorn a4 women ofien il
do when they nurse. She takes the child from one hreast 15 anather, shakes it, when the milk nms into his pose and )

smiles at him, il sl of sudden & flssh of pain runs over her face. She locks alsrmed, as if spprehending & menacing

danger, but swallowing down her fesr goes on feeding, rocking, smiling. Bur the pain increstes.  She rubs her bosom ﬁ
with & contracted face. Mo use, the psin becomes ever more viclent, till she writhes scrasching her neck, her breaits,
her legs and tries to remove the child, As she does not succeed in this by force, she triex 1o persusde him by sn engaging, 1
and--how artificial—smile to rake the other breast. Nor ia this of any avail. She becomes mad with suffering, shepullsand 1
pinches the child while pain dimons her face, she hammen wildly on his head, she tesrs her own fest, but the godly child ""j
i1 not to be shaken off the breast and slowly sucks the life cur of her, She jumps 10 her feet in wild despair, running =~
up and down, slternately beating her head and chest and the child hanging from her breast, Her festures in agooysre
ditfigured to & harrible grimare, the grimace in which her real devilish nature is revealed,  When finally she drops dyingen =~~~
the fioor, no trace remming of the lovely woman the warbefore. She s a ghamly Flkgas! Eilled by her own wicked
deed, <
T

X1
Scenes fram the Story of Nala and Damayanti'

Scene 1. King Nals having fost all his cossessions in & game of dice is exiled in the forest with his wife Damayanth.
Having deserted her in the distraction of his mind, be finds himself at the bottom of misery, Nl lments his fate in & ]
very long monslogue in Hasta-sbhinaya, during which he hardly moves from the spot. m&l“huﬂ_fﬂ
behind the public. Mala jumps up and all the sudience rum their eyes in astonishment snd fright towarda the fire. . The 3
serpent king dances in the flame and implores Nals 10 save him from death. Mala gallantly rushes to his rescise throogh 4
the public and brings the serpent king 1o the stage. ")

The makeup of the serpent was very suggestive. A lurge black fine designed & risngle on the face enclosing '
forehead, eyes and mouth. Osher sripes of different colours parallel with the Black line reduced the human face o the
simple tiangular shape of & serpent’s hesd, cbfiterating all human features, the nase, brows, chin. The eyes were :
rounded by a black oudine into small snake eyes, and as this mask was painted on the face of a toothless old men tha
thin mouth line, the llusion was perfect. s

The ungrateful snabe-King bites Nalv's hand, and the poison makes him blue. Tumﬂ.hhﬁzlﬂﬁ ¢ L
slips away behind the cursin and ancther Mala with blue hands and bluer face ruthes on the stags in & fearf ﬂﬁ B
poffed > and shaking bimself ks & fsiows vrkey. At the sppeurance of Kunjan Kirup the whole scene inatandy throbbed
with life.  His powerful plasic face seamed to find itsveal significince under this gorgecus makeup, Very young beys
with lean cheels and bodies seem almost crushed under the opulence of the wiive and mabe-tp: Ierequires sirong
features to being it out to acvantage.  Kunjan Kuurup Jooked fantastically oversised, as if belonging to & race of ttane.
He Bunt in like a bomb, threstening 1o burn the serpent king with the fire of his glance. But finding him sadly repentant N
of his rash deed, his fuming rage dowly subsided and he sccepted & = compensation for the ofience s shaw| which

i - 1 *
Bl e B

H?llmhhw'l.ﬁﬂnplrd reaches the town of & king, whers he perceives with mm—ml.ﬁ 'y
actutlly mimes, the sentinels walking Up and down wish swerdt and huge mocsaches, in self-complacent solemmitye. £

I. The part of Nala is played by two different inthe of the pupils of
PO aciors, beginning by one of the pupils
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Mhmhwm-ﬂlﬁhmwhmﬂﬁﬁhmdhmﬂhhﬂﬁm“mh
town, With & mow obliging and dermure beggar-smiils he tells them that he enly wants 10 see the great king.  ‘Without
awaiting their reply, he swiftly sneales into the crewded mwn, (He folds bit hands in front of him with & movement of
samebody diving into water and makes u few almost impercentible steps). He stops s0d looks around in wonder and
defight. He sees a lotus tank full of fowens, the mirface of which curls and glitters like the eyes of lovely women,
A few steps shead he finds high Gopursms snd marvellous palices, then & kong sreet with houses on both sides, in the
windows of which happy people amine themsehes, He mimes & musical entertainment : a lady tunes her Vind, screws
the keys and then starts playing with much sentimant. ~ Afiter finishing she invitesanother lady to show her art. The neat
one plays besutifully on the Mrdamga, another beats the cymbaly and & fourih one starts dancing, Nals watches and
feels enchanted, but though he wishes to remain, he remembers that he must go on to find the king. 1 skip over the
second scene where he is brought into the presence of the king and is sccepted by him as & charioteer,

Scene 31 In the night Mala with two young servants is in the stable, majesically reclining on & rice mortar.
But sleep does not come 1o his tormented soul.  He thinks of his lost kingdom and weeps over the beloved wife whom he
Forssok in a fit of misery. Mot ta attract the atention of the others, he lies down from fime o time and pretends to
sleep. But they watch him. secretly and in the moming quession him sbout the waman whese name was sl the
rht on his hps. Nals consternated st the idea of having betrayed his secrer, Jooks st _them with an
expresion of genuine wonder, as if he had never thought of a woman in all his life. He seems to wrain his memoty 1o
find out what all this fuss may be about, and talls the boys that the story he read last night must have haunted his sleep,
But they are not satisfied and press him 1o confess whether he bs masried and where his wife i, Mals swears that he has
no wife and to cut short all questions, asks them to g=t up quickly and to look afier the horses,

Scene 41 Mala stands nesr the king who receives through a Brahmin an irvitation © the new marrisge of
Damayant] (who meanwhile fiund back 1o her father’s house). Nala is stung t the heart. Trying to conceal his
um’hhmimuhutuhmh;&*ﬂlrhmuunnlhﬁiudmhmmfubnh.inll'llrrlmu:.
His eyes roll from side ro side in grear exciiement, but when his curious behaviour attracts sidelong  glances, he
farces upen himself & madk of coldest indiffereice. The king meanwhile is perplexed a3 to how he may reach by the
following day the far-away place of the wedding. Mala's excitement growa with every second of delsy and finally he
burts out 1o tell the king, that as his charioteer he pledges himself to bring him 1o the place in due time. Though
during this whole mene he sands spart as a mute spectator, the whole drama centres in Nala's countenance reflecing
the finest shades of his inner strugyle.

Scene 5: Damysntl in the forest, awakening in the moming afier her hushands desertion.  This laz
misfortune overwhelms her with gief and miery. She lament pitably and cumses KA who has  posssssed
her hisband. Her desperste wailing is cverheard by an  aboriginal hurter into whose ears the voice of &
weman drops like sweer honey. Appromching the place from where he hears the sound, he discovers Damayant and
her beauty flls him with desire. Black and uncouth as he ks, he tries 1 make himself stracive by tdying his guments
and taking gaceful postures. On his monsterface appears an absurd smile of amorous sentimentality.  Timidly snd
clumsily he draws nearer, uttering his love desire with an inanticulate "Whoo poo-poo’ reisenited in the whole gumut of
seductiveness. Damayanti does not siir, shsorbed s she s in her grief. The hiimier is now quite close and tries 1o
atteazt her Interest by describing his house in the jungle which is Beautifully walled in and whose roof does not lesh. He
vells her all the happiness she will find in living with him. To enforce his words he pushes her delicately and signi-
ficantly with his hip. Finding no response, ha withdraws a bit, hurt and duagpointed.  But not 1o soon disheartenad, he
tries again and again to please her with an always more bewitching *Whoo-poo-poo’ | This one cry untered in &
hundred variations of tone spake volumes. The contradiction between his rough and grim sppearance and his sentimental
woaing, the inadequacy of his blunt advances in fronr of Damayanti’s unspeakable grief were rendered with & keen seme
of tragic humour, At the end the huncer is burnt to sshes by the curss of Damayarit,

Onedsy | went to visie Kunjan Kurup in his howse.  He was surprised 1o s0e me and welcomed me with the
fellowing words £ | am knawn =5 Kusels, the poor Brahmin friend of Kryna, and because of my poverty | never dared
10 invite you 1o my house, | fold him that | was most anxiows to see him in his most famous part, and 2 few days
later the story of Kucela was played.

_k




The Story of Kucela

MIMWMIHMHhMWMthH
could hardly be resognised in the grey rag and dishevelled beard of & begging Beahmin. Smeared with ashies all over
his body he loched diminished, as if melted away in the fire of meditation. When the curtain opened, he st on s small
ool in concentration pose with & rosary in his hand, his eyes sunk into inner vision and tonlly unawars of the outide
worid. Kucela's wife, looking miserably in tomn clothet, spproaches her husband with her daily lamentations.  There is no
food and no cathes for the children, she has been round the village with her begging bowl, but everybody is tired of giving
her alms.  She represents all the worldly cares snd resposibiliies which have for ever disracted from higher purposes:
the mind of men. She implores her husband to go and find his ancient friend Kryna and to sk him for help. Kusela
gently fimens, but looks m fhe did nor fully grasp the resssn of her complaint. He sila her : Why are you

recelve hin well, He sends his wife to get & present for Kpyna, ﬂuwmmﬂﬁdmﬂhhﬂtm
of rice which she wraps inta & piece of cloth, Kucela takes the small bundle under his arm and with & half beckess
sun-shade in his hand departs on his errand, & picture of mizery,

Scene2: Kpjos, the great king, reclines in garseous garments with two of his lovely wives on & divan. coversd
by 8 multicaloured canopy. Whils gowsiping and merily caressing them, he is suddenly caught by & strange anficipation.
He grows absent-minded and with an sttrscted look he tries to find out the resson of this feeling.  Soddenly his eyes
disover far away the obiect of his foreboding.. He quickly rises and rushes forward through the public 1o mest
who ix entering from behind, From s disance hix heart has recognised the friend of his chifdhood and
him triumphantly ta his house, in front of bis asonished womenfolk.  Kgjoa in all his pomp embraces the grey
Beahmin, he throws himself at his feet, and drsws him towsrds the divan. Kucels, overwhelmed
reception, protests againgt © much honour, but witheut avail.  He mus suffer that Krppa and the twa
on the sumptuous divan, & poor vagabend in all the glistering lusury, The two queens stand by his
whilz Kyzna takes his sear beside him, Putting his arms around him he covers him half with his billowing
sart to recall ther happy youth, when both of them were pupils of Guru Sindipeni, and get Jost in th
when the tescher’s wife sert them 1o fetch fuel and they had 1o fight the hunses, They lsugh and become

§E
5 iqlg
E§§E§EEE

hE

dare up ill now offer the miserable gift, shamefully takes the small bundle from under his srrm and effers it 1o Kijoa.
Krioa opens it, searching curiously in the fold of the cloth to find the small hesp of rice, He takes one handfid and
eats it with delight, finding the rice swester and more tateful than any he ever had. There is the taste of devoted
friendship in it. As he is sbout to take & secand handful, Ruldnint carches his hand and emplores him not 1 est.
St knows that by the first handful Kisos has bestowed house and property on Kucela and that by the second handful
shie would be doomed hesself 19 go as Kucela's servanr.  Finally Kucels fesls that b st go, but Kpgoa wanes to retain
him and both are foth 19 part sguin. Kocels hisses Krsoa's palm with great tendemess. He has forgotien all his-
sarrows und with them the reason why he came 10 sz« his friend. He tahes leave without menfioning the purpase-of
his vitt. He withdraws very very slowly, unable ta detach his eyes from the sight of Kiyoa, he bows and greets and
miny times returns to have  lesr look at his beloved friend.

Scene 31 The divan with the canapy has now become a luxurious bed, in which Kuocela's wife b seen,
uleeping with her childran.  They all wear lovely dreses and are entirely transfoemed.  Kucela again erners the scene
through the public and Is himseif clad in fresh cloth and looks grown by inches.  He does not recogriire the place, and
only when his wife and chiliren rin to meet him, he slowly grass the face that Krina bas secratly. helped. He i very
happy that his wife's wishes have been fulfiled, but tnie o hir Brahminhood, he dees net want to partake in this
wealth, H:mhm&nhmhmuﬁhmdﬁ;ﬂuhum
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The Killing of Duhsssana

Scene | : The game of dice. .

There is ancient rivalry between the Kauravas and the Pindavas. Duryodhana, the eldest of the Kauravas who
believes to have been insulted by the Pindavas on the occasion of his visit o their macrifice, wants (o take revenge.
He therefore Invites them all to his houss and induces Yudhighira, the Pindsws king, 1o s gams of dize. He i cheating
at the game with the help of his uncle Sakuni. Yudhigthirs losss one sfier anctheall hi pomessions, including
Pancali, his and his brothers beautiful wife. He sits aside in hopelen consternation, while Pancill is dragged in the court
by Dubpissana. She implores mercy from the enamies, implores her husbands to save her. (Pls. XVI and XVII). But
Dubdasana who wants to shew his power before the whole assembly, catches hold’of her lock and throws her an the
floor. To put her to shame he tries to arip off her guments. But Pancll throwing herself devoutly into the protection
of Krjoa is provided by him with ever growing cloth. Hard as Dubffssna may pull, he never comes to an end. He has
to give up hin atternpt and Pincili is allowed to depan into exilz with the five Plodavaz. She makes a vow to leave her
huir untied till Bhimasena will bind it up with hands stained in Dubdsana's blood.

Scane 2: The years of exile have pamed and the Pindavas want to be resstablished in their kingdom.
Kryma, who is their ally, consents to go as memenger to the Kauravas. - Duryodhsna hesring of it, assembles all his
brathers and Kinsmen in court, and speaking of Krma in insulting term, forbids them to receive him with retpect.  They
sit together in the Sabhi wiff and haughty, looking like evil, pemicious idols, (PLL XV, Fg. 2) when Knna enters
sounding his conch, Hessing this Duryadhana faints and all the others rise 1o do cbeisance to the messenger. Krma
politely salutes Dhqtartigira, the blind father of Duryodhana, and tells him that the Piodavas are ready to forgive all
the wrongs they have suffered, but as the term of exile is over, they claim back their part of the kingdom. Failing
which, they would hght the Kauravas on to destruction.

Dhytarigirs is moved and besseches Kryoa to lead his son back to the path of virue, and addressing Duryodhana
asks him to lsten 10 Kppa's mesage. Kpoa goes over to Duryodhana snd repeas 1o him Yudhighira's request.
Duryodhana, with an atritude and expression of insulting indifference, refuses 10 graot the Pindavas their rightful half
of the kingdom. (Pl XVIIl, Fig 2). Kesa with mill greater diplomatic amability bends over Duryodhana and ssks
him to grant them only five villages, On being refused even this, he ashs For o houss at lesst. Duryodhans declares
that he will give them not even a needle’s space.  Once more K(yna insists on having their rights restored 1o the Pindavas,

Duryodhana rises and with cynical contempt calls for & rope 1o bind the cowherd. But before anybody can
touch Krma he tramfigures himself and assumes his Universal Form (the messenger Kpna disappears and ralsed on a
205l in the back of the siage sppesrs ancther Krjoe-Vigou with four arms, the conch and the Cakra).  On this the old
father regains his eyesight and worships Krypa, while Duryodhana drops on the floce. The sages of the amembly rise
tndmh-hummmu:huwhﬁﬁhwhﬂﬁm’lhdﬂu%h&nﬁuﬂnﬁﬁhﬁ
deeds of his youth, They rebuke Duryodhana forTnot having respected the sacred penon of the memenger and
prophesy ruin,

Krina leaves the place telling Duryodhana 1o prepare for war and to expest his destruction.

Scene 3 : The Banle of Kurulgera

All the great Pindavas and Kauravas ars engaged in the fght. They stride across the stage with heavy dynamic
stepy, mirmng encounters and pursuits. They swing their arms and wrestls in symbolic gesuras, advancing and retreating
in all direcrions like disrurbed wasps, With the hellish din of the drums, the blszing fire, the swaying dresses and ghestly
mashs, the sensstion is given of a barile of demons,  Many of the Kaurava fighters have already been killed. Bhimasena
pursues Dubifsana, burning with the desive of avenging the insult done to his wifs, He challenges him to fight, and
concentrating his thoughts on Vispu, assumes the aspscar of his lien-incarmation. Sesing this, Dubdisans weakens and s
vanquished, Bhimasena kneels on his cut-mretched body and savegely digs his claws into his chest and tear it open,
Blood-madnges overcames him. e looks ar Dubfisana’s face and fancying to see him stir, he orders him to sy,
He plungas his hands with wild lust inta the entrails of his enemy, pulls cut the bowels and drinks the blood. Panting snd
trembiing like a ferocious animal he calls Pincili and drenches hee hair in Dubdisana’s blood to fullil her vow. Al
Duryodhana i killed, the victary i with the Pindavas and they fall in sdorticn 10 the feet of Knna.

9
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Considering the subject-matter of Kathakali which comprises almost the whole
of the Indian epics, their repertory is inexhaustible, Their artistic possibilities,
of which only a few have been outlined, are equally unlimited, Kathakali is still
alive with the religious consciousness of a whole nation and has the great form
and integrity which only anonymous art can achieve through centuries of growth.
But the people who were conscious and  enlightened receptacles of its traditions have
become very few and the danger of oblivion and degradation is imminent.

This art which has evolved under the patronage of cultured people and of
royalties with artistic inclinations, is to-day sought after only by illiterate peasants,
by the simple and the poor, who cannot afford to g0 to the cinema or to buy a book,
Their patronage is today the life-breath of Kathakali. If therefore it is immensely
valuable, it is none the less an artistic danger, because the necessity of being intelli-
gible to this kind of audiences is an inducement to a grosser realism, not in
accordance with the original principles of the art.

As described before, efforts have been made in isolated centres of Malabar
to maintain the art alive on its high original level and to bring back to the conscious-
ness of the educated classes, that Kathakali is not just good enough for popular
entertainment, but that it always was a symbolical religious art, in which divinity was
transubstantiated into visible form.



ORIGIN OF THE ART OF SRI-VIJAYA

By R. C. MAZUMDAR

The kingdom of Sri-vilaya in Sumatra occupies an important place in the
history of Hindu colonisation in Indonesia. lts origin may go back to the fourth
century A.D., as Ferrand has concluded from a reference in the Chinese translation
of a Buddhist Satra’. But we know definitely from I-tsing that it had grown into
an important and powerful state in the latter half of the seventh century A. D! and
this is fully corroborated by epigraphic evidence”.

It is clear from l-tsing’s account that Sri-vijaya was an important centre of
Buddhism in his time, and what is still more significant, for our present purpose, it was
the earliest seat of that Mahdyana sect in Indonesia which played a great role
in the evolution of art in that region’,

In view of these things it is only natural that the art of Sri-Vijaya should
merit serious aitention of those who seek to study the origin of Indo-Javanese and
allied arts. A study of this question has been rendered somewhat easier by the recent
finds of some sculptures in and around Palembang which is usually identified with
ancient Sd-vijaya.

A detalled account of the recent explorstions in Sumatrs has been given in Oudheidhundig Verlag (1928,1930).
A short but very interesting paper on this subject written in English by Dr. Krom {5) has made the discoveries known o
Indian scholars. On the basis of this article Mr, Devaprasad Ghosh has contributed & paper on the “Esrly Ast of Sri-
vilaya™ (6). | am unable to agree with same of the meat impartant conclusions arrived at in thess papers.

Kram, and fallowing him, Mr, Ghosh, have justly enached the greatest importance 1 & fragmentary stone toro
of & Buddha image (7). The only characteristic feature of this torso b the drapery “showing prominent folds of the robe’.
As all the known Javanese figures of Buddha have a close-fiting robe, the contrast offered by the torso naturally induced
the Dutch schalars to look for its origin to India. - At fist it was atteibuted to Gandhies influence, but Krom pointed out
some differences from Gandhiira style and observed :  *“We feel, therefore, more Inclined 10 asume a connsction with
some Indian school of ant in which the Graeco-Buddhist principles are found in & modified and Indianised form, e g. tha
of Amarivati” (8). Mr. Ghosh remaris: “His (Krom®s) conclusions on this paint are highly convincing. They ace
not merely tentative, a5 he modestly obeerves. In fact there cannot be any other opinian on the refic in question which
we can safely ascribe on siylistic grounds to & period not later than the %h century A. D"

As the head, arms and legs of the image are all missing we have to bass our conclusions only on the Folded
drapery. As Krom implies, this son of drapery, originating from Gandhiira, was adopted in different parts of India. |
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may note in pasting that fold-lines representing drapery are noticed in the sculpures of Bhichut and Bodh-Gayd, (9)
which are certainly not anributsble 1o Gandhiirs influence. But, apart from this, the so-called Gandhira fold s observed
in sculptres of Muthurt, Bihar and Ceylon (10), h i, therefore, premature to conclude definitely that the
Sumatran Buddha image is derived from the Amarivasl school.

In this connection we must consider alse the bronze images of Buddha, Avalokitedvara and Maitreys found near
Hmhm{l!luﬂﬂ;nﬁduumﬁmhmyﬂ_bmﬁd. Krom remarks that they “might easlly be taken for
Javenesz bronzes” (12). - Mr. Ghosh further develops the ides: “Bur though vasious details in their case shaw the
w&mmmmﬁmﬂmmﬂhmmmhshm
the full squarish face, the necklace and Uariys and lastly the flowing curves of the swelling sensuous body fashioned.
with delicate touches) are reminiscent of the Pila an of Bengal® (13).

In my opinion these remarks are totally inapplicable, ar lzast to the image of Buddha It appears that both Krom
and Mr. Ghosh were largely influenced by the current view that Sriviiaya formed the seat of the Ssilendra empire from
the seventh century and that this empire included Java in the sighth century A. D, | have tried 15 show elsewhere that this
is not the case, (14) and Coedés, who was mainly responsible for the view 30 generally held, has admitted the soundness
of my views. He sutes that there are no ressonable grounds to affirm that before the 11th century the kings of S
vijaya belonged to the Sailendra dynasty or that they reigned u Seiviaya (15).

If we once gat rid of hnﬂmmmﬁﬁmﬂﬁnﬁ;dﬂymbhm
mdhm“mmhmﬂmnhhmm In my opinion the bronze Buddha
ﬁm:ﬂﬂthmbﬁqk:ﬂumikwnﬁlwlwmﬁmﬂmﬂﬂhhm&mm But the Palembarng
figure more closely resembles what we are sccustomed o call the Gupta style, in Simith and other parts of northern
India prior 1o the seventh or eighth century A. D. A comparisen with any figure of Buddha during the Pila period
would show the difference. | may draw particular attention to the following features.

mmammmmmthmmmmmmmﬂm
the orthodon Hindu-Javanese type and must belong to an early period” (16), Dr. Bernet Kempers has further discumed
the problem and he thinks it “more probable thar the origin of this type must be sought in Gupta wt......" (17).

(k) The fulness of features, the geneeal breadih of trestment, the ascetic and benevolent expression, the
simplicity and inherent vigour—all these characteristics mark the figure a3 Gupta.

() The peclisr Pala festures are all abaent. | do ot wish 1o discuss this point in detail as Bernet
Kemper., who has made s spesial mudy of Pila bronaes, has arrived st the same conclusion, Thus he remarks 1
“If the images from Juys and Palembang or the bronge Avalokitebvars which was ducovered in the great sitpa of
&nﬂmmﬂnﬁdhuﬁ:d&hﬂnimnuMﬁermu"[m. | wrrived ot this
m:kdmﬂmﬂaﬂyhmﬂnf:hnhmﬂudﬁhlpdhhmhﬂﬂmm&mmphmi
Mr.ﬁhuﬁdndﬁ:inn;ktdﬂ:iw&uﬁhmdw

We may thus be tolerably certsin that the art of Sel-vijaya was the product of Gupts ast. If we remember

that the calossal copper satue Jhmmuswam.wmmmﬁ folding fines

of&nmilﬂ]mnudhumﬁﬁwlwinrﬂmhdl the stone torso and the brone images of Palombang to
Gupta art.

We may indeed po even & "ep hmh'rmimdwﬁnﬂumunfﬂmﬁwmmwmlhu The
famous Buddha images of Barsbugur Hﬂidywlhﬂﬁﬂﬂumdh&wmﬂhlﬂm |
need not diute on this point, as it requires & separate reatment. | | merely wish 1o sress the fact that it i ressonable 1o
hold that $ci-vijaya which was the centre of MahiySiniim in Indonesia, served as the channel through which, alaag with
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pinth eentury A. D. may be regarded as the dividing fine between the two periods. In other words, brosdly speaking,
Indo-Javanese (including Indo-Sumatran) art passed through the same phases as the art of eamtern India

Reference has been made above 1o the theory that the mone torso of Palembang belongs to the Amarivati
school. Formerly, there was & general theory that Javanese art originated from the Amarfvatl school, bis this is
denied by Kram | In discussions of this kind it is well to remember that when wz refer to & school ssthe oriin, we
should not rely upon jsolated images, but upon the style genenlly displayed in images of a particular locality. Again,
hh&uirqdubrmnzius_lgumdwuldmnﬁmhu caution in correlsting them as far a3 pomible with the sone
sculptures of the localiry. |

If we bear these points in mind the force of argument sbout the Amarivari school would be comsiderably
weakened.  Mr. Ghiosh holds the view that in addition to the stone torso, the lile bronze Buddha head of Palembang
(21) which Krom declared o be definitely “un-Javaness™ in charscer also belongs 1o the Amariveri school (22).
may be noted in passing that by classifying this “un-Javanese” bronze Buddha hesd ws of the Amarivani school Mr,
Ghosh indirectly gives up the case for the Amarivari origin of Javanese art. But apart from this let us consider Mr.
Ghesh's view independently. i

Mr. Ghash thinks that the bronze Buddha head of Palembang is clossly akin to the bronze Buddhs hesds from
Buddhapad near Bezwads, though he admits that it is fundsmentally different from the brones Bucddha statuettes dis-

" covered at Amarivat] inelf. But anyone who compares the illustrations given in Sewell's plate 2, 1o which Mz, Ghosh

Mﬁﬂ.lh!m.hmtm:m&hdiﬁnhumnfmhmm hesds more unlike each other,
It is enly fak to admit that no prototype of this Buddha head is known so far.

Me, Ghosh's view about the stone image of Awvalokitefvara (23) found in Palembang & slso hardly convincing,
In opposition to the views of Dr. Bosch and Dr. Krom' that southern India exercised no influence of any importance on
the art of Srluviiays, Mr. Ghosh holds that this image of Avalokitefvara “is almost, an echo of the monumental Pallava
reliefs of the Tth century &t Mimallapuram® (24). Here, again, the resemblance b only superficial. The figure is no
doutt & remariable one snd posmesses cetain definite traits of clamic Gupta art., But prototypes of this are met with
in so distant localitizs as Kalitga and Kanheri and it s premature 1o draw any definite conclusions about the particuls
=choal from whish it origmated.

To sum up, we have hitherto discussed four images found in Palembang and its
neighbourhood, viz. L Stone Buddha torso. 2. Bronze Buddha, 3. Bronze Buddha
head. 4. Stone Avalokitesvara.

In the first place it is admitted by all that these images are absolutely un-
Javanese. This proves that a school of art flourished in Sr-vijaya which was

entirely independent of Java.

Secondly, No. 2 is undoubtedly a product of the Gupta school and that is
also probably the case with Nos. T and 4, though No. I is probably older and No. 4
later than No. 2.  All these three may be referred to the period from the 4th to the
7th century A. D. The source of No. 3 is unknown.

Thirdly there are reasons to believe that along with the Mahaydna form of
Buddhism this Gupta art tradition also probably flowed from Sh-vijaya to Java.
Lastly, the Pala influence was superimposed upon this art from the ninth century
onwards. :

20
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These views are put forward as merely tentative, as is indeed bound to be the
case when conclusions have to be based on so imperfect data. -

1. Journal Asiafique -ax. (1922), p. 210,

2. Takakusu—i-tzirg, pp. XXXV, 10—11.

A B.E.F. E Q. vol. XVIIl. Ne. 6.

4. lasing—Memcire, etc., pp. 60, 63, 159, 182, 189.

5. Annusl Bibdiography of Indian Archaeclogy 1931, pp. 25—33.

6. Journal of the Greater India Society vol. I, pp. 31—28.

7. Annual Bibliography 1931, pl. X1, a—b ; Journal of the Greater India Society vol. I, a.

8 Lep iz

9. Coomarmswamy, Hist, Ind. Indonesian Art, Figs. 40—44,

10. [kid. Figs. 158, 160, 293,

11, Oudheidkundig Vierslag 1930, pl. 45, and Annual Bibliagraghy 1931, pl. X, . 4. &.

12 Le p3l

13, Le,pp 3536,

4. B. EF E O, vl X0 pp. 121—141.

15. Journal of the Greater India Seciety wol, |, p. 65.

16. T.B. G.vol. 57 (1915) pp. 97—116; val 61 (1922), p. 253, Dr, Bosch's views are summarised by
Bernet Kempers—The Bronzes of Nilandt and Hindu-Jevanese A, p. 20,

17. Op.cit, p. 22,

18. Op. cit, p. 74

19. Coomsrsswamy, Fig. 160, 3

20. Bern=t Kempers, op. it p. T4, :

21, Oudheidlundig Vierslag 1930, pl. 44 C; Annual Bibliography 1931, pL X, a—b.

2 Lo, pp. 34—=35.

23,  Annual Bibliography 1931, pl X1l d,

24, Ghaosh, | e, po 33 pl. 1 6g. 1.



A CEDI HEAD*

By ST. KRAMRISCH

The burden of sculptured form keeps full, small lips, salient as they are,
tight to the face. The mouth, closed spout of-an upwelling fount not to spring forth,
is firm with the pattern of a flower.

Nor is this pattern isolated. Silent seal below and in-between the eyes, it is
the carved and consolidated pronounciation of their liquid, modelled state. Inflected
curves border the eyelids and reveal bulging eyes held together by their sight-
less glance afloat in lids widely slit across the breadth of the face. The eyes
have no sockets; the cheeks are iradiated by them and seem part of their
substance. This face in the front view is all eyes. The ears are barely
indicated and appear as part of the crown and frame of the face. In the
way they are rendered they have no share in the face. Little can be seen of
the forehead. It mounts behind the high crown, supported by the steep arches
of the brows and binds with an ample triangle the smooth temples to the root
of the nose.

Seen in profile, it is part of an unbroken line from the flattened top of the crown
to the nose. The slant of crown and nose is sharply strung. It is held by the
modelling of the face. There is no break between front view and profile. Dilated
nostrils join their cut to an oscillating modelling of the cheeks. Beside these
two technical aspects of cut definition and modelled spread, the physiognomy more-
over is condensed in ridge lines. They clasp and partition the fulness of the lips
and lead it back into the evanescent modelling of the cheeks where their comers are
engraven in two upward curves sunk deep each ina point. They hold their secret
never to be spent.  There the cheeks are depressed but free from fatigue, The chin
gathers into a central point their spreading surface.

The ridge that borders the lips delves down into the modelling to turn into its

*  PL XiX; the ceiginal is in the Lalbehari Memorial Collection, Satna,
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opposite, an engraved line. It is an equivalent in the third dimension to the double
tension of the linear curve of the eyebrows. This at each of its points is on the
verge of tuming into the opposite direction and yet it persists in its course with
comprehensive ambiguity.  Situated between the region of the mind and that of the
senses the line of the brows raises a high bridge. Should its curve relax, it would
swoop down and blot out the cut as well as the modelling, the peaked solidity
and the liquid base of this invented physiognomy. The movement epitomised in the
eyebrows reverberates in the outlines of lids and mouth, cheeks and nose. All
these are formed by its rhythm, the visualised interaction of the mind and the

SENsSES.

This head’s liquidity and definition, sharp as a knife’s edge, are balanced
by a high tension of opposites, Its liquid aspect when defined vyields the
curve peculiar to it. Petal-lke around eyes and mouth, the cheeks and
forchead are of a substance seemingly molten and nescient of its livingness.
The forehead recedes, hidden under a high slanting crown while the slant
reaches downward to the tip of the nose. In this aspect the face is stable.
The profile is outlined by the index of the balance. Drawn in through dilated
nostrils and conducted right into the steepness of the crown are scent and
memory of pastures on which feeds the tranquillity of the eyes. These pastures
are of the mind, and suggest compassion. The sharp profile, with nose,
forchead and -crown .in one, is but a sublimation of the structure of an
animal's head. Along this unbroken line scent is transformed into memory,
the activity of the sense into one of the mind. This transformation in the
vertical intersects the sinuous rhythm of the eyebrows, the dipping into and
rising of the mind-sense-unity. The vertical has but one direction that of time,
i, of memory or transformation.

Contrasting with its smoothness, the face is framed by a heaving mass of crown
ormaments and earrings.  Their seemingly inarticulate profusion of knobbed lumps,
creamy convolutions and burst bubbles is an organised eruption of plastic mass.
Scroll and disc of the earring—the ear appear as part of the frame, not of the face
itself—flattened in concave correspondence to the nose ridge, make the circle of
commutation between the altogether layed-out and limpid face of the god and the
agitation in the crown full of darkness. The surfaces of the two are formed in different
modes of plastic form, that of the crown in a state of becoming and the other
in an unaging presence.

While no single feature, if isolated and searched for its formative principle, can

"
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be claimed as particularly belonging to the sculpture of the Cedi country in the
eleventh century, it is their coherence which determines such a head as the one
illustrated here.  In the faces in Safici for instance is the welling forth of the plastic
mass’; among conventions employed in Mathurs is the drooping of the
upper eyelid in the middle, or the ridge-like outline of the lips®; the great simplifica-
tions of the Gupta phase, the reinforced unity of the linear and the plastic of
western and central Indian sculpture, all these are valid simultaneously in this head.
The quantity in which they commingle is given by the sculptor’s vision and there is no
archaism where a living whole undergoes one of its differentiations.

Every one of the features of this head is shaped with the same definition of
mouth, eyes and nose which also belongs to central and western Indian sculpture at
this phase. Before that, and in the other provinces even at this moment and later, the
features lie dormant in the face as part of the body and part of the entire mass of the
image or relief. The Candella physiognomies, representative of central Indian sculp-
ture’, are disturbed and critical, so that the mouth takes stock of and weighs the
dream of the eye, and the profile is keener and of greater resolve in its wisdom than
the stillness in the front view. The Cedi faces on the other hand are free from conflict.
They know but they do not taste their own experience. They carmry it forth to the
utmost definition, of curve and point of mouth and nose. Petal-like the front view
spreads but the animal’s scent sharpens the profile. The vegetative and liquid state
is in the dream and modelling of this face. Yet its theriomorphic cut can not be
lifted from it and while it dreams, it wills. Both these aspects well up with the plastic
mass ; they are laid out altogether from within.

If plastically Cedi sculpture in its massive welling forth from within the
unformed mass of the stone is of a texture akin to that of Sand, the faces of its
figures answer this experience with a last refinement. The forming principle has gained
an ultimate definition in the physiognomy invented by it. It is the seal impressed
from within on the outside world. The mass harbours the tension of opposites
and its impact is its measure. Beyond the pairs of opposites is the vision of this face.

The head (74" high) which may have been that of an image of Visou comes
from S. Rewa, Baghelkhand, probably from Sohagpur.! The sandstone is golden
brown, It must have been carved in the eleventh century.

1, Eramrisch, Indian Sculpture, PL VIII, Fg. 35 ; p. 157.

2. Vogel, La Sculpture de Mathurs, Pls. XX b 5 XXI'b, 20K

3. Keanvisch, Candells Sclupture, J. I. 5. O. A wol. | p. 97, s XXV 2, 3000
4. of. F. D. Banerji, The Haihayas of Tripori A. 5.1, M. 33, p. 31
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REVIEWS

Miniature Painting of the Jaina Kalpa Sutra, by W. Norman Brown. pp. [V, 66; Plates 45,
Orientsl Studies No. 2, Smithsonian Inmitution.

The aim of the present work as explained by the suther in the preface is to serve 33 an explanatary guide 10 the
whole series of minintures generally to be found in various Mas. in diffirent libraties and collections both in India and
abroad,  The author has successfully sccomplished this object and fike its preceding volume “The Story of Kilaks', it
shows a thorough mastery of the sutject. The identifisations of the llustrations are corest and reliable with full
enplanstions. The suthor is of opinicn that the miniatures are in the eardy western Indian syle of pairding. The
illumrations clearly indicate the peculiar Jain siyle found in western Indie. For seversl centuries from the 10th down ta
the I6th and even as late as the st half of the 17th century we find certain peculiaritien in Mustrated Jain Mss. and
banners alone while we do nat find the U-shaped forehesd marks in both male and femile figures including the gods,
the pointed beards of the Kugin style and peculiar postures and costumes in non-Jain miniatures of that period.

The work is a really valuable contribution to the study of Indian painting and of Jainfm.

Puran Chand Mahar,

A Guide to Elsphanta, by Hirananda Sastrl. Publshed by the Manager of Government Publics-
tions, Delhi, 1934, Pages 70 with 19 plates, : .

In this book which belongs to the same series of handbooks as Sir John Marshall's well known guide books
Taxils and Sanchi, Dr. Hiranands Sastri, the late Government Epigrsphist for India, gives an account of the caves of
Elephants and their sculptures, ete, There are indeed several other handboolks on Elephanta, the earliest of them being
by the late Dr. Burgess, published in 1871, The present book has been written, 30 the suthoe professes, 1o meet the
reed for “a rustworthy and upto-date guide o the monumens.” In compiling this up to-date guide book however
the suthor has largely, If not solely, refied cither on Dr.  Burgess” work or on the “Gizettesr of Thana Disrict™ (1832,
both published more than half & century ago. Very little new material is 1o be found in the book. '

Not frequently do we mest with inaccurste statements and his identifications of some of the deities are cither.
doubtful or erroneous. It is unlikely that the ascetic figure on PL XVI bore & club in oneof his Broken hands and
that it should be idenvified with Siva as Lakulléa (the club-besrer). The threeheaded female figure above the hesd of
Siva (PL XIV) should, in our opinion, reptésent the - goddess Ganigh in her threefold form of Mandakin in the heavenly
regions, Suradhani in the eanthly regions and Bhogavati in the nether regions, rather than the Triveni _or the confluence
of the &!ﬂ.?nmmdsuanhnbemﬂmqhbrﬂuwﬁn-fp. 39,

The bok should be of 1ome use as other books on Elephants are now out of print, and jts value i o some
mwwthm—muﬁﬁwﬂrmﬂ:md Elephanta snd & plan of the main cave as well
a3 by &n appendix, dealing with iconographical notes, and & glassary.

Eﬂm

The Archaeclogy and Art of Sumatra, by R. Halne-Geldern. pr. 305-331 of “Sumatra” by
F.Hh:b.lrlﬁmﬁ.hr‘u’uﬂhhnﬂ:dﬁ”nmwlﬂt 1935,

mmwm%hﬁum&thﬂmHWEhMm:
The stone age, the art of Nias, the megalithic ait of South Sumatrs, the art of the Batak, the Hindu-Buddhist period and
the Muslim phase, mwuwwuﬂm The corclusions are: There are two ]
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ﬁhﬂplunhhhnﬂuw—phﬂﬁﬁ:&mﬁinwwmdmnhﬂpﬂqﬁhmhm"uﬂt
'Mmm%“,hhmhhﬂdhﬂmnftdmd% the latter o the Hoabinhien snd =arly
Bacsonian of north eastern Indo-Chins and to that of Siam and Malay peninsuls. The hand-sxe culture has probably
w0 be amociated with the Papus-Melsnessids and the flake culture with people of Veddoid origin.  There may be sill
&Mﬁmﬂhmwmﬂwhmﬂnmm&mmmhwum
The lamer may have been the transminter of proto-neclithic elements. The neclithic quandrangular adze cultures of
Sumatra and Java sre similar.  On the hile of Nias especially it produced & magical symbolizm and a megalithic' monu-
mental art.  On the mainland of Sumatra, the monuments of Pasemah as those of Mias belong to & developed megalithic
culture. Bt while the later are satic in conception, these are dynamic, full of movement and not columnlike as the
Mias sone images. Thmph:kmvmndmuﬁﬁiwrn:hhu—mhmhtwnhmhh‘nu“mmﬂ
The same dynamism is abio imparted to paintings on stone cigt graves, The Pasernah monuments belong to the Déng-Son
culture (from sboot 300 or 600 B. C. ta 100 A. D), Heine-Geldem disinguithes an eatlier and & lster group of
Paseriah monuments.  Re. the art of the Batak & critical survey is given of ity aspects and the phasss embodied therein,
lts synthetical character is seen in srchitecture and sculptre. Three styliitic wrata are fused, the megalithic gymbeolic style,
that of Déog0n snd the Hindu-Sumatresn. This fusion harbours important indications for the history of Esstern Asiatic
and Oceanic civifations. :

Gmﬂhﬂmuﬂdlmkﬂmﬂmﬂudﬂpﬁhﬂddﬂhmmﬁ_&hﬁlﬁdﬂm
mmwmmmhﬁmmhmmmm-mwmw. In
erchirecture too, Hindu-Sumatrean forms are disinguished from Hindualavanese types.

mmmﬁm&mmmmwmﬂnhﬂmmm
{14th century) Chinese influsnces are 1o be noticed along with: Hindu, Hindu-~Javanese and Moslem devices.  Chinese
influence coincided also with the lster phases of Pasemah sculptures, which are closely related 1o ently Han sulptures
mmtuhmﬁhhﬂmhﬂhﬂm‘uﬂmﬂ-wmmmmm taken from Asis
1o Australia snd the Southseas is sure to vield further facts of fundamentsl importance.

These extracts may give an ides of Prof. Heine-Geldern's synthetic method. Comprehensive in it aporoach it
deals with a heterogeneous mass of material and makss it caoherent and centred,  In this masterfully condensed survey
mh-ﬂhuﬁulhﬁm-ﬁﬂuﬁud&ﬁuunhﬂhﬁmuw&mhndﬂlwuﬂmﬂﬁmﬂm

5t Kramrisch,

Archasology in Gwallor, by M. B. Garde, Superintendent of Archacology, Gwalior Seare,
Second Edition. 1934, Pages 151 with 34 plaes,

Thhhmhmﬁm“huuﬂmﬂ&umhhd.ud&mhﬁdmhvﬂd!hhm".
end i a prelude o & bigger volume, “The Directory of Archaeological Monuments of Gwalior State”, which is under
preparation. The work under review & divided into two parts, The first past deals with the work and achievemens
Hm%MmhhmﬂmmWﬂmﬂm
of the public, mmma.wmdwmﬁwmmmm
The method adopted in compifing this handbock i safisfactory. Every branch of srchaeclogy has been touched
upon, Hindu, Buddhist, Jain end Muhammadan. Every important place has heen described with reference
1o it appraches, nearest accomodations, it topograghy and ancient femains, jtv traditions and  references.
As many a5 tweniy-seven such places hive been dessibied, and smeng them we find Ufjayinl, Vidids, and
of Kalidisa's Malavikignimitram, Padmivati snd Kuntalapurs, the capital cifies of the Naga kings, Dafspum, whence
umduﬁmnupﬂhnnfhhhdm-meufthuﬂﬂmm1
inscriptions. Srmall though the book s, it contains & vast amount of varied and interesting information, and the author's
mn-qamruwihﬂ:uﬁ-!ﬂumlhhudﬂumrduﬂtmdmfmnm An archaeciogical map of the
Stars and very good reproductions greatly enhance the value of the publication.

Sarasi Sarasvati,
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BUILDINGS IN NEPAL

ey PERCY EROWN

Owing to the character of its terrain the chief life of Nepal became concentra-
ted within a relatively limited area known as the Valley of Nepal, and within this
valley, brought about by the political history of the state, are not one, but three
capital cities, Khatmandu, Bhatgaon and Patan, all in close proximity to one
another. According to the legend each city is designed in the shape of a well-known
religious symbol : Khatmandu is laid out on the lines of the sword of Maiijust,
the patron saint of the country and is therefore long and narrow in plan, Bhatgaon
has been made to resemble the conch of Vispu and is accordingly oval in shape,
while Patan follows the wheel of the Buddha and has a circular plan.

Within these symbolic outlines the layout of the streets and structures generally
followed no particular system except that the central feature was a Durbar square
and ~onsisted of an irregularly shaped open space within which the principal official,
ceremonial and religious buildings were located. It also included a palace or city
" residence for the ruling family. From the Durbar square, streets led off to other and
less important squares containing religious and civic edifices of a secondary character,
while around and beyond were the suburbs comprising shops and private dwellings.

Those who planned, built, and decorated these cities of Nepal were the original
inhabitants of the country, the Newars, who still form a large majority of the popu-
lation. In view of the amount of artistic material that these cities represent it
seems as if for several centuries an appreciable proportion of the inhabitants had

concentrated their entire thought and energy on the production of works of art. -

From the general style of the temples it is revealed that two very different
architectural traditions met in Nepal. Most of these religious structures are of what
may be termed the pagoda type, a tower-like conception in diminishing stories con-
structed largely of wood and ordinarily associated with the architecture of the Far
East ; on the other hand there are a number of temples built of stone which are not
far removed in design from what has been termed the lado-Aryan style of Hindustan.

22



86

-

As to the pagoda type (Plate XX, portion of Durbar square, Patan) although this
distinctive structure has been usually regarded as of Chinese origin there is evidence
gecumulating which suggests that a phase of wooden architecture incorporating this
pagoda form in the shape of wooden roofs in tiers, found favourin India previous
to the Muhammadan invasion. Such buildings being constructed of timber have
disappeared, but they have left records of their existence in temples as far apart
as those of Kashmir with their stone imitation of planked roofs, those of the
Mers in Kathiawar with their Buddhistic gables, those of south Kanara, and in a
lesser degree those of Orissa with the pyramidal superstructure to their Jagamohans.

But the most characteristic form of expression employed by the Newars of
Nepal was not in the sphere of architecture, interesting though that may be, but in
their applied arts, the wood carving and metal work which decorate all their buildings
with an amazing exuberance. It was in this aspect of their craftsmanship that the
Newar workmen showed such instinctive artistry, such imagination and such
manipulative skill, recalling in some respects that remarkable movement in northern
ltaly which produced the art era known as the Quattro-cento ; when in the words of
Walter Pater “artists and philosophers and those whom the action of the world has
elevated and made keen, do not live in isolation, but breathe a common air, and
catch light and heat from each other’s thoughts”. There is something of this spirit
in the arts of Nepal as well as in the literature which flourished parallel with this
aesthetic activity. It was not an art reserved only, for the glory of the temples, when
as in Christianity “all ye works of the Lord, praise ye the Lord”, for it overflowed
on to the common buildings of the streets as shown in Plates XX, XXV, window of
a house in Patan, and XXI, Fig. 4, which is the upper story of a shop front in the
main street of Khatmandu. Even in these everyday structures all the details of the
woodwork are designed and executed with the most loving care (Pl XXI, Fig. 3,
detail of pillars ; cf, also Fig, I, detail of carving from door of house at Patan of
which the window is shown on PI. XXV) ; the background a fretwork of geometrical
patterns over which are superimposed figures and emblems so disposed as to
give the best possible effect. These applied elements and figure subjects are not
merely artistic conceits, with no meaning, introduced to fll a space or break
the line of a moulding, but each motif carries with it a long and interesting
history ; they are not dead forms for each isa living symbol, an illustration in a
story known to all those who are initiated.

Some of the finest temples are not in the cities but crown the summits of
outstanding hills in various parts of the valley, and to which pilgrimages are made
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on saint days. Such is the temple of Changu Nardyana, and that of Svayambhiinath,
to select only two of the many shrines of great sanctity, and also treasure-houses
of Newar art. Fig. 2, Plate XXI depicts a portion of a door-way to the former
temple, showing the application of hammered metal over a framework of wood.
Two ideals are represented in this illustration, on the leaf of the door itself there is
a bold pattern’ expressive of a largeness of design and breadth of treatment unusual
in such a medium. Around this is a crisper and more clearly cut method of embos-
sing but equally plastic in its character, the two systems showing that the craftsmen
played with the stubbom brass with the same ease as a potter would handle his
fictile clay. Then in their designs, both in metal and wood, they employed a style in
which effect was obtained by two violently contrasted forms of relief, low surface
modelling as a background to shapes produced almost in the round, Examples
of this may be studied in Plates XXII and XXIV reproducing the Durbar hall at
Patan and in Plate XXVI, part of the facade of a temple in Bhatgaon, well illustrated
in the copper gilt tympanum over the doorway. Apart from its bold technique there
is a wealth of symbolism and imagery within the relatively small compass of this
remarkable work of applied art.

In the higher aspects of the metal work of Nepal, these craftsmen showed the
same superb genius, as their large metal statues are eloquent proof. These statues are
both religious and civic, the latter being perhaps the most effective, on account of their
commanding position, elevated on tall monolithic pillars in the Durbar squares. Public
statues in public squares are a common feature in the cities of many countries, but
in none do these monuments show to better advantage than in the flagged open
spaces in the capitals of Nepal. Much of this appropriate appearance is due to the
fact that they have been designed to compose with the architeture by which they are
surrounded (cf. also PL XXIII, front of temple in Bhatgaon). Few works of art of this
kind could be more dignified than the statue of Raja Bhipatendra Mall who ruled
in the 17 th century, kneeling on his lion throne, on an immense lotus capital
and looking down gravely on the Durbar hall of Bhatgaon. Of the religious
type of figures the temples contain numerous specimens, one of the finest being a life-
size copper image of a Tara in the temple of Svayambhiinth, so exquisitely modelled
that it may represent an offshoot of that school of metal-work of the Later Middle
Country (Magadha) referred to by Taranath, and of whom the chief exponents were
Dhiman and his son Bitpdlo in the 9th century. Nepal appears as a microcosm of
what India was like in the Middle Ages, and it is still a rich and inexhaustible trea-
sury from which the student may extralt priceless information.



BRAHMAYAMALA-TANTRA, CH. IV
A NEW TEXT ON PHATIMKL&K%&@A

By P, C. BAGCHI

New materials for a systematic study of Indian iconometry are slowly forth-
coming. Hadaway published a note on some Indian Silpasastras in 1914 in the
Ost-Asiatische  Zeitschrift and about the same time Gopinath Rao made a
detailed study of a South Indian text called the Uttamadasatalavidhi in an appendix
to his Flements of Hindu lconography, Vel, 1, Part 1. The latter attempted
a comparative study of the available materials a few years afterwards in a
separate memoir on Talamana or iconometry (Mem. Arch. Survey, 1920). In
this memoir he compared the data of the Uttamadasatalavidhi, the Brhatsarhhita,
&ukraniti, etc., with the materials available from Saiva and Vaisnava texts like
the Amsumadbhedigama, Karapagama and Vaikhanasigama. Important chapters
on measurements are to be found also in the Vispudharmottaram Pr. llI, 35,
36, which have been translated by Kramrisch and published by the Calcutta

University.

It was known long since that there are translations of a number of iconometri-
cal texts in Tibetan, These texts are found in the Bstan hgyur CXXIII (Cordier,
Catalogue du Fonds tibetain 3, p. 479 ; p. 475). These texts are the following : i
Dasatilany-agrodha-parimandala-Buddhapratima-nama ; . Sambuddha-bhasita-
pratimalaksapa-vivarana-nama, both of which were translated by an Indian Buddhist
pandit called Dharmadhara with the help of a Tibetan scholar, Kirtidhvaja (Gras pa
rgyal mtshan) by name, at Gun thai in Maah ris (Western Tibet) ; jii, Citralaksana
in three chapters of which the authorship of the first two is attributed to Nagnaji. The
text is also called the Nagnaji-citralaksana-nirdesa. The work has been rendered
into German by Laufer (Das Citralaksana, 1913) ; iv. Pratimdmanalak sananima.
The Tibetan tradition mentions the name of the author as Maharsi Atreya, The
translation was prepared at Gun thai by Dharmadhara.
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The exact date of these Tibetan translations can not be determined at present.
Most probably they were executed in the Iith or the 12th century A. D. which was
the age of a great literary activity in Western Tibet. The latest discovery of
G. Tucci in Spiti and Kunawar (cf. Indo-Tibetica, Ill, | templi del Tibet Occiden-
tale, 1935) shows to what a large extent the Indian traditions of iconometry were
known in Western Tibet during this period.

OFf the four texts mentioned above, the first two were translated into
Chinese from Tibetan by one Kong pu Cha pu in the beginning of the Kiien
long period (1740 A. D.). The Chinese edition of these translations comprises
the following texts: i. Fo shuo tsao siang leang tu king-the Buddhabhasita-
pratimalaksana-sitra which is a literal translation from Tibetan (i) : ii. Fo shuo
tsao siang leang tu king kiai, the Buddhabhasita-pratimalaksaga-sitra-vivaraga
being a translation of Tibetan (i) with notes of the Chinese translator; iii.
supplementary texts collected by the translator on Bodhisattvapratimalaksapam,
Navatilapratimilaksagam, Astatilapratima-, Caturdharmapalapratimd-, Jimoddhara-
vidhi, etc.

Although these texts were made available in Chinese so late, the Indian
traditions of iconometry were known in China much earlier. The Chinese translator
in this connection narrates the story of a Nepalese artist named A-ni-ko in his preface.
A-ni-ko is also known from other Chinese sources (cf. S. Lévi, Le Nepal, Vol. llI,
app. p. 185). A-ni-ko was bom in Nepal in 1243 A. D. and went to Tibet
at an early age at the head of a band of sculptors and painters. In 1260 A.D.
‘Phags pa, the Guru of Kublai Khan ordered a golden pagoda to be built at the
capital of Tibet. For that purpose he wanted to requisition the services of
100 select Nepalese artists. But only 24 artists were found. A-ni-ko who was
only 17 years old at that time wanted to go but objections were made on
account of his early age. He however replied :  “I may be young in years but
not so in mind”. He was therefore allowed to go. When he reached the capital
of Tibet ‘Phags pa was highly impressed by the attainments of the yonng artist and
the supervision of the entire work was entrusted to him. The construction of the
pagoda was complected in two years when A-niko wanted to go back to his
country. But ‘Phags pa was so fond of him that he initiated him to monkhood
and after some time sent him to the capital of China. On his armival at the
capital he presented himself to the emperor Kublai Khan, The emperor wanted to
know about his special attainments. The artist told him that he knew designing,
modelling and metal casting. At the order of the emperor he repaired many of

23
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the old statues in the palace, made a large number of statues for different
monasteries in the empire and soon became widely known. Nobody had
attained his perfection. In 1274 he received from the emperor supreme authority
over the artists in metal within the empire. In 1275 A-ni-ko returned to the life
of a layman, was appointed controller of Imperial manufactures and honoured with
many posthumous titles after his death. Traditions of Indian iconometry handed
down by A-ni-ko were current in China for a long time.

During my second visit to Nepal in 1929 | came across a number of manus-
cripts of Pratimalaksanam in the Darbar Library., As ancient texts on image making
were still very rare | at once secured copies of these manuscripts. One of the texts,
the Samyak-sambuddha-bhisita-pratimilaksanam has been edited by J. N. Banerjea
with notes and translation in the Joumnal of Letters, Calcutta University, 1932,
It is the original on which the Tibetan translation no. i (Dasatilanyagrodha-
parimapdala-buddhapratimalaksanam) was based. The Chinese translation
though based on the Tibetan follows the Sanskrit text quite faithfully. Another
text called the Pratimamanalaksapam which is the original of Tibetan ii and
contains iconometrical directions on various Buddhist images has been edited in
the Punjab Sanskrit Series. The edition is not quite up to the mark probably
because the manuscript which the editor used was very corupt. The copy of
the ms. which | secured is very correct and will be soon utilized for a better edition
of the text.

Besides the Buddhist texts of Pratimilaksapam | discovered two extensive
chapters on Brahmanical images in two Tantrik texts of canonical importance hitherto
unnoticed, namely the Brahmayamala and the Pifgalimata. The manuscripts of
these two texts which | examined in the Darbar Library are very old; the first is dated
in I72 N. S. (1052 A. D)) and the second in N. S. 294 (1174 A. D.). But the two
works, as | have tried to prove elsewhere with the help of literary and inscriptional
evidence go back at least to the 8th century A.D. (Indian Historical Quarterly vol. V.
pp. 754-769). In these two texts therefore we have the oldest available informa-
tion (probably with the exception of the Brhatsamhitda and the Vispudharmotta-
ram) on image-making in India.

The units of measurement : The units of measurement used in the Brahmayamala
and Pingalimata texts are the same. These are trasaregu, paraminu, baligra,
fiksa, yika, yava, aigula, kala and vitasti. The Pifigalimata uses the words apu
and kesagra instead of paramdnu and baligra. The standards are the following :
3 trasarenu make I paramdpu; 8 paramdgu make I baligra (kesdgr),
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8 balagra make I Fksa (var. rksa) ; 8 fksa make [ yika ; 8 yika make I yava ;
8 yava make I afgula; 2 ahgula make I kal (also called golaka) ; 6 kala make
{ vitasti (also called ratni, hasta) ; 2 vitasti make I kara (? according to the
Pifgalimata only) ; 7 vitasti make I danda.

This standard varies from that of the south Indian texts (Cf. Uttamadasatala
measure, G. Rao, Hindu lconography, 1, 2. app.) but agrees with those of the north
Indian texts. The terms used in the Brhatsarhhita are paramanu,raja, balagra, fiksa, yika,
yava and afgula and the same authority says that eight times of each are to
be taken.

The Chinese commentary to the translation of Samyaksambuddha-bhasita-
pratimalaksanam (Fo shuo kiai siang leang king kiai) says that the Indian measures
of images are: small dust (paramdnu), the end of a hair (balagra), louse (Tiksa),
Kiai-tseu (yika 7) and wheat (yava) and that cight times of each are to be taken.
It further says that two yavas make I tsiu (pada), 4 padas make one afgula and
12 afgulas make one pole (dapda).

The first three are apparently imaginary measures and this is why there is un-
certainty as to how many trasarepu make one paraminu. There is some difference
about the meaning of the word trasarepu. In the south Indian texts it is given as
ratharenu whereas in the Devatamirtiprakarana it occurs as chayd-repu. The Brahma-
yamala text explains it as the little particles which are seen dancing when the sun
enters into a dark comer.

gravai qERe g SEECRA e |
TG TR ZIAATET EATE: )
T e ¥ e s |
|uthcpiﬁgnhmhmtthcmc:phmﬁonisfm&asitsaﬁﬂmdw parti-
cles which are scen when the sun’s rays fall in a dark comer are the trasarequs
( meraom =7 ¥ somewE: 1)) The same idea is conveyed by the expres-
sion chayarequ “the particles in shade” but ratharequ of the south Indian texts
conveys a different idea asit refers to particles which are thrown around by the
wheels of a chariot.
The Brhatsarihita does not refer to the trasarequ but uses almost the same
definition as that of the Pifigalimata in order to definea paramanu’, It is of course
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difficult to determine which of the two texts is the borrower. They might have drawn

on a coOommon SOurce.

The varieties of images : In the Brahmayamala text the images are of three
kinds, namely Divyadhika, Divya, and Divyadivya which | have rendered respec-
tively as supra-divine, divine and semi-divine. Each of these classes also includes
the images of the Saktis or female energies o the various gods. | have not meta
similar classification anywhere else. It resembles to some extent a classification
according to the Gupas referred to by G. Rao (Talamana, p. 41) and found in the
south Indian Saivigamas. According to it the images of gods and goddesses may
be divided into three classes, Sattviki, Rajasi and Tamasi. It is however theoretically
held in the same text that each and every god may have all these three aspects and
in this the basis of classification seems to be different than that followed in our text.

The question of proportion however is not neglected in this classification.
The three classes of images, Divyadhika, Divya and Divyadivya have three different
standards of proportion. It is clearly held in our text that Divyadhika images
should be 11 tala in measurement, i.c., [32 angulas as [tila is described in the
same text as a measure of 12 afgulas. The Divyidivya images should be 9 tilas *
(I08 ang.) and though it is not clearly stated, the Divya images are mﬂgﬂtﬂl to
be 10 talas (120 ang.).

According to our text the Divyadhika images are those of the lords of the
Devis, the Saktis, Sadasiva, the three Saktis (of Brahma, Visnu and Mahesvara ?).

Srikantha, his consort and the lord of Uma. Some iconographical details of these
gods and goddesses are given at the end of the text.

The Divya images are those of the Yoginis, Guhyakas, the mother goddesses
(métrkas), the lords of the Guhyakas, the Viras, the 68 Rudras, the Yoginis of the
sky, the Lokapilas, etc. (The Brahmayamala text however notes that according to
the Vimalatantra these images fall into the ‘category of Divyadivya).

The Divyadivya images are those of Mandi, Mahakala, the two rivers
(Ganga and Yamuni), etc. In one place of the text however these images are
described as Divya images apparently by mistake. It will however appear from
the iconographical details given towards the end that there is some confusion

between the last two categories, the Divya and Dwyﬂdm Their distinction is not
very clear.

The Chinese texts referred to above contain a classification of various Buddhist
images according to the proportions of measurement. The images of Buddhas and
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The distance between the brow and the eye should be % kala (ie,1ah
The forehead above the brow should be 4 ang., the distance between the brow
the ears 3 kala (i.e. 6 ang) the distance between the Srkkipi and eyes 2
(S ang.). The length of the pendulous lobe of the ears (mani-kamaputa ?) shoul
21 kala (ic., § ang.), the depth of the ear-holes I afig., the upper parts of the
1} kala (ie., 3 ahg.) and their thickness T afg. The height of the ear from the"
should be 1 angula.

The length (i.c., the height) of the neck should be 5 afg. and
(prottha) 4 kala (i.c., 8 ang). The distance from the neck to the
be 8 kala (ie, 6 ang). The width of the chest should be
The distance between the the arm-pit (kaksa) and the breast
be3 kala (ie, 6 ang), the breast 2 afg., the joint of the stomach
sandhi ?) 2 ahg, the two breasts (?) 2 kala, ie, 4 abg. each,
between the breasts 6 kala, i.e, I} ahg., the distance between the
and the navel 6 kala ie., I} adg, the width of the waist with t
should be 10 kald (i.e, 20 ahg), the navel 2 kala (ie. 4 abg), the
of the waist 32 ang., and the distance between the navel and
16 kal, i.e., 32 ang". The distance between the penis and the knees
12 kals, i.c., [4 afg., the knees 2 kald, i, 4 afig. each, the shanks from
down to the ankle 24 ang. each and the ankles (gulpha) down to the
feet 3 kala, i.e. 6 aig., each.

The foot from the heel (parsni) to the big toe should be 8 kala (I6 afg),
the big toe 2 kals (4 ag.), the middle 13 kala (3 ahg.), the third 13 kala (2} aig)
the fourth the same and the small toe I kala (2 ang.). The thickness of the big
toe should be 2 kala (2 aig.), of the second 2 adg., 2 yav,, the third I afg., and the

last two 1 afig. each.

The arm from the top to the middle point (kiirpara) should be 9 kala
(I8 ang.?), the middle point (kirpara) itself I kala (2 afg.) and the distance between

. The text is corrupt in this case and | have made & comection. mmmu%:ﬁﬁ.—*
In all other cat=s the text contains an indication of the distance betwesn the neck and the chest and not that
between the ear snd the chest, Iwwﬂumhnmm{q, This distance in all cther cases s somerimes
13 and sometimes 15 afgulag.

2, This seems to be impomible.  This diatance sccording o the texis  studied by G. Rao is either 13 sfig. or 13
atg. 3 yav, (according 1o the uramadadarsls messure which i of 120 afg.), whereas sccording 1o the Sulraniti it is 13
afig. and according o the Brhamsamhii 12 i only. It will be szen liter on that in the case of divine and
e mi-divine images our text makes this distance 14 afg. | think that in the present case 16 atg and not 16 kalls
{32 afig.), are meant. .
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the Kiirpara and the wrist (magibandha) 9 kala (I8 ang.). The distance from the
wrist to the end of the fingers should be 7 kala (14 ang). The thumb from its
root should be 31 kala (7 ang.) in length, its distance from the index finger should
be 2 afg., its digit (parva) } kala (I ang.) and the nail half the parva, ic., i ahg.
The index (tarjani) should be 2} kala (5 aig), the first joint (ganda) I4 yava
(g Firmam), the second joint 2 afig. 6 yava and the digit 2} ang. The middle
finger should be 3 kala (6 afg.), its first joint 2 ahg,, and the cecond 2 aig., the
digit should be I} ahg., and the nail 3 adg. The ring finger should be 2 kald I
ang. (i.e., 5 ang.), its joints 2 afg., and the digit Tang. The little finger should be
2 kala (4 afg.), the joints 2§ adg., the digit I ang., and the nails of both the ring
finger and the little finger half the digit. The thickness of the thumb should be I ang.,
that of the index § yav., the middle finger 6 yav., the ring finger 5 yav., and the little
finger 4 yav.

ii. Divyadhika-nari or supra-divine female deities

In the case of the supra-divine female Bgures' the foot should be 6 kala (12
afig) and the thickness of the heel should be 5 afg. (whereas that of the males should
be 6 ang). The sole of the foot should be 6 ang, (whereas that of the males
should be 7 aiig.). The big toe should be 3 ahg., and its thickness § kala (1} ang.)-
The second toe should be I} afg. (3 afg.) and its thickness } kala (ie., 1afg., the
third toe should be 1 kala (2%afg.) and its thickness 7 yav., (3 kala less 1 yav.), the
fourth toe should be § kala 3 yav., (ie. I yav.) and its thickness § kald less 2 yav.,.
i.e., 6 yav., and the little toe § kala 2 yav., (ie. 10 yav.) and its thickness 1 kala less
2 yav., i<, O yav.

The (thickness of) the knee-cap (kalapika) should be 13 kala, ie, 3
ahg., and its periphery 7 kala (14 ang). In the case of males the periphery
is 51 kala (I ang). The hip should be 18 kala (36 ahg). The distance
between the breasts should be 53 kala (If ang) the periphery of the breast 4
kala (8 ahg), and the distance between the neck and the breast 1} kala
(3 ang.). The width of the chest including the arms should be I§ kala (28
ang), the thickness of the arms below the shoulder should be 2 kala (4 ang.), the
periphery 6 kald, i.e., 12 ang. and the Kalapika 1 kala (2 afig)) (in the case of males it is
24 lals, i, 5 abg., and the Kalapika 2 kala, ic., 4 ag..the periphery 3 times that 2).
The palm of the hands should be 6 kals, iie., 12 afg., and its width 2 kala (4 afg.).

{, |k may be noted that in the case of the images of the Saltis the text does not give any  measurement of the
upper pertion of the body. Fﬂﬂuhﬂdmdﬂwup-pwpﬂtnf&ﬂhdjlheumu preportion s that of the images of
lhtwpﬂmimmnidemlrhﬂld:;wd.
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The thumb should be 24 kala (5 afig.) and its thickness 1 ang. less [ yav,, ie, 7
yav., the index finger 2} kald (5 ang.), the middle finger 22 kal, ie, S}ang. and the
thickness of both the fingers 9 yav., the ring finger 21 kala (§ ang.) and its thickness
4 yav. and the little finger 2 kala (4 ang) and its thickness } afg. (4 yav.). The frst
digit of the thumb should be I kala I yav,, i.e., 17 yav,, the second I kals § ang., ie.,
2% ang. or 20 yav., and the third T atg. 3 yav., i, I vav. The nail should be only
half a digit. The first digit of the index finger should be I} kala, ie. 2} ang.
(20 yav.), the second I kala fess 2 yav., i, 14 yav., and the third [ ang. 2 yav., ie.,
10 yav. The first digit of the middle finger should be I kals 6 yav., i.e, 24
yav., the second | kald less 2 yav., i, 14 yav. and the third f kals, ie, 12 yav.
The first digit of the ring finger should be I kals 6 yav,, i, 22 yav., the second I
kala, ie., 16 yav. and the third 1 afg. 3 yav., i, If yava. The thickness of the fingers
should be the same as the measure of the first digit.  The fingers should be thick at
the root and tapering.

Il
i. Divya or divine .

In the case of the Divya or divine images the face from the head should
be 7 kala, i.e,, 14 ang. in length and its thickness from ear to ear 8 golaka (kald), ie.
16 afig. The forehead should be 2 kals, i.e., 4 ag., the head 2 kala, i, 4 afg., the
nose 2 kald, i.e., 4 ang, and the chin 1 kala, i, 2 afg. The mouth should be I kala
(2 aig.), the eyes I kala (2 afg) in breadth, 3 kala (I afg.) in length, the eyebrows 2
kala (4 afg.) in length and 2 yava in width. The distance between the brow and the
eye should be I ang. The ear should be in thickness 12 kala (3 ang.), its hole T ang ;
the inner hole 3 yava, the Mani (?) 5 yavain length and the lobe 5 yava in thickness.
The mouth should be 2 kala, ie,, 4 ang. and the neck S ang. in length and 6 ang.
in thickness. The distance between the neck and the chest should be 6 kala 8 yav.,
i€, I3 ag. and the thickness of the chest 25 kals (sic. afigulas). The arms should
be 3 kal, e, 6 afg, in thickness, the distance between the two breasts 6 kala, ie..
12 aig. and that between the chest and the navel 6 kala, ie, 12 ang. The
thickness of the middle (madhya, ie., torso) should be 20 aig,, the depth of
the navel 4 yav., the thickness of the hip (kati) 1 kala 4 yav., ie, 20 yava,
the distance between the navel and the penis 7 kala, ie, 14 ang. and the space
between the penis and the knee 10 kala, i.e., 20 ahg. The knee should be 2 kal4, i.c.,
4 afig., the thigh 4 kala (8 afg.) in thickness and the shank between the knee and
the ankle should be 12 yava (sic. kala, ie, 24 afg) The distance from the ankle to
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the sole of the foot should be 21 kala (5 afg.), the foot 7 kala (14 afg.), the joint
(kalapika) 13, ie., 3 aig. and the heel 2 kala (4 afig.) in width.

The big toe should be narrow at the root and thick towards the end. Its
thickness at the root should be I kala 2 yav., ie., I8 yav., the second toe should be
2 kala (4 afng.) in length and 7 yava in thickness, the third toe I} kala (3 afig.) in
length and 6 yav. in thickness, the fourth toe 1 kal3 (2 afg) and 4 yav. in thickness
and the little toe  kala (13 ang.) in length and 4 yava in thickness,

The arms from the shoulders should be 7 kal4, ie., 14 ang., and the distance
between the elbow and the base of the fingers 7% kala (i.e., I5 afg)---

The joint of the fingers (?) should be 13 kal3, i, 3 afg. and the width of the
palm 21 kala, i.e,, § ang. The wrist should be I kala (2 afig.) and its distance (?) from
the fingers 3 kala (6 afg.). From the wrist the thumb should be 4 kala (8 afig.). The
index should be 3 kala (6 ang.), the middle finger 3 kala } ang., ie., 61 ahg., the ring
finger 3 kala less [ yav., i.e., 5 afg. 7 yav., and the little finger 2} kala, ie., 4% atg.

The first digit of the thumb should be 2 kala 2 yav. ie. 4 aftg. 2 yav., the second
digit T kalda 3 yav., ie., I9 yav., and the third I afig. 3 yav., i.e,, Il yav. The first
digit of the index should be I3 kald less 2 yav., ie., I8 yav., the second § kala
ie, 12 vav., and the third I ahg. 2 yav, ie, I0 yav. The first digit of the
middle finger should be I} kala 2 yav., ie., 26 yav., the second I kala less 2 yav,, ie.,
14 yav., and the third I kala less 3 yav., i.e., I3 yav. The first digit of the ring finger
should be I} kala less 2 yav., ie., 22 yav., the second I kala less 2 yav.,, i, I4 yav,,
and the third I afg. 3 yav, ie. Il yav. The first digit of the little finger should be
I kala, ie., 2 ang., the second % kala 2 yav., i.c., 10 yav., and the third 8 yav. The
thickness of the middle finger should be I ang. less 2 yav., i.e.. 6 yav., the index I ang.
less I yav., ie., 7 yav., the ring finger I ang. less 2 yav., ie, G yav. and the little
finger § of 2 afg., ie., T afg. (?). The nails should be always half the digit.

ii. Divyandri or divine female deities

Of the Divyandris the two feet should be 6 kala (12 ang.) in length from the
heel to the big toe.  The thickness of the foot should be 2 kal3, ie., 4 ahg. and the
heel 2 kala, i.e., 4 ang. The big toe should be I} kala less 2 yav., i.e., 22 yav. and
its thickness 2 kala less 2 yav., i.e., 6 yav. The second toe 12 kala 2 yav., ie., 26 yav.,
and its thickness 6 yav. The third toe 1 kald, i.e., 2 atg. and its thickness 4 yav. The
fourth toe should be I kald less 2 yav, ie., I4 yav. and the [ittle toe § kals,
te., 12 yav, and the thickness of the last two toes should be the same as that of
the third toe. The Kalipika (the joints of fingers) should be 2 yav. in width,
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The hip should be 17 kala, ie., 34 ang, the waist 7 kala (I4 ang.) and the navel
1 kala (2 ang.). OF the Trivali (three folds above the navel) the first should be I kala
(2 ang.) the second I kald less 2 yav. (14 yav.) and the third T kala (2 afg). In the
case of supra-divine females (divyadhika) the first’of the threz folds should be 4 kala
([ag.), the second Ikala (2 adg.), and the third of the same measure as the first.
The width of the breast should be 63 kala (I3 afg) and the distance between
the breast and the neck § kala (10 ang.). The width of the chest including arms
should be If kala (22 ang.), and the arms 2 kalad (4 ang.) each. The neck should be
25 kala (5 ang.) in thickness (in the case of supra-divine females it should be 3 kald
less 3 yav, ie., 5 afig. § yav.)\

i
i. Divyadivya or semi-divine

The semi-divine or Divyadivya images should be O tila in measurement.
The forehead should be Iang., the head 3 afig., the nose 4 ahg., the chin I ang.,
the mouth I afig,, the brows 4 yava and the distance between the two brows 1 kala
(L ad3.),; in the case of divine images it should be 2 ang. The Nasiputa
should be three times } kala (3 ang), the lower lip (adhara) I afig. and the upper
lip 1} ang. The distance between the eyes should be I kals, ie., 2 afg., the ears
I kala (3 afg) and the width of the ears I kals 2 yav. (I8 yav.). The pupil of the
eye should be 3 yav. and its socket 6 yav, in depth, 1 afig. in length and 3 yav. in
width. The distance between the brow and the ears should be 4% kala, ie., O ang.
(whereas in the case of divine images it should be 3 kala, ie, 6 ang). The mouth
between the two sides (srkkinf) should be 2} kala (5 ang), the thickness of the
head from ear to ear (?) should be 7 golaka (L4 ang.) and the width 8 golaka (16 ang.).
The neck should be 5 ang. and its thickness also 5 ang. (24 kala). The distance
between the neck and the chest should be 7% kala (15 ang.) and the chest itself
including the arms I3 kala (26 ang). The shoulder should be 3 kala (6 ang),
the arm 2 kala 8 yava, i.e, 5 ahg. and the distance between the chest and
the navel 6 kals (12 ang). The waist should be 6 kals (12 ang.) and the distance

from the navel to the penis 7 kala, ie, 14 ahg. The navel should be 1 kald, ie, 2
ang. and its width 4 yay,

The distance between the penis and the knee should be 16 ang., the thickness of the
thigh 4 kala (8 ang.), the knee 2 kalz (4 ang.), the shanks 8 kala (16 aig.), from the

l. There is no indication here of the messisrement of the head and the forchead, We have therefore to
wmﬁmmu-mmmhﬂnmunthmd the Drwydshila images, e, 4 afg. each.
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ankle to the sole of the foot 2} kala (5 afig.), the ankle itself 2 ang., the Kalapika
(joint ?) 13 kala (3 atg.), the length of the foot 7 kala (14 aig.) and the width of its
sole is 2 kala (4 ang,). The heel should be 1} kala (3 ang.).

The big toe should be 2 kala (4 ang.), its thickness IO yav., the second toe 2 kala
(4 ang.), its thickness 4 yav., the third toe I3 kala (3ang.) and its thickness 3% yav., the
fourth toe T'kala (2 ang.) and the little toe § kali ([} ang). The thickness of the
last two should be 3} yav.-:-The palm of the hand should be 3 kala (6 ang), its
thickness 2 kala (4 afg.). The thumb should be 3 kala (6 ang.), the index 6 afg.,
the middle finger 6 afg. 3 yav., the ring finger 3 kala (6 ag.) and the little finger
I kald (2 ang.).

The first digit of the thumb should be I kali 2 yav, i.e, I8 vav,
the second I kald Iyav., ie., I7 yav. and the third 1 afg. S yav., i. e, I3 yav.
The first digit of the index finger I kala less 2 yav., i e, 14 vav. the
second the same, i.e, I4 yav. and the third I} adg, i. e, 12 yav, The
first digit of the middle finger should be I} kals, i, 24 yav. the second 22 yav. and
the third 12 yav. The first digit of the ring finger should be 13 kali less 3 yav., ic., 21
yav., the second 1 kals, i.e., I6 yav., and the third 14 yav. The first digit of the little
finger should be 14 yav., the second 9 yav. and the third O yav. The width of the
thumb is 8 yav., the middle finger 6 yav., the index 7 yav., the ring finger 6 yav. and
the little finger 6 yav. The nails should be half the digit.

ii. Divyadivya-nari or semi-divine female deities

Of the semi-divine female deities the foot should be 6 kala (12 ang) in length
and its thickness 2 kald less 3 yav., ie., 3 afg. 5 yav., the heel 2} kals, ic., 5 ang.
The big toe should be I3 kala less 2 yav., ie., I8 yav., the second toe 17 yav., the
third toe I kald (I6 yav.), the fourth 8 yav. and the little toc § kala (12 yav.).
The width of the big toe should be 6 yav,, that of the second 6 yav., the third
5 yav. and the last two 4 yav.

The Kalapika (joint) should be 2 kala less 2 yav., ie., 3 afig. 6 yav. The hip
should be 12 kala (24 afg.) in thickness, the waist 4 kala (8 ang) and the navel I
kala (2 ang.). The breasts should be 3 kals, i.c., 6 ang., the distance between the
meck and the breast 5 kala (10 afig.) and the arms 7 kala (14 afg.):- -

The thumb should be 3 kala, ie., 6 ang., the index finger 3 kals (6 ang.), the
middle finger 3 kala I yav., the ring finger 2} kala (5 afg.) and the little finger 2
kala (4 ang). The thickness of the thumb should be I kala less 2 vav,, i.e., 14 yav.,
the middle finger 4 yav., the index § yav., and the last two 4 yav. each,
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v

lconography

The supra-divine images should have five faces whereas the divine images may
have any number of faces. The followers of the Guhyakas, the servants of the
female ‘attendants, the lords of the Yoginis and of the mother goddesses (matrka)
should have five faces. Virabhadra (?) may have the same number of faces. The
Guhyakas may have four faces, their female attendants three, the Yoginis one and the

mother goddesses four faces.

Both the supra-divine and the divine images should be represented with five
Mudras, four hands and as sitting on a Mahdpreta. They may hold in their hands
Khatvinga (mace), Munda (head), Aksasiitta (rosary) and the skull (kapila) and one
hand in the pose of Varamudrd. In one of the right hands there should be a skull,
in one of the left hands a Khatvanga, the second right hand in the Varada pose and
the second left hand with the Aksasitra.

The supra-divine and divine images should all be decorated with garlands of
skulls hanging from the neck to the feet.

According to the Ekavira system of worship (awsfivfiram®) the Guhyakas and
the mother goddesses should be represented as having five faces, the female attendants
as having three faces and Yoginis one face. All the gods and goddesses should figure
as naked and with flowing hair. (gt SRl T a7 fz ).

Sadasiva has the colour of pure crystal, as bright as millions of suns
combined with the tinge of pure Hifgu (asa foetida). The Sakti who is supra-
divine should be represented as a maiden with youthful breasts and arms.

The three Saktis should be represented as without any flesh, with bodies
consisting of veins only. The breasts are without any flesh. The Sakti in the
middle should be represented as without veins, with a narrow waist, with a colour
like that of the pure Hifigu, not very emaciated, as white as the conch or the Kunda
(jasmine) flower, with very tight breasts as one in the prime of youth, The Sakti on
the left should be represented as of pink colour, decorated with heavenly omaments,

the body a little slackened as one in mid-youth, All the Saktis should appear as not
fatigued in their dalliance with the god.

Srikantha should be represented as Ardha-nariévara. The lord of Uma should
be represented as of pure white colour and Uma as seated on the left thigh of the
god, her left arm not visible, with youthful breasts, the body perfect in every part,
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The names of the Guhyakas are givenin the Ucchusmatantram as follows
Rakts, Karaf, Capda and Mahocchusma. The followers of the Guhyakas are :
Karsls, Danturs, Bhimavaktrs, Mahabala, etc. The six Yoginis are Kraustuki,
Vijaya, Gajakarna, Mahamukhi, Cakravegd, Mahanasa and the eight mother
goddesses are Mahesvari, Brahmi, Vaisnavi, Apara (7), Vasavi, Vivasvat, Kaumar
and Candika. o5

Rakts is known as the mother of the world. She is of pure white colour
and youthful breasts, Karali is red and has a body perfect in all parts. Candaksi
is yellow, Mahocchusma is as black as completely dark jet. They all are virgins,
with breasts indicating the prime of youth and unfatigued in their dalliance. Karila
is the follower of Rakta, Dantura of Kn::? and Bhimavaktra and Candaksi of
Ucchusma. The attendants (kimkari) all originate from Ucchugma. The Yoginis are
all of pure white colour, youthful and virgin.

Mahesvarl has the colour of Mahesvara, Brahmi has the colour of Brahma,
Vaisnavi that of Vispu, Kaumari that of Kumira, Vivasvati that of Yama, Mahendri
that of Indra, Candika is red-----

The bodics of these goddesses are without any flesh, consisting only of
bones and skin, the veins being visible. Their breasts consist of skin only, their
waist is narrow and thin and the chin emaciated. Their mouths are wide open,
their tongues projecting outside, their teeth exposed and thus awe-inspiring. Their
hair is thick and grey, their breasts arc a little reddish and they are all virgins given
to the vow.

Bhairavi should be represented as having the colour of Bhairava, the
lords of the Guhyaka should have the colour of Guhyaka. The angry Yoginis
are the Saktis of the heroes (viras) ; the lords of the mother-goddesses should
have the colour of these goddesses. The lotuses on which all these gods are - seated
are white.

The Yoginis, Raksasas and Lamas are black and red, with frightful teeth.
The Yoginis and Lamas are fleshy but the Raksasas and the guardians of the gates
(dvarapalas) are without any flesh.

Sadasiva and others have three cyes with the crescent of the moon on the
forchead. The Lamas have two eyes only and no crescent. The Raksasas
have also two eyes and no crescent. The Lamas are represented without any Khadga
and Khatviiga. The five Mudras are not depicted in their case.

26
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Extract from the Brahmayamala-tantra ch. IV ; the ms. dated I72 N. S.=
1052 A. D. in the Nepal Darbar Library.!

TETARTAT A YTAT T 1y

[1"] wara: soasmfa sfearess qufaha ) wifi: sefiafa = Rafae < o)
¥ftat 23 amntr STt A 2 wierendivad ger: Aagee 1w
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frrnfirwrg @ som semfy qunie: ) Wil e g gemE: )
¥t Sw a1 7 wEfaeTiEHog | WA ST AT, )
wfvs: wqrfii afeeeg g e ST AT SR FReae |
sitwnzs qun 34T samfea aumn | Fae a7 e O fags g ae wdan
gt Fwanfiawr siereran fsg soopfad wfwsat q 7ar wrean: fend sgiTea))
wifireg qesraTe AT afes ATATGE AU HA ZT U q SR |
Tost qawiy dtoE iy o ATETS TP St frerior W |
sl aar s aifire: st ) &= wolt vy = gy e SwE: |
eSTrerEarET ¢ Rean seitfran =] ZT @ S AeAiYE W |
fremfysaienmes a=afinl e o syt S gft St wan wt sw: |
wat wefiagrEret qur 4a wfgeg ) SIS WA Al T F WA )
qafied mETeE g g a0 wgort S wA 3y serElE w0
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wHY T g ¥ SuAfE FarfE ) [2*] s s s fws s
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wa: g dfafeta wim: ) wamate g2 il = et ol |
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STy ATt | S W F 59 T sqEiee |
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ety grag Faiifeias O W WATETG G W A )
wefirey o335l w'n@ ofiwifdam W] IO § WATEET aur |

BT 72T g SO SrE MesTEy T ) frmitr 7 70 & nfmiqes wdwa

I k. H. P. Shauri—~Catalogue of Mus. in the Darbar Libeary, vol. Il, p. 61. In point of languags the Sanskrit i
corrupt like that of other Tantras, | have nict tried to make any correction,
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* The copyist has reproduced here the verses within square bracheiy (ante) evidently through erroe.
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DOHADA OR THE WOMAN AND TREE MOTIF

By K. RAMA PISHAROTI

"viksam viksama rohasi vrsanyantiva kanyals” AV, V-v: 3

Dohada' means the fertilizing of trees, plants and creepers by the contact
of woman, direct or indirect ; and it has be#n a very popular artistic device both in
Indian literature and sculpture.

Dohada in literature

Even a cursory glance through Samskrit literature gives us many references to
Dohada in Kalidasa, * Subandhy, * 1 Harsa of Kanauj, * Bapa, * Harga, * Bilhapa, '
Visvanatha® and Kesavamisra® and in some anonymous verses of a floating character”,
Specific references to Dohada of particular trees also we have in many writers :
thus Asokadohada is mentioned by Kalidasa in his Raghuvamsa, * Kumarasambhava,”
Meghasandesa,” Vikramorvasiya™ (?) and Malavikagnimitra®™ , by Bapa in his
Harsacarita ;  Abhinavagupta in his Locana® » by Appayyadiksita in his
Kuvalayananda®, and by Venkata Krsna Diksitar in his Natesavijaya® as well as in

some anonymous verses in the Subhasitaratnabhandagara® , Kuravakadohada is found

in the Bharatacampi® as well as in the Natesavilayamahakivya® while Bakuladohada
is mentioned in the Raghuvamsa.® These references clearly show that Dohada was

a very popular poetic’ convention at least from the time of Kalidasa, the earliest
author we have quoted.

Dohada is not performed for all trees and plants, but only for ten select ones,
and the nature of the rite, which is always enacted by a woman, differs according
as the trees differ. This is set forth fully in a floating verse™ which may be freely
rendered as follows : The creeper Privatigu puts forth new blossoms by the touch
of women; Bakula (Mimusops Elengi), through the sprinkling of liquor gargled by
them ; Asoka (Jonesia Asoka), through the kick of theit foot ; Tilaka (Cleiodendnim
phlomoides) and Kuravaka (red Amarynth) through their glance and embrace
respectively ; Mandara (Erythrina Indica), through their sweet words + Ciita
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(Mangifera Indica), by blowing with their mouths, Nameru (Elacocarpus Ganitrus)
through their music, and Kamikara | Pterospermum acerifolium), through their dancing
in front of it. All the quotations we have cited agree as regards the methods of
Dohada for these various trees,

The idea then is that some plants, trees and creepers would blossom in
the off-season, when lovely women direct their activities towards them. These
activities 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 Uddipanavibhavas so far as Spigdrarasa is concerned s
that is to say, these are associated with Sambhogasrigéra, love in enjoy-
ment. Here we find that ten select members of the floral world are assumed not
merely to be animate—this is held true of all trees™—but to ‘react to the sensuous
actions or words of a woman, When it is also pointed out that these trees, plants
and creepers are associated with Stigara or love, it is not very difficult to ascribe
response to emotions to the members of the floral world, particularly because tree
worship was strong in India from very ancient tintes™ as it was elsewhere.”

It need scarcely be pointed out that all the activities of women, even the
spitting of gargled liquor, intended to make trees and plants blossom, or more
correctly, to tender them happy, are erotic in character. Of the two kinds of
contact, direct and indirect, the former naturally lends itself to better and more
effective treatment in the realm of art and hence we find here a predominance of
the Sparsa (contact), Alitgana (embrace) and Padaghata (kick) types of Dohada.

The activities of women which may be included under the indirect contact are,
as is clear from the rendering given above, seven in number : Gandiisaseka, Viksana,
Narmavakya, Hasana, Vaktravita, Gita and Martana. All these are mentioned as
immediate accessories in Sambhogasrigira. Madirdmoda, the odour or fragrance
of liquor or wine is a well-known excitant and the spitting of it is probably intended
to make the tree feel it. Viksana stands for Spiigaradrsti®, the characteristic features
of which are Kintatvah and Snigdhatvam™. MNarmavakya is lovers” prattle and may
be identified with the well-known Aldpa which dramaturgists have described®. Hasana
is identified with the technical Hasita” which is described in the Natyasistra. Gia
and Nartana are well-known, None of these activities could be effectively represen-
ted in art and that explains why they are but rarely referred to even in narrative
literature™.

29
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OF the three kinds of direct contact, namely Sparsa, Alidgana and Padaghata,
the first two can be brought under the same variety. Vatsyayana in his Kamasitra
classifies Alifigana under the two' major heads of (1) those who love each other, but
who have not come together and (i) those who have come together. The former of
thest™ he again classifies under four heads and they are (i) Sprstaka™, merely
bodily contact ; (ii) .Viddhaka®, striking with the breasts and then the lover catching
hold of the woman ; (i) Utghystaka®, longer bodily contact, as when the lovers
happen to come together in passing through a crowd or in darkness and (iv) Piditaka®,
when one presses the other against a pillar. In all these cases we have mere contact
of each other’s body fora longer or shorter interval. The second variety also he
classifies under four heads : (i) Latavestika® entwining like 4 creeper on a tree ; (ii)
Viksadhiridha®, climbing the tree ; fiii) Tilatapdula® and (iv) Ksiranira®. The first two
of these are sufficiently descriptive and need no further elaboration. We have the
third variety when the lovers lie face to face and embrace each other, while in the last
variety each of the lovers tries to get absorbed into the other's body®. It is clear
that in the first two varieties the lovers stand,- while in the last two they
are lying. While in the first two varieties the woman takes the active part, in
the last two both take an active part. In these varieties of embrace are included
both the Spara and Alifigana type of Dohada, :

The Padaghata type of Dohada does not come under these two varieties. It
stands by itself also for the reason that it is the only variety of which we have any
full description ; and this occurs in the Malavikagnimitra of Kalidasa®. This is the
only type that is apparently not found described as such among the varied activities

of man and woman in their love mood. Thus for more reasons than one this is a
unique type of Dohada,

The question, thercfore, arises whether this symbolizes anything in particular,
One commentator is reported to state that the Padaghatad ohada, described in the
Mailavikagnimitra symbolizes the variety of sexual act, called Samivesana. That is
the statement we meet in the commentary, called Kimadbenu on Vamana's
Sutralamkaravitt®, In view of the peculiar nature of this Dohada, the suggestion
that we may find in Padaghatadohada a type of love consummation seems to be not
far-fetched. The symbolic nature of this Dohada is probably the very reason
why it has been selected for representation in the Malavikagnimitra. ~ Particularly
in this drama, the suggestion comes with becoming grace, for it is consistent with
the general sensuous character of the hero and heroine. In this symbolisatio n
probably we also see the reason for its greater popularity among poets.
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In view of the interpretation given to it. a notice of this variety of Dohada, as
described in the Malavikagnimitra®, will not be out of place in this context. The
lady who is described as performing the Dohada here is Malaviki, because the
queen had sprained her foot* and she thought that Malavika was fit to perform the
function. This definitely suggests two things : in the first place Padaghata is not a
mere contact, but a vigorous kick”, and this fact is made clear in the king's speech
later on®. Secondly, it tells us that not all women are fit to perform it

It is interesting to notice here the preparations that Malavika made before
performing Dohada. Malavika's maid Bakulivalika painted her feet with Alaktaka
and adomd them with Napuras, the jingling anklets”. She was not richly clad”;
her ornaments were meagre®’, The reference to her dress and omaments which
the king makes shows that she had only the minimum of both, and this made the
king more passionate. Thus bedecked and only thus, Malavika kicked the Asoka
tree with her left foot, as is made clear by the king's speech®. It is said that if the
Dohada were successful, the tree should blossom within five days™ ; that was also
the expectation of the queen. In view of this, it is significant that Malavika should
have been anxious, when the tree did not show immediate signs of blossoming™ and
that the king should have remarked that the Dohada was wasted on the tree”. Asa
matter of fact, the tree did blossom within the prescribed period to the great surprise
ot all the courtiers™.

This description of Asokadohada shows that in the first place, not all are
fit to perform Dohada , this is clear from the statement of the queen as reported
by Bakulavalika. She says that Malaviki was deputed to do so, because the
queen thought her fit for the function”. The question arises what exactly was the
fitness that the queen found in Malavika ? It cannot be said that the queen chose
her because she was a princess, for she was ignorant of her antecedents until the last
stage in the denouement of the plot. The fitness must have consisted in something
else—her physical charm and her general conduct and behaviour which probably
served as' index of noble birth. In other words, the queen must have felt satisfied
that Malavika answered all the conditions of an Uttamanayika.

In the actual function of the Padaghdta no less than in the sex consummation
which this symbolizes, the legs play an important part. Naturally we find great
attention bestowed in the matter of adorning the legs. Thus Malavika’s feet are ador-
ned tastefully by Bakulavalika, and they elicit encomium both from the king®, the
Vidosaka® and the maid hersel®. After the paint, Nopuras were put on®, and
Malavika strikes the tree with her left foot. It is significant that -the commentator
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also gives the place of honour to the left foot in this particular variety of sex act™
Consistently with this interpretation, there is a specific purpose served by the
Nipuras and these are referred to by the king as resounding in the act of striking.
The resounding symbolizes the Sitkpta which Vatsyayana associates with this variety

of sex act™.

It may also be mentioned that there is some contradiction between the state=
ment of the queen who expected the tree to blossom within five days and the expec-
tation of the king, the maid and Malavika that it should have blossomed at once. Side
by side with the term Aghata, Kalidasa also uses the terms Samparka and Nyasa

which mean mere contact®. Would ot these suggest a conventionalisation of the
idea even at the time of Kalidisa ?

We have already mentioned that other varieties of Dohada are not described,
but only referred to, in literature. Here then we have, a process of making flora

respond to woman. This i not inconsistent with India’s general outlook and with
the Indian attitude towards nature in the scheme of life.

It may not be uninteresting to say a few words about the basis of the
poetic convention of Dohada. Besides Dohada, there are alo a number of
other conventions accepted by our poets.  The question of the validity of accepting
them has been raised long ago by Raijasekhara®, He classifies these conventions
under the three heads of Asato-nibandhana, the description of things that have
no existence, Sato-nibandhana, the non-description of things existing and lastly
Niyamato-nibandhana, the description of conventional things. He is of opinion
that the employment of these conventions by poets should not be condemned.
The first poets, he says, were all well-versed in the ancient lore of India, and
they described men and things from first-hand knowledge. In other words, they
only described what they experienced. But things have changed considerably from

_ what they were in the beginning and the experiences that the first poets had are no
longer available to us.

The references we have given clearly show that Dohada as a poetic convention
was at least as old as Kaliddsa and then it was already conventionalized. It had a
strong hold upon our poets and we find it persisting in our literature and all times,
from the age of Kalidasa onwards. We can well trace the existence of Dohada in
literature for at least a thousand and five hundred years, if not more, and it must have
been an acczpted convention far earlier than the time of Kalidasa.

Here we may raise a very interesting question as to what exactly is meant by
the term ‘vikasa. The convention, as we have now interpreted it, is a process of
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plant fertilisation by women. Throughout all the references we find the tree or plant
alwawmgar&ednthmk. methispaintﬁf\ritwm:quesﬁondm
to be raised whether flowering or fruiting, i.e., multiplying, suggestive of abundance,
can be associated with a male. That funcﬁonisdis:hargedbyihef:mh;_and
cunshtﬂﬂwhhﬂibw:ﬂndm&rencuinﬂuhflaiﬁblﬁrauu{mm marrying trees and
in the Jataka tales of a student marrying the Patali tree. This comesponds to the
usual course.  The transposition of these functions in literature and, as we shall see
later, in sculpture has to be explained. Have we here a realisation of the truth that a
tree is bisexual ? If so, it is easy to explain both the epic and Kavya references.  The
former expresses and emphasises the female aspect, and the latter, the male aspect,
both arising from an older conception of the animate character of trees. The
difficulty will be minimised, if by ‘vikisa' we do not understand flowering and
fruiting. As the anonymous quotations make clear, it simply means pleased, the
visible symbol of which is the putting forth of flowers ; in other words, the contact
of woman makes them pleased. This is as it should be since we have in the
background the general idea of the treatment of trees as sentient beings and as
objects of worship.

Dohada in sculpture

The woman and tree motif which was a favourite one with Indian poets,
dramaturgists and artists and the variations in its representation, mentioned hereafter,
find adequate cxplanation on the basis of the different kinds of Dohada associated
with different trees.

Vaks Candrd, Barhut®, stands with her right foot planted firm on a fish-tailed
horse, her left leg mdmm&mmoiam,whikwi&huﬁgh:hndsh:
lowers a bough. Here is a clear instance of the Latavestika type of Alifgana-
dohada, and the tree must presumably be Kuravaka. Equally typical of
the same kind of Dohada is the figure of Culakoka Devatd® Standing on an
elephant, she has entwined the stem of a tree with her left arm and leg, as in
the case of Yaksi Candra while with her right hand she has clasped a bow. There is
another woman under tree from Barhut, but without any label”. Coomaraswamy,
however, calls her a Yaksi or Devati, She stands on a caparisoned horse.
This, again, represents the Latavestika type of Alitganadohada. Those at Barhut,
labelled as such, are no doubt Yaksis; but the fact that only a few amongst
many female figures there are called Vaksis or Devatds shows that the rest belong
to an altogether different category. We have two women under tree, one
called a Yaksi and the other a Devatd. These together with another™ which
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has no tree-association but is also called a Vaks!, from their location at the gates of
Barhut, appear, as Cunningham has explained, “to be guardians of the Stipa proto-
types of Dviarapilas of mediaeval architecture”, They had, therefore, necessarily
to be distinguished from the rest of the female figures on the railing pillars and hence
they were named ecither Yaksi or Devatd and the rest ek unlabelled. We
have said that the Barhut representations of the woman and tree could be
understood as those of the woman performing Dohada. This explanation of their
activity is not inconsistent even with their identification as Yaksi or Devata. Here
it deserves to be pointed out that Yaksis are supposed to be supernormally beautiful
and their functioning as mortal women is not unknown in literature and in folk-lore.

Bodh Gaya offers a very interesting type of the woman and tree armangement.
In this a woman is being helped by a man to climb a tree. Bachhofer would not
accept this description as” the motion is not felt from the interior *. We fail to
see the point of this observation, and cannot imagine how a more effective manner of
representing the act of climbing could have been adopted. It is quite clear that the
man is not performing the function of a pedestal, but he is actually helping the woman
to reach up the tree. - This figure illustrates the Viksarohana type of Aliiganadohada,
Coomaraswamy refers to another instance from the same area, which, he says,
is “the familiar woman and tree” motif, in this case a Viksakd embracing her tree like
the Devata at Barhut™. From his description the figure would appear to be the
Latavestika type of Alinganadohada.

On the gateways at Saiici the same motif of woman and tree appears in the
round and not in relief. One of the most typical is found in the eastern gateway.”
The right arm is passed round the stem, not so much for support as for
entwining, while her left hand has clasped a bough. Whomever this may represent,
Yaksi or mortal woman, evidently she is performing Dohada of the Padaghata type.
On the same side as this Rgure, but just below the uppermost architave, we
have a woman leaning against a tree with one hand raised above the head to the
branches. Here we may see not Asokadohada, but Priyangudohada or Sparsa-
dohada. Six bracket figures in the northern gateway below each one of the three
architraves on either side, are shown in varied postures and in association with trees.

Of the figures under the uppermost architrave the one to the left may be
dentified as the Padaghdta type of Dohad, for the right leg is raised and placed on
the stem of the tree, while the right hand is holding a bough. The right
arm of the figure is lost, the left hand is placed along her Mekhali. The
posture suggests that the missing right arm must have been amongst the branches.
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We are inclined to identify the figure as an instance of Sparsadohada. The figures
under the second architrave also represent the same Dohada. Below the third
architrave also there are two figures in fragmentary condition suggesting the
Padighata type of Dohada.

At Mathura the figures are nude or semi-nude and such a condition is not incon-
sistent with the act symbolised in the Padaghita type of Dohada. The Parimitibha-
rapatva, mentioned by Kalidisa, is to be particularly noticed in one instance
(Cunningham, A.S, vol. lll, PL XIl, b), for the woman has a single necklace
adoming her neck and bosom, and in this respect this figure stands distinct
from other figures in the same series from Mathurd. ® Naturally enough, those
are not associated with trees. Other examples of the Padaghata type of
Dohada are from Mathura and also from Tadwa on the bank of the Rapti near
Gravast®. Coomaraswamy identifies yet another instance of woman and tree
from Mathura as Dohada motif ™ which is ' more closely specified, the
Padaghata type of Asokadohada. The kicking with the left leg adomned with heavy
Nipuras and the seminudity are both consistent with this interpretation. The tree of
one further figure Coomaraswamy calls Asoka tree, ™ but the fruits, do not confirm
¢his identification and the act associated with Asoka is absent. We would,
therefore, identify the figure as performing Sparsadohada. An interesting bracket
figure belonging to the same school comes from Kankalj Tila. ™ This is probably an
instance of the Piditaka type of Alifgana dohada. Vogel notices another figure from
the same area. 7 The sculptors of the Mathura school seem to have been particularly
fascinated by the variations that the Dohada-motif admitted. PL XXVIII, Fig. I
shows a representation of the Asokadohada from a railing. The woman in this
case is leaning on the stem of the Asoka tree, her right leg kicking it. The tree has
broken into flowers. The fruit with a rather long stem which she holds in her hand
is the fruit of the Asoka tree. Still another figure from Mathurd shows “the
half back view of a female sculptured on a pillar” ™ If we may identify the
vessel in the woman's left hand as a drinking bowl, we have an instance of the
Gandisaseka type of Dohada. Itis to be noticed that the figure is nude and she
faces the tree, while her right -hand is plucking flowers from it. All the figures
considered so far are from Buddhist areas and we shall now notice at least one from
a Jaina area, at Mathurd. 7 ltis nude but for the waistband, which may be
dentified as Kinkinl. There are no omaments, except the heavy Nipuras. The right
foot presses against a tree while the right hand is plucking flowers from the branches.
The left hand carries an instrument, which is identified by Smith as an old type of |,
indian broadsword, ® The sword is held in the left hand. [If it is a sword, this is

30
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inconsistent with the interpretation we give it. Can this symbolise Aghaa 7 IF

. .59, we.bave to admit the art motif has become extremely conventionalised,

We may here notice one peculiar feature regarding these mipu_:ms. namely,
the presence of a pedestal in the shape of a human being, Vaksa or animal. This
serves the purpose of a Padapitha and is mainly found in those statues, in which the

. figure is performing the Alifgana or Padaghita type of Dohada, but not in those

which we have identified as Nartana or Gandiisaseka type of Dohada. This fact is
very significant : acts symbolising embrace and sexual consummation are not to be
performed at the foot of the tree and the inclusion of the pedestal suggests this.

A Nartanadohada of the Gandhira school, from Vusufai® is shown
ona panel of a pillar. ~ Another figure from Yusufzai of a ‘woman holding a mirror’,
agrees with the former in all respects, and it may also be characterised as
Nartanadohada. Asokadohada is also found on a disc on the intermediate rails
of the outer enclosure at Amaravati. Cave No. [l at Badami (6th century
A. D.) gives amongst others (Pl. XXVII, Sparsadohada), a very striking representation
of the Nartanadohada motif, The woman holds a mirror and gives the final
touches to her toilet. Of the later period, preserved examples are too
numerous to be referred to in every case. Some however may be mentioned.
The Mandapam of the Ramacandra temple at Rajim, C. P. has its pillars
beset with them (Pl XXIX). In Mukhaliigam Dohada panels (PL XXVIII,
Fig. 3) flank the door of the main temple. From Orissa we have the
Asoka type of Dohada on the Rajarini temple 'at  Bhuvanesvar
(PL. XXVIII, Fig 2) and also Nartanadohada ; from Khiching, Mayurbhanj,
the * Latavestika type of Alirganadohada. From Konaraka some Padaghata
dohada compositions have been published®. The same type  of oma-
mental motif occurs in south India, in 2 more or less conventional form.
It is frequent in the Cidambaram temple™, from the later Colaperiod, etc., and
it adorns the Subramagyasvami temple, Tanjore, cited by Coomaraswamy as the
figure of a Yaksi*. The example from Tadpatri which Coomaraswamy calls a Vaks™
and Havell, a young woman, probably meant for an Apsaras,” dates from the
Vijayanagar period and should be placed alongside with the highly conventionalised
forms from Cidambaram. In this example the woman stands on a Makara from the
mouth of which issues the stem of a conventionalised creeper. Still, it is a clear instance
of the Latavestika type of Alifganadohada. These late examples preserve all the
essentials of the design. From Madura comes a beautiful Nartanadohada belonging
to the I7th century” The reliehs from Tanjore from the Subramanyasvami
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temple already noticed would take us into the next century, and it is signi-
w.hﬂmnm&tﬂhwbuﬂabhmwmm
from the middle of the I8th century. Another instance of the Padaghata variety
of Dohada from within the precincts of the Tanjore tentple from one of the pillars
- front of the small shrine standing to the right of the Nandi brings us almost to
modem times.

NOTES

I Th!m”d#dl"hdﬁﬁh&tmuhﬂmz
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his valusble paper on WWoman and Tre= or Stlabhafiki published in Acta Orientalis Vol Wil
w.wmwﬂhmﬁmmnmwwnﬂm-mmwﬂmm
are” Weﬂmwﬂhﬁmﬂmhmhwhﬁ#mﬁmﬂmdmmm&wunwh
and say this decorative metf, bﬁh&m:ﬁmmmmmmﬁmhm.ﬂaﬁw
mhmmﬁmmamnmma-mmﬂmm“wmhm
a contemporary of Harga of Kanauj.. w.m.mwmmhmwwﬂﬁw
w*zmhmmmw#@mmﬂﬁ#ﬂmmﬂsﬁwmm
mWMMWMhﬁ. Prafiyltana probably sands
hmmhmbﬂdmawum“mﬁmhhu'mﬂuuwmh
re-production is esential. The lasier ls nota reproduction in this sense of the term. It ks an original Aigure concelved
by the sculptor and we may not search for s original, Thus the citations he has given.do not tend 1o make clear the
uﬁnﬂﬂum'ﬂh&-ﬂiﬂf:ﬂﬂwﬁmfuﬂywdﬂm&qddﬂm asgiven in lexicons
namely a female fgure. Thnhﬂpmnfﬂum”hh"umhﬁumﬂ-whl&d&hhhmmmh
muymmahwhhm.wmwm“mmﬁuﬂmlm
oL wﬂﬁln‘bmﬂumﬂmmmlmmmﬁmmufmmﬂm This
dunﬂuiﬂﬁmnf-ummmdm-hHHuWhaﬂuhmﬁhﬁ:hd, For in the firse place the woman
nﬂmuuﬁuﬂ:ﬂﬁp:ﬂﬂdmﬂhﬂmﬂmmdhuhmumﬂumdﬁm In the sscond plaze
mhumuﬁ:w:ﬂmdﬂmmnmdwuw If indeed the woman and
u“umsﬁmwwmhuﬂmﬁmdhmﬂnmmm“m
depicted as S, Mnmﬂhmumdhmmm Buddhistiz assacistions of the Sal
mmmﬁm.mﬂﬂmm.ﬁhhudmmm Ard, lasly, such an identification does pot
help 11 to explain their activity. Hmmhwﬂdmumﬁmm:a.ﬂh&uﬂuuﬂdmnf
Sarmbritic writers, we may call them Dohads-itlabhaffiikd on the model of such sxpressions &1 “torans-ilabhafiks™,
WHM"UMW'.

hh&ummﬁT.lNIWﬂﬂlﬂwmm-&ﬁmw not have seen the light
of day, niat at least in the form in which now it is.
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raklisksdcalaknalayaly kemratcatraldnnl

pratylsannay kursvakavrtel MMI

eheh sakhyistave ssha mays vimapidsbhilss

ketlgantyanyo’ vadanamadiciy dohadscchadmanisyih [| (M5 1 Part llverse 15)
ruvaylvabspaticpallavinsanipuratarugicararaprahdinurigs-
vadinnavakisalsyacchalens tamiya iigamudavahsdaiolsh |
madhursmadhuparipiritaiminimukhaksmalagandSsasekidiva tadrasagan-
dhamiimakusumesy bibhradbakulaterd rastia || (VD : page 165.6)

mile gangTzasekidiva bakulairvisyate pugpevring

madhvitimee tarunyl mukhadading cirlocampabanyadys bhind |
Bkargylicksptdihatiu ca rasitam nirhharam nlpuriolm
themharasyanugitairanukarapamivirabiyate bhrgastethaih /] (RNt Act | 5 verse 18)
kadacit bakulataruriva Miminiganddgasidhudhirasadsmu-

ditaly vilkdsamabhajata ; kadfcidalokapidaps va yuvati-
carapatalaprehirasamirinidlaktsks’ tigamuviha | (K: page 121)

mahiruhil dohadasekafaleershtlibam kortkamudvshanti | (NK : Canso 111:21)

purandhrigangCiasuribhiltsam

pabyannafoks bakutadrumasys |

eriyapriyipidatalaprabie.

mitminamalpavyasanam viveds |  (VC: VIL48).

pidighitidedokam vikassti bakulam yositimisyamadyaity | (5D: Pariccheda Vilwezse 24) .
hesarliokayoh ssmrigandistr padighsmab

misintare’si putphnitybdi | (ASt page 15)

sitivam sparidl priy Aqurvikasaii bakulassidhugandnsasekat
ﬂ!ﬂdﬂﬂ&hhuﬁhkmlﬂhuwmm;

mandero narmavikytt paumpduhssaniceampako vaktravins

e2t0 sielnnamerurvikasa puro nartanbe haroikarahy || (MS: page 60 also K. P; alio SED-4)
pldihatsl) pramadeyt vikasatyabokaly

folam jahthi bakuls mokhasidhusikteh |

slokitaly kuravalaly kurute vikdsam

alingitades tilakaly utkaliko vibhesi ] (KS : Cants 111.26)
kursvakalecighitakridssukhens viyuiyase
bakulavitapin smartavyam te mukhlsavasecanam |

caranaghaianiitnyam yasyasyafoks safokartm |

it rijapuratydge yasys dvigl jagadub sirivab /| (DL : page 168-59 ; wlso KM : page 73)
mukhamadirayd phdanytsaily vildsavilokitaih

bakulavitapi rakiadokastatha rilakadrumaly |
iularidhiatitidntarknlm keamar kakubhar jsye

ihagiti gamiat yvargyabhil vikdsamahotavah (Ken : page 73)

- bwrumam kyradohadastvays

yedatakoyamudiryigyari |

alakzbharanam kathanny ae.

tava negymi nivipamilyatam || (V. : VIII&2
rmarateva saiabdanfpuram
carantnugrahsmanysdurlabham |
mmhmm
tvamabokena sughtri focyate ||  (ibid ¢ 63)
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12.

13
14

15
16,

1T

18,

19,

20.

21

L
23,

mmwmwﬂm;
padens napsikyara wundarigam samparkamisifimntpurees || (KS 1 11128)
ef. Mallimatha en the above &
Wmﬂﬂmj,
dohadam yadaiokasys tatah puspeggsmobhavet | (ibid, page 45)
raluidokaicalakisalays it (ibidi now )
rakiadoka kpfodar kva nu gafS tyakieinuraltam janam
no drsreti mughaive calayasi kim vitdvadhtan diab | .
ctkanthaghstamnasadptdightiamghatadrphacchadall
mpldlh:imumbhw:bwumwhﬁhﬂ {recribed 10 the VK) (EP: page 61)
The references are set forth later.  See notes: 4660,
rubhayarsstidantcliti | (HC : page 31)
rakenstvam navapallsvairahamapi flighyait priviyah penaih
medﬂnﬂﬂ#mnﬂmwnﬂﬂbuﬂuw.l
\dnapiHatalshatimava mude mdvanmamipytvayoh
mmmwmmmﬂ {DL & page 90V
yecitva prathamamadhahshing mks -
puspsugham kitsveapam srhitulamd |
arodhun pademadadhddatokayssthi - -
vimilam punarspi tena puspicibhoe || (KA : Page 140)
afganicaranatidanalils- :
niprmwhhmuhhhj
presgirum tadiva, bhigamupetaily
pallavairabhinevaib parivavre || NVt IK-12)
nﬁrﬂﬁhﬂhihmﬂﬁmﬂldu&ummdnmﬁhmlmf
ﬂmﬂrurﬁnumlﬂduudm&ﬂmmmim&ﬁﬂ
urenilayant fninuminl maneramini
ks rima niirs tarevah samayociini |
wmmﬂwm
vadpgirirmitamatola mabirubasys || (SB: Page 250 : T4-73)
imodagaursvabhpro blwuvi sarva e |
tanmadhysbhEgapi tathd sa kathsnnu pindub
Wnuhmﬂmmﬂlhpmdﬂf {BC: .98}
ripab hatskghiciramambiidyaaratgayentutpaladsmadinghab |
dramepi adyah tilskabhidhine pranivate yalh prasavaaguraieih [| (NV111)
nrvadangvadanissvarambiyteh
tadanuvidigunal kusumodgamaily |
madhularairkaronmadhulolupail)
tukulamikulsmsyatspankabhih /] (RV : [X-30}
sirirekamadakininam rahah
jenadanamabhilejurstigansh [
tabhirapyupahitam mukhissvam

lyadohadab [/ (RV: XIX-12)
See naote 10 the first verse guoted.
ghangnimapi vksintmikiso'sti na saméayal |
ieskq pugpaphalavyaktimityan simupapadyste []
ugmate’milyste varnarm tvakphalam pugpameva ca [ .
mifiyate firvate capi sparfastentira vidyate ||

31
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vayvagrysianinispesaiy phalam puypan viflryate | -
frotrena griveate fabdastaanZschyvant] pdepih || i
valll vegiayate vrlgam sarvataicalve gacchatt | i
na hysdpytedca mbrgo’sil tmdipadyand pldapah ||

putApunysistathd gandhairdhipaiica vividhairap |

eroghh puipitkh sanfi tasmlifighranti phdapil [|

pidaih salilapingcce vyadhinkm cpd darfansy |

vytdhipratikriyatviosa vidyste rasanam drume |

vaktrenotpalanilena vathordbam jalamadades

taihd pavanssamyultah pidalh piban padapah

sukhadubihayolos grahagischinnasys ca virohanly

ivvam pabyimi vrletalmacaitnyam na vidyare.  (MB 1 Santiparva chapter 182 10:07) -

26, We have evidence of tresswonhip both “in jo natoral form and the -other in which the tree spirit is
pertonified and endowed with human shape and human swibutes” &1 Mohenjodaro and Hatapps &5 early as the:
third millennium B C. (MIC : page 653 £

ZT. GB: pp. 109010

28, harfaprastdajanitt kinttyanham samanmath

sahriligepakatilel c spples drstirucyate, (NS @ page 101 & verse 441

. nﬁﬂmhdmfbﬁuﬂim:'mnﬂhuhﬂiﬁﬂ;mnw'

30. abhigans tu yadvikyamalsps nima s smprah. (NS : page 27T6verse 52)

3l. utphuliinananstraisty gandaircimsiabraiha.

kificillalgitadantam cu hasinm tdvidhivate. (NS page Thaere 55) _ nml

32 Thhk-nimmmupmwiﬂdud‘muwhmmhuudpmﬁuhﬂymm“m
represeniation in sculprure,

3, nutmnmpmna”ﬁ:imudmnudmumpmmm

sprsakam, viddhaka, udghrskars pidiskamiti,. (K5 pp. 84.5)
34 smmukhigatiy&m peayoiydyamanyipsdesens gacchato gitrena
BAtrasya sparbanam sprsakam, {ibid.}

35.  prayoiyam nlyiki shitamupavigam v& vilane kifii
Erholti payodharesa vidhyennlyakopi tamavapidys grho'-
y}d’li viddhaksm, libicd,)

36.  ramasl janasambhidhe vilane vi'the fanakairgaccharoendsi.

ddhptya mandssithyth tamiits v kificidrimaniyakam
padyet allutvenitaloam (ibid. page 84) \

A cresper entwining 4 tree bt the charsctriftic description of this type of Alitgans. This entwining must
also be accampariied by the bndufdubmbﬂq!madfwhﬁuhim.hvﬂtmﬂn Features being the gentle
Shikirs as well as the loving gase on the face.

39. carnens carapamibramy dvitiyenorudelamiletmant vegtapan- 3
tiva tatpriblealasikabihurdvitiyenameamavanamayant] sanmandasie
hﬂiﬂiﬁlmﬂ:hﬂrﬂhmﬂdhmdhmhdnﬁﬁ'whﬂﬂthumf [KS : page 85 Sowra 17)

mmammwhammmmhwmmm given here.  (Bodhgayd pillar
figure, <f. Coomaraswaeny, Badhgayt pl. *One of the arms will be entwining the back whils the other will be about the
neck lowering down the face as if 1o imprint & kiss, Both the varieties now described show that man and woman
are sanding. !

40, hmwmminmmnw
miva  ghanam W:lﬁﬂddm.[ﬁ:wl‘h% 19)



4|, rigindhsvanapeigitityaysu parasparsmanuvilas o=
Hadpgtyamabhimukhopavisylm &yane veti kiinjalelam (| (K5 pige 87, 5. 20)
42, bhivisakih Kimukah kaminindmicchantyshgervambhasiva
pravesiurp | (RS : Com 1 page B3)
43, tadubhavam shitakarma - (K5 ¢ pege 873 5: 18)
44, yathl bdEyaharpakisalayamit | stra prasicitikhyam haragam
stcitarmitl kesidicakeute | piyalasyloms ehy dvithyal
prasicitzh i prastrisshamiti vimmdyanasdram (KS : psge 120 Soira 26)
peiyasya vakjomiatalaep dirothavi nayeta savyam caragam nitambini |
prashrayedyl paramiyatam puarvipsryayal) sydditi hi prasrinm [[ (KK : page 136)
Hmmmm.wmmmmmmmmhmﬂmmmm
the sttention of more than one commentatee 7 This & in favour of = pre-christian date for K2lidisa,

45. ‘We heve gven the Samiknit rendering of the Prikritic pesages |

46. ah sndigtiml denyd gautamacipalid dalipanbhripdyih
saruco me caragab | tvdm tavad garvd tapaniydiolasys do
hadem nirvartaya || (MA 71, H-12-13)

47, halt wam Bvadidanin devyd yogyadiriker niyud | page 78 : line 10

48, See pote 51 following. ' z

49, yivadarupadam mame carapdlsmblies hastayl bahulavalikayd :
gantsvysm parideveylpye tvad vikmbdboham muburtskam [ (MA; pege T1: 1l 14:13)
tasmddelam te carsnamupanaye | ydvad silaktskam sanDpurambarami (MA page 7B, 1: %)

yivaddvilpi sanfipurau karomi [ hald urigtha | (MA : page 89, 11 : 46
50, ega khalu nStiparighrasveonubeve ebikini milaviki diire vartate | (MA 1 psge T2, 1] 2 1011}
S1. {arskodapindugandasthaleyamibhisi parimiribharant |
mildhavaparinatapans hatipayakusumevs kundalast [/ (MA ¢ page T4, verse 8
kisalayamqdonvilisind kathine nihitarys pidapaskandhe |
carapasya ra te badhd samprati vimoru vimasys || (MA@ page 93, verse 18)
53, yadi paficariirysbhyantare kusumam dardsyari, rarcham tava-
bhillgaptrayitckan prasidam disydmi | (MA: page T1; 1-13)

54, vAmah khalvejo'ioks yo vyaffialam praminilytys
bsumodgami na darfaysti,  (MA : page 90, 11 :12-13)

55, anena khaly mukharanGpurdrlviok
rwimburuhaleamalena carspens sambhivital |
sl yadi sadys eva mukulsih na smpstryase
wrihd vahasi dohadam lalitskimistdhtranam [] IMA : page 91 verse IT)

56, tlcaryambdearyam | spurna eva paficerfire dohadatya muku-
lajb sannaddhasspaniyiéolaly |  yivad devyni nivedipiimi || (MA : psge 130 : 11-13-14)
57. See note 46.
5R, carmoEntaniveditam priyiyih
sarasamm padya vayesys rigerekhly [/ {MA. page 79, verse 1| also ef, verse 12 and 13 following)
52, m@mﬂm&ﬂﬂunmﬂumlﬁnhnmw (MA : page 79 : lin= 14) -
60. sakhi arunalstapsramiva fobhate te caranam  (MA : Page 85, line %)

(2
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61, In the whole course of the desription, the Nfipuras play an imporant part. She is now wearing the
qoeen’s Mopurss (cf. MA, page B3 lines 5 and 4 ). 'When the tree is Xicked with the MNopurss there
must necessarily be produced the Jingling sound. -

62, In sculpture however the left or the right foot performis the act.

63

- tadudbhavam ca sltiqtam tanbtiTpanvat tadanelavidham | |
virutkni clstsu | himktrastaninakfitsruditasithgas ~ ' A
dtthytaphtryrani | (KS : page 1267+ Stras 4, 5, 7)

64 An examination of the terms used with reference tothe process in this variaty of Dohada, will show that
the words commonly used are Aghiira, tidans, prabira” and all these words convey more than the
ides of mere contact. The use of thete reema side by side with other terms such as “samparks, nyfiza®
e1c., is clearly an indication of the fact that even a1 the time of Kalfidiss the ides underlying the motif has
bezome conventipnalised and this would prove that the ides mas be much alder, -

&5, See KM ; pape T8,

66. HFAIC: p. 380, 67. Yalgas: Part I: Plae Vii; p. 39. 63 [hid: Plae IVii: P 3. &
BiS: Vel LPlars J00(V: pp 20, 21 0. HHA: page 33. 71. HFAIC: p 79: ACIC:
p. 49; ISP: p. 97;  MA: pp. 101, 102. T2 ASAR: Vol M: Plates VI, VIl and XL 73,
HFAIC: p. 142; ASAR: Vol Xl: Plee XXII: d: pp. 7475; ibid. 74 Yakjas: Pan I:
e 39 75 Ibid: Plae VIi, po39. 76 lid: Plae XKL 77, WTS: Plse [UILB. 78 AFAIC:
p- 14l 73. HFAIC: p. 144;fig. 95.80. Ibid. 8L Ibid: o 107; 6 67 Widep. [17s fig: €8, 82 RDB :
Flate XIX-C. I may be noficed that the plate number and the description do not sgree.  Thete i 4 cermin
amount of confuslon. 83, IS: Plue XLV. The author's description of the figure is particularly happy,
We do not, however, agree with her, rather Vogel's identification of k as a Stlabhafiks ; ACIC : fig. 45
NA: Plate XIl, p 94 84 A sculpture in the Cidambaram temple was the subject of a note by B. V. N
Naidu and P. 5. Maidy, in ‘the  Annamalsi University Journal, Vollll Mo,ii On = supposedly striking
resemblance 1o the figure publiched in Yerdanl, Ajants Valil, Plate 201, & has been  baselessly identified es
Princess Mayl. 85. Yakpas: Part I: Plate XX B6 (hid: Plate XIXL ST, HA: P 101102, 8A
Yaksas z Plae M1, ;

Abbreviations : Atharvans-Veds (AV) ; Mahabharass (K. ED\-(MB) ; Bharsta : Nitya-Stsira (B, ED)- (NS) ;
Vitndyana : Kimastoers (K55-1929) (KS) ¢ Kilidam i Meghatatdesa (NS, Bd, 12151-1M5) ; Kalidiss 1 Raghunatus
(N3, Ed. 1915)-{RV) ; Kilidam ; KumBrassmbhava (NS, Ed. 1206) (KUS) ; Kalidiss ; Vikramorvaliya (MU) Kafidses ;
Milavikignimitra (BMS, B4} (MA) ; Vasubandbe : Visvadetn (NS, ED, 1206}(VD) ; Harsa = Randvali (NS Ed
1BIE}-IRN) ; Bioa ¢ Kadasbari (NS, B4 1895 (K" Bioa 1 Harjacarita (NS, Ed, 1B97)HC) ; VEmara ¢ Kivyilach.
Mirsspudvini with Kamadhenu (VV. Ed-1901) (KK) ; Ananadavardhana : Dhvanysloka with' Locans (NS Ed.1911).
(DL} ; Ruiadekhors + KivyamimSmsa (GOS. Ed. 1924.(KM) ; S8 Hargs : Naisadha : (NS, Ed. 1F19ANK) ; Mammats :
Kivysprakifs (BSS. Ed)-(KP); Bilhags : Vikramadevatkacarmam (BSS. d. 1875)+(VC) , Kedavamilra: Alsth-
hairadekhsra (NS, ED. 19190.(AS) : Vibvaniiha : Sahityadarpags (NS, Ed 1915M(5D) ; Saradfianays : Bhavaprakhis
{GOS5. Ed-Br Epplwuﬂhhl:ﬁuhﬂmndnfﬂlﬂlﬂﬂ-{ﬂh:%im 3 Venkatebyaradilgitar :
Natelaviaye (V. Ed. 1912)(NV) ; Monier Williams : English Sanskris Diclonary (NED. 1859){ESD-M) ; Apte ;
English Sanskrie Dictionary {2nd. Ed. 19221(ESD-A} § SubhigharstnabhiSodiziram (NS. Ed.)-(SB) ; Marshall ; Mohenjo
Daro and Indus Civilisatien (MIC) ; Smith; History of Fine Aets in India and Ceylon (1911)-HFAIC; Coomara-
W:HﬂﬁypflﬁilhlﬂdhhﬁhM{lﬂﬂH”ﬁ:Wﬁ: Euly Indian Sculpture Vol | (1329)-tEIS) ;
Havel ; Indian Sculprure and Paining 2nd. ‘B4 (19281 USP); Havell: Weals of fdinn A (BL-UIA) ;
Coomarawesmy ; A and Cnafis in India & Ceylon (I913LACIC: R. D. Banerfi: Himery of Orissa (1930,
31)-HO) ; R. D. Banerii; Memoirs of A. S. of India (Val 251928 Bas Reliafy of Badami (BRB) ; Kramrisch ;
indian Sculpture (1933)-(15) ; Cunningham ; Stups of Barhut (1879).(8) Archasological Survey Annual Reports.
Velusdll XI (ASAR) ; Archasological Survey of Indis-Annual Reports 19061907 ; (ASLAR); The Jourmal of
the Royal Adustic Soclety (1891)(JRAS) ; Chanopadhysys: The Date of Kilidssa (DK); Vogel; Woman
and Tree whhmma.awnm“ The Annamalai University Journal ; (AUJ) ; Coomaraywamy ; Yaloas
Pares [ (1928) and I (1931) (Y) ; Havell Hand-Bock of Indian Are. (1520) (HBIA}.
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TERRA-COTTAS DUG OUT AT PATNA

By K. P. JAYASWAL

Mohenjodaro, Taxila, Patna, Mathura, Gwalior, Kosam and Rummini
Dei have yielded terra-cotta figures. The muscums at those places are full of
specimens in this line but none owns such a rich and varied collection
of terracottas as the Patna museum. Recently the Health Department
of Bihar and Orissa undertook to construct a modern sewerage in the town
of Patna. They started digging last year in the inhabited area of what was
formerly called the Bankipur town, which is about six miles from Patna
city and over two miles west of Kumrahar. The area under operation may
be enumerated by Mahallas : Kadamkuan, Bakarganj, Bhiknapahari, Mussallapur,
Golakhpur. The excavations reached in  some places down to 20" below the
road level. | obtained permission to collect for the Patna Museum the antiquities
from the trenches while the operations have been in progress. In the last 12
months we have gathered remarkable objects.

The trenches dug were for the purposes of laying down pipes and for securing
the proper levels for drainage. The quantum of carth opened is thus necessarily
a few feet, (2’ to §) in width, though the length would cover several miles by now.
The evidence shows that the area was inhabited in Maurya times and
carlier. This is proved by an inscription found on cne of the objects discovered
(P1. XXX, Fig. 3). The steatite disc (toy wheel) (Patna Museum No 109) recovered
from a depth of of 14" (Kadamkuan) has an inscription in the oldest forms of Asoka
letters giving the name of the owner Visakha (“Visakhasa). It is reproduced
here as a guide to fix the age of the antiquities described.  Silver punched and
copper coins also have been found which bear Maurya marks.  The whole area of
excavation has yielded throughout household things implying habitation in Maurya
and pre-Maurya centuries. We are in a peculiarly fortunate position with regard
to the terra-cottas owing to the known level in each case. -
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It may be pointed out that the Kumrahar and Bulandibagh Maurya depth
(17" to 20") is greater owing to the silt of the innundation which was confined to the
south of the old town, having been caused by the river Son. The sewerage
excavation shows however no silt. The silt layer at Kumrahar found by Dr.
Spooner was six feet in depth. In other parts of India (Samath, Rampurva,
etc.) the Asokan level is 13". At Patna, whenever a well is dug, the Maurya level
is at 14" or I3. Nothing Guptan has been found in the present excavations which
shows that the place ceased to be inhabited before the Guptan age. The
general Maurya level from earlier coin-finds (Golakhpur 157 and other experiences
of mine extending over twenty one years at Patna is I4 to 12 feet.

A few specimens are illustrated here. A woman’s head (Patna Museum, No.
357) comes from a depth of 17" (Bhiknapahari). It may be taken as pre-Mauryan,
i.e., Nandan (Pl. XXX, Fig. 1). A Sun plaque, (Patna museum No. 1) diameter 33"
from 14’, Kadamkuan, is a Maurya piece. It may be compared with the representa-
tion of the Sun-in-chariot at Bhaja and Bodh Gaya. It is evidently an object
of worship. Here the coat-of-mail on the god is remarkable (Pl XXX
Fig. 2). '

The most remarkable work in terra-cotta yet discovered, is Patna Museum
No. 975, coming from a depth of 14’ 6”, near Golakhpur. The torso of a female
figure (6§") is in the round, exhibiting perfect modelling ; particularly the right
side and the back (Pl XXXI). The figure goes back to early Maurya times
and is a rival of the Didarganj stone statue.

Patna Museum No. 297 (PL XXXII, Fig1), a Yogin, probably Siva, comes from
Bhiknapahari, from a depth of I8 feet. The body is nude. According to the level
it should be classed as a pre-Maurya piece.

Patna Museum No, 724 is a toy (5%7) from 12', Bhiknapahari (PL XXXII,
Figs. 23). It looks like a water cyphon. The face marks a high degree of
achievement in showing expression. From the same level and the same place we
have a head (13") in black earth, Patna Museum No. 616, which for its
‘primitiveness’ might be classed with some of the Mokhenjodaro figures. This illustrates
the danger of fiting periods basing conclusions on ‘primitive” and ‘developed’ charac-
ter. Both may exist side by side, as they do today,

Patna Museum No. 928, (Pl XXX, Fig. 4.) from II' at Golakhpur (c. 700
A. D)) is the head of a shaven monk with prominent ‘Aryan’ features.
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“THE CONQUEROR'S LIFE” IN JAINA PAINTING:
EXPLICITUR REDUCTIO HAEC ARTIS AD
THEOLOGIAM’

By ANANDA K. COOMARASWAMY

Professor Brown and Mr. Ramachandran have provided us with authorita-
tive and almost exhaustive denominative accounts of the iconography of Jaina
painting, in western and southem India’ It has long been recognized that as
compositions and in symbolism the illustrations of the lives of the Jainas or
“Conquerors” are by no means contemporary inventions, but rather slightly
varying recensions of archetypal formulae of which the date of fixation can
hardly be determined for want of documents. In this respect the Jaina com-
positions correspond to those of folk art, which are evidently the lineal
descendants of types of an unknown and in this case certainly a very remote

1. e in which the ars are referred to that scence in which they are more eminently present, as are efiech in
their cause. The form of the sub-title is suggested by St Bonaventura’s Opusculum de reductione wrrium ad thealogiam,
a translarion of which will appesr a2 Part lll of my Mediaeval Aesthetic, in. the Ast Bulletin, in due course. The
peculisr propristy of our procedure in the present, Jaina, connection, will be apparent by reference to Hemacandr's
Trigsstibalaldpurugscaritra, |, |, 648 f. where in & description of thase wha are considering & painting, the first place i
ﬂWmmtmehHﬂyWﬂ"{WhhmiMthm!‘h;ﬁ:ﬂlﬂ"l agreement with the meaning
of Writ" (igamrthivisssivaadi), the second place to the “very pious” persons who delight in the representations (bimbini}
of the haly persnagst as such, thind place 1o the “tedhinical experts®* who criticse the draughtsmanship, and Fourth
1o those “lothers" who are charmed by the coloure.  Thesz points of view comrespond  approximately to the well kmewn
classification of references as respectively anagogic (paramisthikal, moral, allegorioal, and fimrsl.  In the present artcle,
the reader it invited 1o consider Jaina painting from the first of these points of view, that of the Sgamavir, the yidu, ya
evarh vidvin.

hmuwhﬂhilﬂiﬂlhﬂ"ﬂtﬂﬁnﬂ"dmmw“ﬂinfmm':rﬂmﬁmrmﬂj'ﬂudm back”,
or “reference”™, & always “fo & superior specia”, as for example when we spesk of “reducing poswentiality o
act™,

2. Brown. W. N, Miniature pamtings of the Jaina Kslpasoira, Washington, Smithsonigh Institufion, 1534 :
Ramachandran T, N, Tirupsrutilkunram and iss temples, Madras, Government Press, 1934 | ke this opportunity to
endore Professor Brown's suggsstion (JADS. 54, 440) that Ramachandran somewhat postdates the earlier paintings st
Thrupsruttkonram.
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antiquity. In this connection, it is the purpose of the present article to call
attention to certain characteristics of the Jaina formulation, as to which there
can be said what is also tre of Indian iconography generally, .viz. () tha
the formulation is in hardly any detail a private property of the sect that
makes use of it, and (2) that ultimate explanations can only be found in the
Vedic metaphysical tradition, and/or cognate traditions. In other words, the
miniatures are not merely illustrations of the fife of this or that one of the
twenty-four Tirthamkaras  (virtually, “pontifices”) but in the last analysis are
illustrations of a universal “Book of Genesis” (bhava vrtta, Jatavidya) or
cosmogony. In this respect, of course, what can be said of the pictures is
equally true of the texts which they “illuminate” in more than one sense.

As in the parallel case of Buddhism, Jaina heterodoxy, although it involved
a formal rejection of Vedic tradition, changes nothing essential in the primordial
conception of the procession of an eternal avatar ; what takes place, so far as the
“Conqueror’s life” (jinacaritra) is concemed, is a partial, and only very partial,
rationalisation of the underlying “myth”," which is now narrated as if its logical
sequences had been a series of historical events taking place at stated times and
places. It may be granted, of course, that the story told may have had an
historical equivalent in this sense, that all of history repeats a primordial pattern.
But supposing it be possible to abstract from the story told, by elimination
of all its “miraculous” elements, a circumstantial reference, that by no means
represents the full intention (vera sentenzia) of the “narative”. The deity
indeed assumes a “human nature” in the beginning, but that “has nothing to
do with time”, and is far from implying that he becomes however great “a man’.
In other words, it is precisely the miraculous features of the story, which if
subtracted from the written or visual narrative  would leave us with nothing
but the faintest shadow of “biography”, that represent its essence. The miraculotis
legend is not, or need not be, historically true as having taken place at a

given place or time, but is metaphysically true as having taken place and as taking
place always,

-

Jainism, like Buddhism, reflects a revolt of the temporal power (ksatra, regnum)
against the spiritual power (brahma, sacerdotum)® This revolt is prefigured as a
possibility in the figure of Indra, the Vedic Lucifer and prodigal son who takes

l. For what is tuhcund:rmodbyl“mrdm"ﬁﬁl!nm. “Mythes, Myubres, et Symboles”, Le Voile d'lis, No.
190, 1935,

2. Already in the Upanisads, kings are sometimes made out 1o have been the instructors of Brahmans.
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possession of the patemnal treasures and extroverts the power and the glory of the
interior kingdom. But whereas in RV.' Indra acts for the most part as Agni's :
vassal, excrcising a delegated power (RVL X, 52, §. imitated in the Rajasiya,
$B.V.3.5 271 and V. 4 3,3 £), and thus in legitimate relation to, and as
protector of, the spiritual operation (vratapd, “fidei defensor”). At the same time,
there is presented another possibility. This possibility, latent in principio, is realised
in Indra’s Vaikuptha form: “maddened by pride in his own heroic-energy and
deluded by the magic of the Titans” (svena viryena darpital:--mohito’suramdyay3,
BD. VII, 54 £) heattacks the Angels, and has to be “awakened” (buddhva) before
he returns to his allegiance. As maddened, deluded, and torpid his status is thus
satanic, Lucifer has been darkened, and is then Satan’ This satanic possibility is

I. Abbrevistions: RV, (or when no indication i given), By Veda Sathitn ; AV, Atharva Veda Saihitd ;
VS--\’iimﬂm;mmm;mwm;mﬁwwu;mﬂa;m@h
Upstigad; KS. Kalpasira, Jinscaras D., Digha Niktya: S, Seyuria Nidya; Sn. Sua Nipta: Jo
Jataka ; SP., Saddharma Pundariia ; JA., Journal Asiatique; JRAS, Journal Roysl Asiafic Society : JADS. Journal
Amarican Oriental Society ; ZDMO,, Zeimcheifi der Deunchen Morgenlindischen Gesellichaft 1 MASB, Memoirs
Agintiz Society of Bengals -

2. Mot to be confused, of mnﬁlhﬁmw&nﬂutﬁfulrﬂnhﬂﬁu&?ﬁﬂﬂhhﬂhhﬁlm-
ness ; “Hell" being & refléction of the Divine Fire, the “Outer Darkness™ & reflaction of the Dark Ray, or wrath, and
rundtrad:ﬁmitbthiﬁhdh.ﬂitmﬁuﬂ-hﬂmlil.ﬁi,fﬂmrqﬂt.&usupmhmﬁumﬂ,-m
Death. In the same way in Buddhism, Mirs luan."Du&l“'.nEuﬂhnm #Erca™) i by no means Satan (=
pretended by Preyluski, in JA. CCX, 1927, p. 122). Death bs the Father, Life the Son ; berwesn whom there .80
seviterna! opposition leyadhil sb extra, and an etemal atone-ment (samidhi) ab intra. It in the destiny (artha) of
every Hero to wresile with the Father (the “unfriendly Father” RV. 1, 117, 17 and VI, 43, 22, or corwersely
“unfriendly” son, X. 124, 2), to conquer Desth ; snd when his course is run, pot indeed to “die”, but 10 become
aur Father Death, of, BU, 1, 2 7, “s0 punar ekaiva devats bhavati mytyur ava, aps punar metyust jayati, nainam mytyte
xnmL'%mmhhmmthhmuwmm.mmmﬁ.
Desth and Love unify (hence chah bhi, csusative “io slay™, intransitive. “to die*] and are immortal ; Life divides
(pradhwassayan, AA. Ill, 2,3), Life comes and goss. Varuna, Mpyu-Gandharvs, nirguna brahman, smyta's Mara,
;ﬂhﬁlﬁ‘hﬁu‘lr-i,m

Maither must the occasion of Indra‘s fall be confused with his wellknown ‘lilbiganl’, in which “guilts” are included
all those acts of violence, ntbrr.mddm'lw&hmmdnﬂlﬂup'mﬂdhimdm The distincrion
is sharp,  The killigani are karyyioi, things that must be done, and ase actuslly done, by “infaliible necessity” (neces- -
siras infallibilizatis) ; the pride snd delusion which are the aceasion of the fall sre indeed inevitsble and may be foreseen,
but their actuality s s matter net of infallible bus of “affective necessity” (necessitas coscticnis) and in the csregary of
voluntary din, Mmm,ﬂnm&ﬁhpmuﬁmmhmwmmﬂumdmﬁruﬂuw
ing power “does not eat of the tree” but merely “locks upon it (abhicalgiii, i.e. beholds the world picture &s in
mmmm;wm;mm“hmm%mﬁmﬂ" (pippalam
ws we sty Lm;,mm“ﬁq.mdmimudmmhfwmﬂumpﬂmﬂm
{darpa, moha), their reward @ desth, and hence the prayer, “Ralease us from the Father's property, from the
fenter of Death, from all the angels’ sin” (muficaty....varunysd uta ysmasys. padbigte devakilbigts, X, 97, 16).

As may been, Satan it nov from the Indian point of view irredeemable ; it Is simitarly understood in lslam that
16l will be restored at the end of time, This & also impiied in-the Christian formulation thit the fallen sngels are
“fallen not in nature but in gace™ IF it B nevertheles said that Satan hh:wndudmpﬁuhlmnnﬂ'lﬁnnfdu

33
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necessarily realised in the due course of history, where it is represented by an actual

revolt of the temporal power, such as is reflected in  Jainism and Buddhism, and can

be recognised in every historical cycle! We find in Jainism and Buddhism an

emphatic assertion of the superiority of the regnum (ksatra), and this in contemporary
history coincides with the rde of such kings as Asoka who are not of the divine

lineage, but in the proper sense of the words “tyrants” and “usurpers”, and as might
be expected ardent patrons of those very heterodox faiths which justify the substitu~

tion of moral qualification for that of a “character imprinted” by initiation. That a

tyrant may be personally virtuous and courageous is not to the point here made.
Whether virtuous or vicious, the tyrant is not ruling by divine right nor according
to the Supreme Law (Vedic rta and dharma, Pali dhawm}, but in accordance with a
personally good or evil will, and either way all kinds of irregularity are permitted.?
What has been said above may seem to have been a digression, but has been
necessary because it is precisely the expansion of a double heresy, at the same time
spiritual and political, that can alone explain at once the rise of the heterodox sects
themselves (in which the older myths are rationalised and humanised), and that of
the patronage to which we owe the greater part of the monuments of early Indian
art (in which the now pseudo-historical conceptions of the eternal Messiah are
illustrated). Itis then and therefore precisely at this point that an aniconic imagery
and ritual procedure are first subordinated to the felt necessity for a more anthro-
pomorphic symbolism, illustrative of the “gospels” (caritra, etc.) in which the “lives”
of the Conquerors are related.  That is also what took place in a somewhat different
way at the close of the Middle Ages in Europe, “classical” representation encroaching
upon “celtic” form, but with this distinction that whereas in Europe the ideal of the
static figure before long altogether supplanted that of the kinetic form,’ in India

mrmuydi:nnanmnd:nfaum:hmylmpunlorduﬂw:mundmpmdmmhﬁmﬂt&mhm
manﬁ:hm.huitbynnmmnﬁlbnm“mhhdmhn-hnmmhmth-nﬂqm*ﬂlhm
individually the same. Sstan's status from this long point of view i, like that of other sngels {devar), rather thae of &
function than an individual property,

. 16 Burope, for example, at the close of the Middle Ages. The revolt of the temporal power is naturally
followed by that of the sconomic power or bourgechiz (the rhufmﬂmhnﬂmﬁﬁm
expansion in Iridia, the rise of capitalisic indumvialism in Europel, and this in turn by that of the manus| or proletarian
pawer (contempotary demeocricy in Indis and Eurape, leading either 10 communism ar fascism).

2. Adoks it a “genius™, with all ﬁeulﬂhiadlﬁm;hm&ummﬁn;d.m.

with poktics, is equally applicatie in the fizld of an.

o 3 A magterl¥ wudy ﬂm-hnmnmmhwﬁchhHﬂdmhmhmhwbh
ﬂmmh‘,mﬂﬂthMMMhMﬂIHﬁmMIm
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the concept of form continuously controlled even the figural representation, and has
retained control until quite modem times ; in India, the humanistic (as distinguished
from the normally humane) point of view asserting itself only in Mughal painting
in the sixteenth century, and elsewhere not before the still very recent surrender of
Indian artistic orthodoxy to European = sentimentality. One may say that
the principles of art .are preserved in India today only by the illiterate, for whose
conservative ignorance we cannot be sufficiently. thankful.

Notwithstanding, then, that the records of early Jaina art are far less complete
than those of early Buddhist art, we can confidently attribute a first fixation of its
dominant conceptions to a period antedating the beginning of the Christian era,
and contemporary with the growth of the canonical literature. Apart even from
the type of the seated Illuminate, common to Jainism and Buddhism, and known for
both at least from the Kusina period, there has long been known a relief from
Mathura®, having on one side a representation of the goat-headed genius Bhagava
Nemeso in the inscription (Harinegamesi in the Kalpasitra), and on the other a
dancing scene representing no doubt the music of Indra’s court, as in PI. XXX11,
Fig. T , the theme of this slab is then that of “Indra’s command”, and it may be
remarked that representations of Indra’s court and those of the actual commission
entrusted to Haripegamesi are similarly closely,associated in the illustrated manuscripts
of more than a thousand years later date.’

The representations in Jaina Mss. of the Kalpasitra story of the transterence
of the Conqueror’s embryo from the womb of the Brahmani Devananda to that
of the Ksatriyani Tisala (Trisala) are very well known, and are again illustrated
here in Pl. XXXIII, Fig. 2. It is by no means without sufficient reason that Indra is so
much concerned in this matter of his namesake’s, Mahavira's nativity. For the

1. Smith, V.A, Jains Stupa of Mathurs, 1901, PL XV {mwmliﬂmh:.dt.p 15). For
MMMMW“MC.J.,JMHMHIMHI,lm.ﬁ.x}ﬂﬂ.

2 hmﬂmwmmummmm&.mhwﬁ
Harinegamesi, see Brown, loc. ot PP. 14—18 and fg. 5—15. The Mamuscript Ha. desribed by Brown, p. 3, and
hm%ﬂhmﬂﬂmmﬁﬁkﬂhﬁﬂ”mﬁﬁtmmIH-F-A-!IEHI-
Hrhapnﬂhndhﬂuhﬂiuﬂkﬁumuw:bmh&pmﬂ
lnﬁ'nwn“jl“-‘q.l!,ummthWWNH&h&HdHMHMM
his business in the world ; that the river spamtes earth from hesven ; that the four-armed figure to right is that of
Indra ; and that the seated Agure bove i that of S, (and thus “in a more excellent way™ that of Tisall herulf, the
upper tegister in fact combining what is separately shown in PL 300XV, Fge Jand 4. The structure below 1o d‘n
Mﬁﬁwmﬁhaﬁlmhﬂm.EZﬁmnﬂwnﬂﬂ.
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Jaina Conqueror’s birth is analogically ‘a birth of Indra himself, or what amounts
to the same thing, of Indragni, Indra and Agni being “twins” (RV. VI. 59.2 etc.),
or again in other words, a birth of Indra as the Sun, a resurrection of “sol invictus’,
il summa sol'. The epithets Mahavira, “Great Hero” and Vardhamana, “Waxing,
or waxen, big”, are propria of Indra (e ¢ mahavira, RV. I, 32, 6 ; vimatama:--
nmnam, I, 52, 8 ; pravrddha, IV, 18, 1, vavidhana, V. 2,12); Indra and Agni,
or Indragni (king and priest, ¢f. Harihara), are born like every messianic hero, of
two different mothers, of unlike aspect but kindred nature. In Christianity, for
example, these are presupposed in the orthodox doctrine of the dual birth,
temporal and etemal : the eternal mother being “that nature by which the Father
begets™, and from which the Son takes on that “human nature that has nothing
to do with time” ; the temporal mother the Virgin Mary from whom he takes on
human flesh, in V, 2, 2, Buddhist Mahs Maya, Jaina Devananda, Vaisnava Devaki
and Saiva Sati, Kali; the latter to Vedic “Dawn’” and “Mother-Earth,” Sarya’,
the handmaid' in V, 2, 2, Saragyi’s ‘savarpd’, Indra’s second mother Vikunthi
(daughter of Prajapati, BD. VIl 49-50), Buddhist Pajapat], Jaina Tisala, Vaisnava
Yasoda' and Saiva Parvai, Gauri. The Kalpasiitra story of the Conqueror’s
nativity and corresponding illustrations reproduce with an almost literal fidelity RV.
|, 13, 1-3 where Night “when she hath conceived for the Sun’s quickening, yields

the place of birth (yoni) to Dawn”, and I, 124, 8, where “sister to more excellent
sister yields the place of birth” (yoni)’,

1. St Thomas, Sum. Theol, L g 41,8 5¢ the Son of God being “a natural son”, ib, 1Il, g. 32, & . 2.,
begotten by & vital operation from conjoint principles™ b, |, g. g7, a. 2.

2, s distinguished from “the cther™ (anyam) in X, 85, 21.22.

3. Py, the sense of which ar referring o one who is second and subordinated ta the Queen (mabigl) is
clear enough from the context. A rendering i “handmaid” fs justifisble en the stsumption that pesi is frem ply
*‘mghd"'.vh.hthh:mmmm“ﬁﬂm".whunhmu!"mm"uw.

4. Fester-mocher (not knowing that the child & not her very ewn) in the Vaisnava story ; as Yadodhard, bride
hﬂﬂ!uddhkﬂﬂibuldlhmy“ﬂnm" (Usas, ylﬁlﬂﬂhﬂ?.l.??.llndx.llﬂ].

5 CLRV.IL 2 2 and 11, "He became ihmﬂmm_hmmbmihuﬁmhld
was bon &3 & bull or Bon™ (ubhe % miltror abhiavat putrab.. s jinvate jstharegu...citresu nBnadst, i) ; Gopatha
Beahmana, 1, 33 “Two wombs, ohe generation™ (dve yoni ﬁm#&hm];huuwwﬁmh
Thn:Llll.q.iﬁ;l.fld3,“mﬂmp::uf1h¢dﬂdlhﬂkhmmﬁhﬁunhmﬂly,lhmﬂ}ﬂﬂ‘thmhm”

, In:mmﬁmwihﬁpfﬂmr&m'tﬁ[.l&,llmﬂmmﬁimﬂvhm For while it is true
that “in this art eyer wre regularly represented open, no mater what the circumstances”, it & not out of
place that Devlinandt’s eyves should be open in this particular case, for Harinegamesl is lesving, and it &
exprently - stated (KS. 31) that aher the embryn hdbmrmad.ﬂﬂtnmdl'\nhup“{m-

As to this matter more generally, hmybemmnﬂmpum“mhh:ﬂmd
thuhmds.umwbtmbrumnwhmnfﬁuﬁuuﬂmwn'iﬁl-!ﬁud 7
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We pass on to a consideration of the fourteen prognostic dreams which are
similarly transferred from Devanands to Tisali. We shall not attempt to deal
with all of these in equal detail, but will say thatall are characteristic prefigura-
tions of the "Great Hero” (mahdvia) about to be bom, the Sun about to rise.
Agni is called a bull, in countless Vedic texts, and sometimesa lion e.g.in |,
95, 5. “when he is born, they (Heaven and Earth as Agni's parents) attend the
lion lovingly” (simham prati josayete).  The dream of a pure white elephant'
(Ks. 33, PI. XXXIII, Fig. 3, Brown Fig. 21) not only parallels Maha Maya’s prognostic
dream of the birth of the Bodhisattva, but recalls RV. IV, 16, I4, where Indra,
assimilated to the Sun, is compared to an elephant (and lion); cf. also AV,
I, 22, I invoking “that elephant glory (varcas) that came into being from
Aditi's body” and ib. 4-5, “whatever splendour is the Sun’s and the Titan-elephant’s
may that much elephant-glorious Indra-power (indriyam...hastivarcasam) be
congruent (sath gacchasva) in me™,

In the vision of Sif (PL. XXXV, Fig. 4, Hg. folio 27, Brown Fig. 24) the goddess
mother is seated as usual oh a lotus that rises from a lotus lake (pauma ddaha, KS.
36, =padma hrada = puskarini) ; the two lotus flowers mentioned in the text are held
in her hands, but the ‘disa ga'indoru pivara karabhisiccamanim® are omitted. The

. Anslogous to Tialt’s and Mahd Miyd's dreams of a white elephant is Vimi Devi’s vision of & make
crawling on the edge of her bed on the night of Plrba's conception, whao is 10 namad because the snake {sarpa)
entered her body from the side (piriva, from parfy, “rib”], as related by Devendra in comment on the
Ustaridhyayana, see Charpentier in ZDMG. 69, 1915, p. 35 ; that the snake “crawled on™ (padisappantam=pratisar-
pantam) manifestly constiputes an “ati sarpana’ fike that by which the procession of Arbuda, the son of Kadrl, is effected in
AB. VI, 1, of. RV, IX, B6, 44 where Soms ‘ahir na ilrnam ati sarpati’, “as the serpent, over-creeps invetenation”, Le. is
rejuvenated and born.

Ci RV. X, BS, 33, “Parfu, davghter of Manu™ and VII, 6 45 “Tisindira, child of Pardu™ ; even Indra’s
lateral bivth (paekvat, V, 2, 2), prototype of Siddhirtha's in the Buddha legend, is at the same time & binth “from Pariu™.
As Manu’s daughter, Parfy is I8, Maivivarosl, Mather-Earth, ete., through whom he, Manu, begat the “children of
men” (581, 8 1, 811} ke i in the mme way that Eve, who is the Man's, Adam's “rib", becomes the mother of all
living (Garesis, 111, 31), begstten in her by him.

I it is not expresly ssted thar Pirbva, who entered his mother’s side s a snake (a3 may be seen in the
mﬂmwmm&.,ﬁmwwiwmm&mhﬂuﬂhhwW
analogiam, ﬂun,i..ﬂhmmumm-mmmhﬁmwm&ura&mﬂh"&m
or™, which would accord with a rule thet s not mevely Indisn, bul univessal, of. for example, Rusam’s birh by
Caesarian operstion, where the myth has been rationalised. The case of Jemn corresponds to that of Pirfva in that
the texts are not explicit; in wmﬁ&ﬁhmﬂmndmhuhhnphu'wmiﬂhw
(5t Thomas, Sum. Theal, [il, 35, 6) andin Hieronymus (Ad Jovinianum, L 42) &= actually sssimilsted 1o the Buddia's
* whom & virgin gave birth from her side™ (buddam......a latere suo virge genesarit).

2. CF RV. X, 14, B sah gacchasva tanvi suvarch (in connection with resurrection).
34
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lotus lake is the same as the Milky Sea that is the subject of another dream, cf.
Laksmi’s epithet ‘ksira-sagara-suta’ ; Brown's Fig. 13, upper register, being precisely a
combination of Pl. XXXV, Figs. 3 and 4. The vision of &1 is really one of Tisald herself
in a glorified likeness, as Dawn and Mother Earth, Indrapi, etc., just as the represen-
tations of the Sirimata in Buddhist art, although not strictly speaking “nativities” are
nevertheless “matemities”. It may be added that in the Srisakta,' which may be
regarded at the principal authority for the Gaja-Laksmi type in art® Srf is referred
to as the mother of sons, all of whom can be regarded as forms of Agni, Kardama
for example corresponding to Purisya, and Ciklita, (identified with Jatavedas in the
following khila) with the ‘anaddha-purusa’ Agni made of clay and employed in the
Agnicayana ritual (VS. X1, and SB. VI, 3, 3, 4 and 4, 4, 14).

The case of the dream of the Fire is even more transparent, and of particular
interest here on account of the magnificent illustration in Mr Heeramaneck’s Ms. Hg.,
folio 34, Brown loc. cit. Fig. 33, here reproduced in colour, PIXXXIV. In the text, KS.
46, “She saw a fire in vehement motion, fed with very brilliant oil and mead (mahu-
ghaya-parisiccaména =-mdhu-gh;ta-pariskyamﬁna}. smokeless® and crackling. The
mass of its flames, rising one above the other made as it were a network, and here
and there the tips of the quivering flames scorched as it were the very sky (ambaram va
***payantam =ambaram iva---pacat, cf, RV. X 45,7, sukrena socisa dyam anaksan).

L. Schefielawitz, Die Apgkryphen dex Bgveda, Bredau, 1506, pp. 72:80, and™ &Mh".hm&-tm
Fis 37—50.

2. ke thin opportunity to eall smention 1o ons ﬂﬂwmrﬂwmmdmﬂ
Vedic formulation. That in the Gaje-Lakymi composiions, Hqumihhwdhyhnumympwnﬂmhrh
ﬂﬂ:puletmlmuﬁmhuhﬂdhﬁ:ﬁrhmhmmmthﬁmufWW&ﬂuw*ﬁm.h
pain the bore the divdne calf Amarga® (Langdon, Seminc Mytholegy, pp. 9%6=97), In Vedic rexts the “divine calf*
it shways Agni, and the Theotokos never herself = solar, bur always & lunar princlple, an Asurl, The same may be
observed in. Christian iconography where the VvﬁnMuy.hhdwn{Gnd.hn&mwumw seated jn
the crescent of the moon, the light of the sun proceeding from the child in her army, More srictly speaking, Aditi ag
the etzrnal mother in *avindbhaw’ union with the hﬂw.un@nmhmhmmwm;
Adii as the tamporal (searic) Mother, Exrth and Dawn, Secpent’ Gusen st Radfiant Beauty (§ef Lakyend), sithough
the daughter of the Sun (Dame’s *0 Virgin Mather, danghwer of thy 320"} @ Nighe and prtheness by mother-right,

sre brought forth and  from whem al] milk their natum. For afl thi i

and with RV. X, 85, 24, f. compace 5t Bernard, Dominica Prima Fost Octavum Epiphanias, il, 2, “Cheist will presant

His bride, whom be loved in her baseness and all her foulness, glarious mmmmm%ﬁmm
or wrinkle,”
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The great fire is blazing on a mountain. As being fed with oil and mead or honey,
this is in any case a sacrificial fire ; and both in this respect and as being kindled
on or from the mountain, answers to countless Vedic accounts of the first kindling of
Agni, for example 1,13, 3-5 “(agnim) madhujihvat haviskrtam...barhir-- ghrtaprstham’,
and |, 93, 6, ‘amanthad (agnith) pari Syeno adreh’. In the smaller representations of
the Fire, in miniatures in which all of the Fourteen Dreams are seen together, it is
always shown as buming actually upon an altar (vedi), of the type familiar on
Kusdna coins.

Tisald sees also the Milky Sea (khiroya syaram=ksira-sdgaram) "with its
waters spreading in all directions, its wind-driven billows rushing to and from the
shore, lashed to foam by the monsters of the deep, with the mighty roar of Gaiga-
eddy (gangavarta)”, etc. (KS. 43, abbreviated). The picture, PI. XXXV, Fig. I, Hg.
folio 32, Brown Fig. 30, shows us more than this. Here is the dangerous River of
Life, with its near and farther shores, and a ‘mumuksu’ waiting on the bank, eager to
board the Ship of Life, the Sun-ship, floating on the stormy waters'. The mast of
this ship is the axis of the universe, cf. Dasakumaracarita, introductory verse, “mast of
the ship of the earth, axis of the Zodiac” (ksauni-nau-kipa-danda- - -jyotiscakraksa-
danda), and the “one foot” of the Sun, who as the watcher in the crow’s
nest surveys the universe (abhi yo visva bhuvanani caste, RV. VI, 61, T and parallel
passages). An altogether analogous representation is that of the “mansion of the
Sun” illustrated from an Alpana painting in A. N. Tagore's Banglar Vrata, pl. 99.7

“Then she saw a banner (dhayam=dhvajam) supported by a golden staff”,
etc. (KS. 40-41), as represented in Pl. XXXV, Fig. 2, Brown Fig. 28, Hg. folio 3L.
The corresponding Vedic ‘ketu’, “banner”, is always the referent for Agni, Indra,
or the Sun, and of the separation of light from darkness, cf. [, 129, I, where in the
beginning “there was no ‘ketu” of day and night”, whereas in X, 103, I, Indra is
called upon for aid in battle with the Titans when the “flags are gathered” (sarhrtesu
dhvajesu), and when the Sun is risen “his banners (ketavah), his rays, are seen
abroad amongst the kindreds, like shining fires” (AV. Xlil, 2, 16), cf. Song of
Solomen, VI, 4, “Terible as an army with banners™ ; in the Dasakumdracarita,

. CF. for example, RV. VII, 88, 3 “Where | with Varuns embarked, deave out our bark inta mid-ocean, rode
on the crests of the wawes, thers let & swing in the eaty-riding swing” ; AV. XII, 2. 47, “Mount this ship of Ssvirr’s, les
us cross over” ; SB. [l 3. 3, 1415 " This ship is heavenwardbound” (naur ha v efs vargyl).

& mmmmmmh.lmmnmmhwn&Mhﬂuamm In
the laner, the “world” (represenied by the circle or square) and the “earth-ship” below it, and by which the Sun's oné
foot is supported (pratigha), are separsted ; in the Jaina ministure combined to form an "ark” with i “beasn™

(padavak),



136

L., “the staff of the banner ot the river of life” (ksaradamara-sarit-ketu-dapda) is
again an aspect of the axis of the universe'.

For the lotus lake (pundariya, KS. 42=pupdarika) cf. RV. X, 107, 10, where
the palace in which Indra’s nuptials with the Guerdon (Dawn) are to be consummat=
ed is “like a lotus-lake” (puskariniva), and X, 142, 8 “Let there be pools and lotus-
lakes” (pundarikani). The resonant abode (vimana) of light (KS. 42, Brown Fig. 30)
corresponds to the Vedic “chariot of light” (jyotiratha), wherein Agni, Indra, and all

the deities proceed.

“The brimming vase (punna kalasa, KS. 4I=pima kalasa, pirpa ghata)
abode of Laksmi, with its bunch of lotus” (kamala-kaliva = kamala kalapa) is perhaps
the most familiar of all auspicious symbols throughout the history of Indian art.
It is precisely as the abode of Sri-Laksmi as well as by itself that the brimming vase
appears repeatedly in early Buddhist art, for example at SafcP, Examples areillustrated
here in PL. XXXV, Fig. 2 (to lower right) and Pl XXXVI, (a large and admirably
executed painting on cotton, unfortunately badly worn): It is however, a peculiarity of
Jaina art that this ‘punna kalasa’, the Vessel of Plenty, is regularly provided with eyes,
and thus indeed animated. This form of the symbol has been discussed by Hiittemann
(Baessler Archiv, IV. 1913, pp. 52-53) and by Brown, loc. cit, p. 12. According to
Httemann : Die Vase ist das Symbol des vollkommensten Wissens, des ‘kevala-
fiana-datsana’. Brown suggests that the vase=cloud, and that the eyes are “a
vestigial representation of the sun”, and cites AV. XIX, 53, 3, where “a Full Vessel
is setupon Time”. A similar symbol is constantly employed in Mesopotamian art®
where it is always the source of two flowing streams (Vedic dvidharah), The brim=
ming and inexhaustible vessel, then, is a representation of the Fountain of Life, and as
a symbol seems to say “Let Soma never lack, that giveth rest” (somasya sambhuvah,
I, 105, 3), "May that unfailing spring (utsam---aksitam) that the Maruts milk
(duhantab) be ever available” (VIII, 7. 16) , it is the “reservoir” (kosam, VIII, 72, 8)
and “inexhaustible well (avatam:--aksitam) of Soma”, ib. 10-IL. It is indeed just as a

I. The ssis of the universe has many aspects in one and the same, a5 well asin cognate traditions, Beside the
aspects mensioned above Ii'mmbf:it&llﬁﬂ‘mﬂf the =aff of the umbrella of cosmic dominion, that of the axie-
mnflhdwiud%mm:dMnmw&m}.MﬂhMﬂhmwhﬂﬂﬂw
the Mother of God, that of the Somastalk (RV. [X, 74, 2, and that of the Sivalitgam. The sxis is also the trunk of the
Tree of Life, the sacrifical post (yOpa), the vertical (stauros, Skr. shkambha) of the Cross, and the blamic quih. All
things sre figured [Erpita, AV. X, 7, 32) in this sxis.

Z Not indeed as a nativity, but perhaps a3 & “matemnity”, of. my notice of Foucher's lcanography of the
Boddha's MNathvity, In JADS. 55, pp. 323.325,

. 8 ?mhmED-.ThFMﬁ?muﬂdnde&hSmﬂnhlm
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‘pima kalasa” that the reservoir of Soma is represented under Varuna's protection, at
Badami',

It is moreover precisely in this connection that the eyes, which could in any
case be regarded as Varupa's eyes whether the Sun (X, 88 I3 and X 129.7)
or Sun and Moon (aksi divas, |, 72, 10 and implicit in V, 62, 8), can best be
explained, viz. as "the eyes of Soma, by which eyes of ours we see the Golden
(Sun, or Germ)” (somasya svebhir aksabhih, |, 139, 2) ; as to which “eyes™
a fuller explanation is given in AB. Il 32, "The eyes of the Soma-pressings are the
silent praise (tuspim-sahsa=orationes secretae) --He who is a comprehensor of
this, he by means of the eyed Soma-pressings reaches the light-world. The silent
praise is the eye of the Sacrifice but though the silent praise is actually one, it
is uttered twice, so that the one eye may be a pair of eyes™.

These more fully documented explanations are by no means contradictory

of those suggested by Hittemann and Brown, whose interpretations, taken together,
in the same way demonstrate for this symbol a significance both physical and
spiritual®, '

Tuming now from the prefiguring dreams to their realisation, we shall
consider two more, and by no means the least informative of the types of Jaina
illustration, Plate XXXVII reproduces a remarkable picture of the “Fortunate

. My Yalgas, Il, Washingrop, 1931, Pl 45, fig. 1. A large variery of forms of the brimming vase e illustrated
I this tenct, with discumsion, pp. 61464,

2. The “eyes™ in L 139, 2 are those of contemplation (dl) and intellect (manaz), terms which correspond again
with Sun and Moon (CF. BUL 1,3, 14 and 16, and 58.X.3.3. 7). The text reads acrually: somabhid cans manass
webhir aigabhih somasys svebhir algabhily, *'With contemplations and with intellest, the eyes of Soma, by which our
W".ﬂﬂqwﬁmumhm&uhlhuﬁmhﬁﬂﬁnh'ﬂu'Muw.

3. Ananalogy canabo be recognized in the ocelli paintzd on the bows of Indian ships, and ancient ships

elsewhere, whereby these shipt are 25 & were animated snd amimilated to the Sun-ship and the lhving Ermamat) ships
of the Advins. Inatmuch s the two sides of the thip fnaumande, 58. 11, 3, 3, 15=bhinl, cf. naumanda in JB. I, 125,
naurmandapa in Bauddh, SS., sometimes mistranslated “ruddens™), fike the twa wheels of the charior of light, corres-
pond to brhat and rathantara, Ehavanive and girhapatys, Hesven and Earth, the two eyes must be those of the Sun and
Moon.  For illustrations, see Homell, J., Indian beat designs, MASA., Caleuts, 1520,
4 4-ﬁmﬂuMwﬂﬂth-ﬂﬂnﬂﬂllmﬂh.ﬂuﬁﬁﬂhcfmﬁmiﬂmmhm
charscrerisric of the Vadic tradition, and therefore no more than might be expected in the present case,  The same holds
god for the anslogows Vessal in the Grail wadition, whers the Chalice i af the same time 3 food-provider and a
manifestation of the highest truth.

The designation of Soms = fambhd, rendered by “that giveth rew™ is significant in ihis connection ; for this
“rest”, from one paint of view, is that which is coincident with the atainment of desire, and from ancther is the peace of
Eﬁﬂlﬁﬂtﬁmﬂnhﬂlﬂ\ﬂ“hﬂlﬁﬂdﬁthﬂﬂhmmmm
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Sunrise” «(sri siryodaya is the marginal annotation) of the moming following
the night of Tisald's dreams and actual conception. “He, the thousand-eyed
(i. e, all seing) maker of the day, shining in his radiance, awakened the groups
of lotuses (i. €., the ‘grounds’ of all the worlds). When in due season the Angel
of Day had arisen and by the blows of his hands the darkness was expelled,
then the Ksatriya Siddhattha' rose from his bed” (sayapijiao abbhutthei, KS.
59,=sayaniyd abhyuttisthati). That is in effecta description of the First Sunrise
in the beginning of days (agre ahuin) so often celebrated in RV, ; that Siddhattha
“rises from his couch” is more than a simple daily wakening, it is the resuscitation of
the Father in the Son, in accordance with the Vedic conception of linear descent, in
which the son becomes the “father’s father” (pituspity) as well as his “own son”, or
grandson, ‘tantinapat’, for Agni, indeed is kindled by Agni (1, 12, 6). That sunrise and
that sun are indeed the same as those of the corresponding hour when the Great
Hero has been actually bom and the “universe is resplendent with one light” (KS. 97,
<f. jyotir jyotisam, “light of lights”, RV. I, 113, 1, jyotir ekam bahubhyah, “one light
for many”, I, 93, 4 ; ekah siryah, “one Sun”, VIII, 58, 2, etc., and similarly J. . 76,
ekobhasid ahesum), which is the manifestation of the Conqueror in the worlds’.
In the miniature, to cite Professor Brown, “the bright golden ball of the sun, with
first a blue and then a white rim against a red background (cf. KS. 59, “the inhabited
world was, as it were, dipped in saffron”), is just above a variegated mountain peak”,
That is mount Meru, Vedic ‘parvata, adri’, “The rock of ages”, adrim acyutam, VI,
17, 5. whence the cattle (potentialities unrealised) are freed, the Rock (asman) whence
flows the River of Life, ‘asmanvad, sarasvatl’, RV, passim; the Himavat of KS. 36,
and Meru “around which the Sun for ever circles,” Ks. 39 It is upon this same

I. Inthe Buddbiat legend, Siddhirtha is the name of the Son. In either case the gosl (artha) sttained i that
foreseen by Agnk X, 51,5 “That was the goal {etam artham) |, Agni, wotted of*. Motz In this connection that the
Buddha's comesponding Hesitation (Brahmasadyutiam, S.1, 138 £) b like Agni's reslly » trepidation~"T was fore-
sesing hogt (vihihea) that | did net  uner the Etermal Law®, In both cates the unitary peinciple “shrinks from® the
Mlmm.mﬁﬂm}mmm;bﬂhmmhﬂmﬁﬂhrﬁmhm From me™;
‘beth assume their sk, {

2. The release of prisoners and remission of debts (KS. 102, in accordance a5t is with Indian custom at the
%irgh of a royal heir, corresponds in reality 1o the Harrowing of Hell on mmah%’-m
. |, T4, and this is really & "relesss from what & Vartma's, frem Yama's hobble, from all original sin™ (RV. X, 97, 16).
Thatitisthe Indian custom to release prisoners, etc, at the birth of & royal heir affords an admirsble example of
“regularity”, ss this term 1 employed technically in connestion with ‘agitilis’. The pattern of sn orthodox sodiety i
juit as much asits rinual whers everything is done *in imitation of what was done hﬁlwmlﬂl
sprecisely therefore “requlae™ (rvyn, dharmia), Excgamy, for example, “depends™ upen the principle that the Theotokos
isnever a Devi, but always an Asrl, ie., in origin, though she becomes, & Devi by her masriage, just as & woman
‘beeomes & “member” of her hushand's family,

3. The mountsin . comesponds 1o the Buddhist grdbrakita, “Vuliure Peak”, ek 5P, XV, 10, "Il'lulw
deft this Vulture Pesk”, That Indra is thecfficiant corresponds not only to the Brahmarical part he also plays as
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Meru that Indra performs the Conqueror’'s lustration (abhiseya = abhiseka, described
in KS. 97-99), which is not merely a natal bath and baptism, but a royal initiation
(rajasiya),’ as represented in Pl XXXVIII, Fig.I ; and akso, one cannot doubt, the same
as the mountain upon which, again with Indra officiating, the Conqueror’s sacerdotal
initiation (diksa) is effected, as represented in Pl. XXXVIII, Fig.2. Both of the characters
thus formally communicated and imprinted are the Conqueror’s by divine right, as they
are those of every Messiah bor in the ‘genealogia regni dei’.? !

We consider next the representation of an apparently trivial episode of the
“enfances’, based on Hemacandra's Trisastisalakapurusacaritra, parva 10, summarised by
Brown, loc. cit. p. 32 in connection with his reproduction of the same miniature, our
PL XXXVIIL, Fig. 3. A deity unnamed in this text, but in whom we have previously
recognized Death (mrtyu),” is jealous of the Great Hero's “virtue™ (viryam, virile
power),' and upon an occasion when the latter is at play® with his companions,

Agnidh when he brings the stew for the Bodhiattva's Throne of Awakening (bodhi-pallatika=Vedic vedi), bus equally
o his potition in RY. pasim, as officiant at the First Sacrifice, where he obtains his title of “Hero™,

I. Ascording to which Indra’s virya i linked with that of his namesake, in the manner described in 58V,
4,2,89,citing V5. X, 20. | should be noted that virys & “hercim® not merely in the sense of “bravery™, but as
the “whale virtue* of the "Haro”, his “manhocd™ (et “humanity”) in every seme, and as “wdliny”, including the
“‘eminal virue™ (cf. Bobler’s pendering of viya by "seed” in his tranddstion ef Manu, |, 8). It is then as much by his
vivifying power as by his bravery that the Hero congquers Death, and awakens these that are asdeep.

2 It is remwlable and not without ins ironies, that both of the Conguerors, beth Great Heroes |Buddhin and
Jaina), despite the vehement asserriors of Kpatriya superiority that have been made, shandon the household [ife, receive
a sacerdotal initistion (which h aho a 'second birh®), and play the parts of the priestly and omniscient Agni, that
of the Brahman who ‘tavidyiss vadst’, RV, X, T1, 11 the abandonment of the household life (abhinikhhamans) is
precisely the translation of Agni From the girhapatys to the Ehavaniys shiar. The superiority of knowledge to sction,
that of intellectual 0 phisical operation, which is of the essence of Brahmanical and of all other orthodox doctrines,
is fresly sdrumed ; the Ksatriya as such, the man of sction a2 such, is treated &3 a mere worldling. And this & carried
9 far that one may say that in Buddhism and Jainism, the position of the kyatra, the regnum, although nominally
exalied, is aciually degraded.  Vhat comespands in Europe is the replacement of the concepts of purity and regularity
by those of Puritanism snd monlism. The sensibility that isina measure proper 10 the regnum (as disringuithed from
the sacerdotum), now unwesrained and overrmaching, becomes a sentimentality, or in other words  maperiafism,
chanacteristically expressed in an undue contempt of the warld, no longer seen & & theophany. On the other hand, the
docirine of & due proportion of the outer to the inner life is meintained-in both the orthodox developments of Vedic
tracfition, respectively Vaijgavs (karma yogs, Kgatriys initlation) and Saiva (jilns yoga, Brahmana initistion), |n sther
words, the Indian rejection of Buddhism was normative, in the same sense that the “Thomist revival” (cansidered
apart from the bigotry of some of its exponents) is normative at the present day,

3. MFA, Bullefin, MNo. 197, pe 38.q. % | have since discovered (Ramachandran, loc. git. p. 117) that the
story b abio told in the 5d Purbga (Vol. IV) and in the Vardhamina Purdna, and that here the name of serpers i
given there a3 Sathgama, Le. Desth, of. RV. X, 14, |, whers Yama b shgamano fanandim, The-episade is illumraied
smongt the older paintings st Tiruparuttibunram, see Ramachandran, PL VII, fg. L

4. It is precissly by his “virileenergy”, (viryena, 11, 11, 5) that Indra (mahavira in [, 32, 6) overcomes the s=r-
pent, Ahi, wha is also Vitra, Death, ez,

5. “Play”,sc. Wk; of. RV. X, 20, 7 where Soma goes, “playfully™ (krilub) to his sserificisl death; X, 3,5
where Agni’s flames are “playful” ; X, 85, 18 wnd 42, kellanwaw ; X, 79, 6 shoilan kelfan ; and twenty five other Vedic
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“assumed the form of a serpent and appeared at the foot of a tree”, just-as Mara in
the Buddha legend appears at the foot of the Tree of Awakening. All but the Great
Hero are terrified and run away (as Indra is similarly deserted in his conflict with
Vitra, RV. VIII, 96, 7; AB. IV, 5, etc., and the Bodhisattva in his conflict with Mara,
J. L 72). Presently the serpent assumes the form of one of the boy companions,
and is no longer recognized ; all set about to climb the tree ; the winner is to have the
privilege of riding on the backs of the losers. Mahavira naturally reaches the top
first, and there “shines like the Sun above Mt Meru”. while his companions hang
below as “branch-creatures”, i. e. like birds or monkeys. Expressed in Vedic terms,
the Great Hero has defeated Death and as the Solar Eagle rests on the topmost
branch of the Tree of Life, while below him are all creatures, nested in its branches ;
as in RV. 1 164, 22, "It is in that tree that all the eagles taste the mead, abide, and
make their nests; at its top, they say, the fig is sweet, which none may reach who
knoweth not the Father”, cf. also PB. XIV, I 13 where it is a matter of climbing a
tree, and the question is put, “Those who ascend to the top of the great tree. how
do they fare therafter ?”, and answered “Those who have wings fly away, those
without wings fall down™; on climbing the tree, cf. also PB. IV. 7. 10. and JUB,
l. 3 and III. 13.

vV

Let us consider, in conclusion, no longer the explicit references of the paintings,
but the manner in which these references are made, In the miniature last discussed,
an example may be seen of the method known as “continuous narration” or
“continuous action”, defined in Professor Brown’s words as “the portraying in one
composition of two or more scenes from the same series”. Taking first the right
hand half of the picture, we see Mahavira alone, carrying a_“hockey-stick™”, and
before him the Serpent, coiled about the Tree (in a fashion suggestive of Christian
representations of the Fall, where indeed the “situation”, viz. “in Eden”, is the same,
although the “event” is different) ; Mahavira’s right hand is extended, perhaps about
“to pick up the snake like a piece of rope and throw it to the ground”. There is
no indication of a climbing contest (which seems to be implied by the figures of

uses of root lel), and the “stag at large in VI, 87, 2; and Eckhart's "Erernal playing of the 50......there has always
been this nl-ruuirum..-...mn-!b before all creatures......sport snd players are the same™ {1, |48).
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the two companions in the upper register of Brown's Fig. 67) ; the Snake is not
represented as climbing in competition, for it is in the form of one of Mahavira's
playmates, and not ‘propria persona’, that the Snake competes. Then considering
only the left hand side of the picture, and ignoring the Serpent, but not the Tree
(which still defines the “situation”) we see the Great Hero, nimbate as before,
but now having won the forfeit, riding on the back of one of the companions, or
more probably on the back of the Serpent, on the shoulders of Death. still in the
assumed person of one of the companions’. In the same way in Brown's Fig. 106,
the painter “combines two moments of the narrative---the urging by Krishna's wives
and the urging by Krishna himself” (Brown, loc. cit, p. 46).

The method of continuous narration is not of course specifically Jaina, nor
even specifically Indian, but rather simply “primitive”. In PL XXXVIII, Fig. 4 we
adduce an excellent example from a Buddhist source of the second century B.C,, ie.,
antedating by more than a millennium and a half the Jaina miniatures that have been
discussed above. In this Buddhist relief the Naga Erakapatra is shown three times
in one and the same composition,” first as a seven-headed serpent in its own watery
home, then in human form with serpent hoods, still in the waters, but in an attitude of
worship, and finally in this second form kneeling beside the altar and tree that
represent the-Buddha.

Here, then, 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 continu~
ous act of being, is depicted. The limiting concepts are on the one hand that of the
“world-picture” (jagac-citra)* in which all that belongs to every where and every

1. In the conclusion, the Serpent agaln assumess terrible ophidian farm, but i defested in conflict, does:
reverence (o Mahivira, and retires to its own place.  Here the equivalence to Krishna's Kiliva-damans s svident.

2, For tha mory ses JRAS, 1928, pp. 629030, The type of the seven-hooded, or sometimes three-hooded
Niga of Indian iconography is the protean serpent dragon (Ahi-Vira-Viivarips) whose seven-rsyed head becomes:
by sacrificial mansformation Agni, or the Sun with his seven mys, or Seven Suns that fight the Seven Regions,
Similarly the Sumerian Mushussy, seven-hesdsd dragon sliin by Minurts, and a5 Langdon remarks (Semitic  Mythalogy,
p. 130) "t would be remarkable if this entire Indian and Imnian legend was not olimately Sumerian®™. The sme
spplies 10 the slaying of s polycephalows Hydra by Herables (really  conflict of the Son with the Father), of. Frankfor,
“Cods and myths on Sergonid seals™, Iraq, [, 1934, p. 19, Erakapaira’s processicn is an 2t sarpana in the sense already
explainad, see also my Darker Side of Dawn, Washington, 1935, and *Angel and Titan, & study in Vedic ontology”, 1o
appear in JADS. immediately.

3. Pomible, howsver, when words employed not as signs but as symboly are pregrant with many meanings ;
#ch & e of words tending towerds the concept of the single Word (vic) by which and in which the divine ntellect
(manas) expresses and crestes all things, cf. RV, VIIL. 24, 7 vidvini vibamanssah“OM" & & “confinuous narative™.

4. Sapkarichry Svitmaniipans, 56 ; Genasin, I, 31 ; wtc.
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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
at a single moment ina givén 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 dateable 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 the representation of the
now of eterity apart from temporal and spatial extension, than to the now
<envisaged by the painter of effects and of events. :

In this respect the visual art again reflects a point of view that is unequivocally
<xpressed in the Vedas, that of the real immediacy of all the happenings that may
seem to be described as taking place in succession, We have treated of this
«elsewhere in an article entitled Eternal Creation in the Rg Veda', and shall do so
now more briefly. That ‘the divine life is uneventful is indicated in RV. by the
«constant use of the historical present ; by the constant employment of such words as
“sadya,’ maksu, muhur’, and ‘nu” in the sense “immediately” and not at any ‘one time
more than another ; and by explicit statements contradicting from the “jidna kinda®
and ‘paramarthika’ point of view the reality of those “events” that are related elsewhere
in the form of “myths” and “legends” (akhyana, itihdsa) and, from the literal-minded
(karma-kanda and pratyaksa-priya) point of view=---that of the lowest level of
reference---may seem to have actually “taken place”.

That RV. deals as stated above only with a timeless act of being will be
illustrated here only briefly. Takedt together, the three citations next following assert
the simultaneity of the Conception, Nativity, and Mission : 1,293 “No sooner
impregned than bare the Bull” (sadyah pravita visanamajana) ; 1V, 7, 10 “No sooner
born than he displayed his vital-power” (sadyah jatasya dadrsanam ojas) 5 X, 115, 1
“No sooner born than instant waxed and went on his great errand” (yadi jijanad:--
nu vavaksa sadyo mahi dityam caran). |In the same way it is said that all of Indra’s
famous battles are merely works of imagination, as true and no more true today than
they were in the beginning, as true and no more true here than at the outermost limits
-of space : “All that they call thy battles, Indra, are indeed nothing but thy Magic
«(méyetsa te yani yuddhani ahub), neither hast thou any foe today, nor hast thou ever
had in time past” (X, 54, 2, of. VI, 18, 12) ; “ltis by thy speculation that thou art

1. Tﬁlpphrhﬂuh&uukmﬁ.wumm;ﬂhﬁ-ﬁhh“ﬂlflﬁ.
2. Lienlly, *Ioday”, “this day”,CF, Ecbart and oshers, "hadie est ssermitas®

3 ChalmlV, 7.5 “Ere yet im,hmmlmm born than thou becamest the
M-ww"trumvudﬂmhwhm,ml.
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most slayer of the Dragon™ (dhiya - vytrahantamah, VI, 24, 7). Itis the cutting
edge of the “tongue” by way of “axe” that “hews” (taks) the wood of which the
world is made (e.g. I, 20,2 vacoyuja tataksa manasa), by way of spade that digs up
Agni (SB. VI, 3134 and 415). The creation, in -other words is noumenal and
nominal, a matter of nomenclature (ndmadheya), that is to say of ideas only, of all
those forms (ndmani) that Varupa knows speculatively (dhiya), mirrored, that is to
say, in that world-picture of which we spoke above.

The actus primus (drambha) of the human artist (mantrin_ silpin, etc.) is in the
same way a contemplation (dhyana), the actus secundus or servile operation (karma,
vrata) an imitation (anukarapa) of this vision (tad dhyatam) seen as if in a mirror
(pratibimbavat),  i.e. “speculatively”. We can hardly wonder then that the result
should be in some degree comparable to the world-picture, to some extent and as far
as possible a representation of things sub specie acternitatis, apart from time and
space. The same thing can be recognized in the technique of vertical prdjection,
perspective & cheval, the “bird's eye” view of things, which is so characteristic of
Jaina painting and Indian art generally as well as of other traditional arts. For it is
again the Sun, Varuna's “eye”, Agni as Mitra ‘usarbudh’, the Buddha as “eye in the
world” (cakkhum loke, D. 1l, 158, S.1, 138, Sn. lll, 9, 6, the Sun who is most
eminently “equestrian” and is the “bird” that sees the world-picture (visvam abhi
caste, etc. RV. |, 164,44, 1l, 40,5, VIl 611, X 85,18 etc., Katha Up.V, II)
spread out (uttinam, prathitam) like a map without horizons (aparimina, aparidhi),
and not as one sees who stands below and gazes horizontally, where “distance” is
obscured by “foreground”.!

We are not 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 ‘dhydna’, Vedic ‘dhi’, could not have been otherwise represented. One could
not merely by an arbitrary and “archaistic” imitation of the method repeat its implica-

1. In other words, the whele of RV. an "wrangement® of God, who is variously named according to his
manifestations (V, 44, 6), whom being One they subdivide mentally (X, 114, S.cf. 1Il, 19, 4 and VIIL 58, 1), the
Sacrifice by which he is extended (X. 90, 6) and discriminated (X, 99, 14) being ementially eternal, and {like the Christian
Sacrifice, the Mass) cnly accidentally connected with time, for “He has cnce for all done what s inimitable as long as
the sun and moan alternately shall rise” (X, €8, 10, Macdenell's translation),

2. Sa, 1,5, 6, bhagavan buddhacakinng lokar volokesi.

3. Kagha Up, ‘V, 11, sarvalokasys cakguh.
4. The solar point of view (darfana) is not only a herasic, but also the roysl point of view, ss distinguished

from the plebeian point of view implied by honzontal pespeciive ; the Sun being husband of the Earth stretched cut
below him (uttinam bhomim, X 27, 13 and X, 142, 5) [n the same way that & hing is the hushand cf the earth

(bhopai).
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tions ; 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 preexisting form, but, “concreated” with its form, by
which it is informed.’

It has thus been demonstrated what is the ultimate content of Jaina art, and
that its stylistic formulae are not merely appropriate to, but inseparable from the
expression of this content, and asa matter of infallible necessity. All this will apply
with equal validity to the interpretation of the iconography and technical formulae of
other than Jaina Indian arts, none of which can be profoundly understood apart from
their roots in Vedic symbolism ; and will apply in the same way to all other orthodox
arts, Christian or folk art for example. For the burden and idiom alike of all such
orthodox art has been continuously transmitted in accordance with the “universal and
unanimous tradition” (sandtana dharma, philosophia perennis, etc)) of which the
ultimate source is a “revelation”, (sruti, etc.) received in. the beginning from the Light
of Lights.

List of illustrations
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" A NOTE ON RAGAMALA

8y Nanalal C. Mahta 1.C.5.

One of the most interesting illuminated Mss. at the Bodleian collection of
Oriental paintings in Oxford is Ms. Laud Or 149, It had received passing mention
by Binyon and Amold in their work ‘The Court Painters of the Great Moguls.”
Three pictures, Ragini Kanhara and Vilival have been reproduced by Stchoukine
in ‘La peinture Indienne & I époque des Grands Moghols’ on plate 72 while
Ragini Paficama was reproduced on plate 73 and assigned to the beginning
of the 17th century (see p. 207).

This date is not tenable, for the Laudian Ms. has been in the Bodleian since
1640 and among the pictures of the Ragas there are two panels of Persian
Nastalik calligraphy dated 1587 and 1602-3 (A. H. I0TI) respectively, the latter
having a picture of a Riaga stuck onthe back of the same leaf. The Ms. was
probably acquired through Sir Thomas Roe who was ambassador at the court
of Jehangir in I615. The pictures undoubtedly belong to the closing years of the
IGth century. The pictures are labelled in Persian on the margin by slips, separately
pasted on and are obviously contemporary. They must have been painted at
least prior to 1587. The pictures of the following Ragas were found in this album :
3v. Malhara ; 5. Mafigora (?) 8. Gunakali =Malavi (?) 9. Vibhasa ; Ov. Kanhara ;
I5. E!’Bil'ﬂ"c‘ﬂ 1 19, Aﬁ\’ﬂl{ 5 20v. D"Iﬂﬂii‘!{ 3 25. Nﬂl i 29, Hl[ldO' - 3 3L ]\"[ﬂlakam 3
33v. Syama Gujari , 36v. Paficama ; 40. Variri ; 45. Bhairavi ; 49, Devakali ; 62,

Vilaval ; 66v. Vasanta.
We have here Raga pictures whose relatively early date is beyond doubt, and

which help to bridge the development of the mediaeval Gujarati school of painting
and that of the later Moghul and Rajput schools.!

1. See my note on page 139 in the Bodleisn Quarterly Hecord, 1932, Vol, Vi, No. T6.
37
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Stchoukine published two pictures of Raga Malakausa and Ragini Bhairavi
on plates 70 and 71 from a — :

British Museum Ms. which is
ascribed also to the beginning
of the I7th century. These are
undoubtedly earlier than the
pictures in the Lawdian Ms. and
apparently continue the tradition
of the western Indian paintings,
typified by the illustrations of
the Jaina Mss.' Ragini Vasanta
(Pl. XLI)' belongs to a related
and  probably even earlier
series. Recently some Riga
pictures purely of the westem
Indian school have been dis-
covered which | hope to deal with
in a subsequent note. ‘Riga 2I'
(PL. XXXIX) as the drawing
is inscribed on the upper margin,
belongs to an altogether different
tradition and may be assigned
to the latter half of the sixteenth century. Ragini Malavi (PL XL, Fig. 2) belongs
to a series from the end of the 16th century, obviously inspired by the typical
Muslim architecture of the period. The pictures were acquired in Udaipur and it is very
probable that they were actually painted in Rajputana, judging from the simple colour
schemes, the deep red borders’ and the Hindi labelling in a rectangle - painted in
yellow at the top of the picture. A certain amount of shading is resorted to in

showing off the architectural details of the projections and also the diaphanous
quality of the dresses.

Of the second half of the sixteenth century, and painted no doubt in
Guijerat, is another series of which Ragini Yogiya is shown on PL XL, Fig. I. The
Ragini illustrated on P- 146 belongs to a series of a hundred pictures, the last one
T 1 Privase collestion, New Yok

2. Private collection, Caloutta. The margins are rmt shown on PL XXX,

3. One painting (Ragini Banglla} however hasa figure of a deer caught by & deagon picked o in gold on
the border,

-
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being dated Sarivat 1709 Jyesta Vadi 8. The place name is also given but | Kave not
yet been able to decipherit. The serics is specially interesting stylistically and
lam notaware of the big black ball shaped omaments worn by women on the
wrists and the black hanging tassels in any other period but that of Akbar, Every
picture of the series has a conventional border which forms, as it were, the foundation
of the pictorial architecture. The venue of the series is undoubtedly Rajputana and

the place name which is not quite distinct may be Nasratgarh. The inscriptions-

at the top are in a somewhat incorrect Sanskrit. The verses appear to have been
borrowed from a variety of sources.’

From the material now available there can'be but little doubt that we shall

have to look for the origins of the Riga pictures beyond the Mogul period and
seck some of them in the development of western Indian painting.

l. Of later seriey of Rigs and Riginls the following may be mentioned, (—

Sumptuous paintings of the early 18th century with Sanskrit inscriptions in the collection of the Thakur Sahits
of Dilwars  (Udaipur),

The Rampur library series probably of the 17th esntury, with Persian inscriptions.

Examples of the Deccan style in the collestion of the Right Hon. Sir Albar Hydari st Hyderabad,
in my Hindi book "Bhasativa Citrakals” published by the Hindustani Academy of Allshabad.

Beitish Muoseum mamuscript No. OR. 57bf21934, probably belonging to the eardy nineteanth century.
A good many pictures are signed by the artits, Sitaladss, Giridhinltl and Bahidursinha. The inseriptions sre in golden
lemers and some of the mounts are elaborately decorsted, Manuscript OR. 58c has 35 paintings.  Most of these
puintings hava onthe top of the picture some verses of Hindi poetry by an unknown author ; of. Bhiratiys Cirskals,
pp. B0-82.
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body-like appearance of the Buddha beyond its anthropomorphical limits. There and
with this elevation it outgrows itself, it is slightly higher than one expects, but by the .
litthe that it is higher, it exceeds the limits. “Purusa who has a thousand heads,
a thousand eyes, a thousand feet, investing the earth in all dim:ﬁmum-ith

ten (afgula) fingers” breadth” (RV. X. 90. 1). Such is the Purusa before the sacrifice

and this excess is not distributed in the sacrifice into the manifested world. It

remains beyond it and the Buddha Lokottara comprises it in his substance which

also invests the carth in all directions. Of this exceeding quality of the Buddha

substance as Mahapumsa, unqualified (nirguna) and not manifested (avyakta), i. e,

“before the sacrifice”, the Usplsa is the emblem. The knowledge of it underlies such

legends as that of the Brahmin who doubted the body of the Buddha to be sixteen

fect high and wanted to measure it with a bamboo rod sixteen feet high. But it

constantly rose above the end of the rod ;! or, a stipa was built around a small

stipa.  As the monument progressed in height the small stipa always exceeded it by

three feet”  This outgrowing as an incessant process is marked by a small measure,

No measure at all can indicate how far it reaches for it reaches beyond the manifested

world in which alone measure counts. Ten afigulas, three feet or four angulas® connote

exactly the same, i. e, a being beyond the limits. It stands for the Mahdpurusa as-
‘mirgupa’.  Such is the function of the smallness of the emblem. There number does

not count ; it could be indefinitely large and it is variably small, “unmeasured in the

measured out™ for it does not refer to this world of Maya. to the cosmos which is

ordered by number and measure’.

The substance of the Buddha image exceeds the semblance of bodily limits
and makes it into that of the Lokottara Buddha. This takes place at the apex of the
head (fontanella minor) where the threshold of Brahman (brahmarandhra) is situated
and where the thousand petalled (sahasrira) lotus is unfolded downward with its
pericarp aloft. This point on high is ‘the door called Vidhyti (tearing asunder) the
Nandana, the place of beatitude™. Here “where the root of the hair divides, the Purusa
opens the sides of the head.”” Further it is said : “The channel (nadi) called Susumna

(soing upwards within the spinal cord to the brahmarandhra) serving as the passage

Hiven Theang (Julien), Mémoires Val. II, p. 10.

I, Val, I, p. 108

Pratimblakgagam, (J, N. Banerjes) p. 1.

Atharva V. X. 7. 39, :
Mﬁbﬂ‘mrﬂwhﬁnmuﬂmihmhmhlirﬂm
Ak Up. 1L4.3, 7.

Taie. Up. I & 1.

SRR R
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of Driga (breath), through that channel let him proceed upward”™.! “From thence
he goes to selflessness and he obtains al(l)-one-néss (kevalatva). Having crossed the
limit let hirn Join himself & the limiless in the crown of the head”, The Saivas call it
Sivasthanam (abode of ﬁﬂ]ﬂ!"f navas call it Parama Purusa.’

The “threshold” is the site of the Usnisa. At this place the fimit is crossed. Here
“the Susumpa leads upwards and pierces the solar orb. By it they go the highest
path”} tﬁisisﬂniﬂacédf Nirvipa and here the breath (prna, ie., uddna) passes
outside. The place of Nirvipa is sign: in reliefs in a twofold manner. Flying
Vidyadharas hold a stipa, asif it were a crown, above the Buddha's head,' and in
Pila mhcﬂnpaﬁniﬂiqamhmvdhﬁtabnuﬂnhﬁdnfﬂwmain
Buddha image in the middle, ﬂ!etigllﬁldndﬂthlélmsinmng‘sttlumufhis
career which are threaded along the edge of the slab.’

The S of the Uspisa is at the Brahmatandhra. Tt hes i the place of
tetseetion of the vertical ais which passes along the Body and beyond it, and
an imaginary horizontal plane which rests on the top of the skilll. Here the
Biddha-world comprehensible by the semblance of his body Cculminates and this
climax of béing (bhavigra) is the point the moment of transition from the
mahifésted %H'Mﬂa%ﬁwmmDﬁmﬂwwﬂng@ta&ﬁaﬂkmr
path”.* The substincé (form) of the image refers to both (p. 165).

Along this dreat perpendicular path Prand leads beyond death. It moves
ilong the Susimid while at the same time “pervading all””, for “breath is the sap of
the limbs."*

The comprehensive body of the Buddha is pervaded throughout by the agent
which leads beyond the body. Within it, breath inflates what it traverses'’ and
imakes the hmbs found”. It pheumatic activity brings about their vegetation

1. Katha Up. Il 6, 165 Mairi V1. 21,

2. Sawakea Niripeni, 44

3, Maini Up. VL. 30.

4. Karli, of. Coomarsswamy, l.. PL V. Fig. 3.

5. Kramrisch, |, Fg 17, &=,

6. BudnThﬂdﬂ[W.T.EvmemTimmbmkuFﬂnM;. B9,
7

1. Anuvysfiana, Bumouf op. ci. p- 616
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aspect, their surging fluid shape. In conformity with this appearance, Hiuen Thsang
speaks of the Usnisa of the image of Bodh-Gaya as a fleshy cone! The
comprehensive substance of the Buddha image remains the same along the vertical
axis, below and above the zero point of Nirvipa. So it also appears, while in fact
the Usnisa is an emblem, a thing without qualities, i.e., without thingness, real only
by the position it occupies and the reference it bears. ltiscorm:tlngyﬂmdn
Usnisa is not visible to the eyes of ordinary beings." It cannot be, emblem as it is
of ‘nirgupa” Mahdpurusa. In ‘theory” the Universal Being is invisible to all and the
sages Ekata, Dvita and Trita had to leave Svcl:advfpa without having been able to

see him.!

When it is asked “What knowledge is  the Tathigata possessed
of so that the protuberance on his head is shining 7" The answer is “Who
“has known this place is never bom again.* The Uspisa which marks
the Brahmarandhra, while pointing upward  widens towards the bottom,
an inverted shape. It recalls the stipa in form and meaning.' Placed on the
z¢ro point it can be traversed either way along the vertical axis, While it is there
that the breath (uddna) goes beyond, it also enters by the same channel. At the
site of commutation Vayu, the wind, enters and Agni, Aditya and Brahman ' and by
placing the hand on the Brahmarandhra (of -an image of Siva ur-_silkﬁ}
Pranapratisthd (the establishment of praga within the image) is performed”. With
the establishment of breath all is established.? By breath or by air, as by a thread
this world and the other world are strung together and Priga is Brahman (the

sitratman). In it the Udana abides” Such is the place of the Usnisa, the plummet
on the zero point of Satratman and Susumna,

This does not exhaust the emblematic Flmcﬁnn of the Usnisa and before
approaching its further import the interpretations hitherto made of this symbol have to
be considered. The accepted meaning, ‘protection from the heat’, and its interpretation

Mémoires, op, cit. L p, 359,

On Yuan Chwang, Waners, L p, 197,

Cf. Sénar, Légende, pu 111,

Saddharmapundarika, S B E. XX1, p, 427,
Sﬂuhlhhmﬁ;cf. Bhagavadgis, 5 B E. Vol VIIL BT
hmyhnmm&ﬁhnﬂdHhmnp-. BV. X. 148, 5,
Ait.Up.lLi.S.?;Tih.Up.l.ﬁ.E.

Avalon, Principles of Tanera, p. 398,
Atharva V. X1, 4. 5.

CF Br. Up. I, 7. 2; 9.9 ; 9, 26.

PR WA N
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as turban have no reference to the Usnisa as carved on the actual images.
The early texts (Mahapadina and Lakkhapa Suttanta, Lalitavistara)
while enumerating the marks of the Mahapurusa do not interpret them. Bumouf
already saw that the Buddhists accepted the term Usnisa in a particular sense. It is
moreover absent from Brahmanical texts. The Mahibharata (Santi parva XlI,
336 and 344) describes the inhabitants of Svetadvipa (white island) and Nara and
Nairiyana as having heads like umbrellas (catrakrtisirsa) and the same character is
attributed to the head of the world-ruler by the Brhatsamhita and Samudrika Sastra.!
This attribute refers to the head alone and not to the part which exceeds it
This quality Buddhaghosa® had before him when he commented on Unhisasisa
as referring to the well developed forchead and head of the Mahapurusa. It
figures separately in the list of Mahapurusa Laksapas and also among the
Anuvyafijanas® It has its prototype in Atharva Veda X. 7.32 “the sky his head”

and its tintric elaboration in Satcakra Nirdpapa 40, where Sahasrara is located
in the empyrean (parama vyoma). This lotus has its head tumed downwards.

In contemporary and traditional tantric ' paintings the petals of the Sahasrira lotus
fall back over the wide expanse of the skull Si Kalicarana® says : The lotus of
a thousand petals is like a canopy. Itis above all. But in the centre where
“the subtle Bindu manifests the pure Nirvapa Kald the pericarp of the lotus is
directed upwards' “ and so is also the Usnisa. it

Position and function of this emblem, its static appearance and dynamic
meaning, associated as it is with the flame device and exhaustively commented upon in
texts, further enlarge its symbolism and suggest a new translation of the term
consonant with its significance’ The Lalitavistara has it that “after Bhagavan
had plunged into deep meditation suddenly from the interstices of the crown of
his Usnisa there issued the ray of light called the light of knowledge bom of itself

I Be 5. ch 67. v. 76 ; 5.5, p 785 of J. N, Banorjea's lucid account of Uspisa-diraskais, etc., [HQL vol. VI, p.453,
Sumasgalavilisinl, ladian Fi Quarterly, lPl&p—?‘f

Burncuf, ep. cit. p. 562, mmuvipulatipsh.

Amals Tippapl, Avalon, op. ¢it, p. 179.

o Smtcabra Mirlipana, 42,

ﬁ- Maentian has already besn made (Kmmrisch, Mahipuruga Lakjaga, The golden book of Tagore, p. 268
that the images of all the deiies in India are high above the forehead. Crowns are commonly employed, alo for the
Sambhoghaldya imsge of Buddha (cf. Mus, Le Buddha Paré, BEFEQ, Vol XXVIIl, p. 153), or tha hair is piled up high
(JagEmukuta of Siva and Avalokitedvara) snd Jaina images have the broad snd high skull frequently tapering into & point.
Coomasaiwamy, The Buldha's codi. erc, op. cit. p. 878 quotes from the Aupaplriks STs. There the sppearance of

W o

Mahivira is described with a projection on the top of his hesd, The head a3 seat of the higher possibiliies of being is
enlargsd a1 if to hold tham, From the point of view of presantation by the craftsman the mesns employed, e, incressed
height Is the sama which he gives in reliefi etc., 1o figures of outitanding importance.

39
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which brings the remembrance of the former Buddhas. It illuminated all the
dwellings of the gods of the pure abodes. The flood of light from the Tathigata
emitted the following Gathas (verses).” Such knowledge must have been had
by Hiven Thsang speaking about the ‘fleshy cone” on the Buddha's head ; there,
he says, appear celestial miracles and the divine puissance shows itself in splendour.?

The crown of the Uspisa is painted golden yellow in the Mara-
dharsana scene, Ajantd, cave I' lts cylindrical shape is cut out in front in
a semi-circle so as not to hide the dark Uspisa. In its upper part the cylinder
of the crown is beset with jewels, in its lower part the gold is worked trellis-like. ‘Well
could the light issuc from the interstices of such a crown. The golden cylinder
of the crown may also be taken asa ‘pars pro toto’ of the golden ray flashed
forth from between the eyebrows' of the Buddha. “It extended to all the
innumerable worlds of the ten quarters. On jts return the ray rested on
the top of Buddha's head and transformed itself into a golden pillar just like the
mount Sumeru wherein the pure and admirable countries of the Buddhas in the ten
quarters appeared all at once illuminated.” It can be added that the voice (dhvani)
of the Buddha is heard sorting from his mouth, the eye-brow-hair and the bump.*
This ray of light is one with the Buddha-word. The Buddha-word in its flood
of light comprises all the innumerable worlds in all the Buddha- hn&sﬂntmind
have been. The Buddha-word clothed in light is like another Meru, an ‘excess’

on the h:ghrr plane (p. 151) of the comprehensive Buddha-substance encompassed

by curves.”

The ray is not unsupported, Its radiance is manifested and shines forth
once it sorts from the body., Within it the Udana which leads upﬂlds
is light" It is the post (skambha) of the inner life®. the vital bltﬂh" This

1. Op. cit. and Waddell, Buddha’s Diadem or Upniga, Ostasistische Zeitschrife, 1914, p. 155.

2, Hiuen Theang, ap. cit. L p. 359,

3. Yaxdani, Ajanta, val. 1, ph X0Vl Thuud%p-mmdmnu chow clearly in the plate dus to the great
wreduction from the original.

4. Le,0md, see infra, p. 156

5. Amittyur dhyins-sOtra, SBE, vol. XLIX, p. 166,

6. Bodhican@wtiea, p. 419,

7. The ‘upper’ and Tower’ Meru stand in the relation of dharmakiys and nirmnakSys. The returned ray of

'lhnhnﬂlmdhﬂmmmmnpmﬂhwmmﬂrfmmﬂtm 1o the ugoisa.  Beginning and end of this
marifeststion are synchronoos i the dharma subsancs,

B CF Pradns Up IIL 7 11L9. N
9. Adhara' V. X T.
1. CFBeUp. 112 1.
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post of the inner life and the upper ray, the Susumpd in which the Udana rises into
the limitless! lie in one line! below and above the zero point of the Brahma-
randhra.  This fine, following another image, is the Satritman in which the Udana
abides? By it this world, as if by a thread, and the other are strung together.!
The images are consistent.  Thread and channel, post and ray, are the conducts in
the central axis of being. It is along them that air and breath, light and fire go
the highest path’ For Vayu (air) is Pripa (breath) and Prapa is Agni (fire).!
The Maitri Upanisad speaks of the ‘heat’ (uspa) produced between the breaths
(prana and apana)’, “The fiery energy, in the spiration it has its place in the dark
heat (usna) that emanates light proceeding upwards™ . Parallel with this
‘cosmognomical’ process the physiclogical circumstances of tantric yoga consist
in the lower limbs becoming cold while the upper part of the head grows Justrous’
i e warm. When the yoga is complete, the only trace of warmth to be found in the
whole body is at the crown of the head.' The passing of warmth and fire in the
Udana which carries them beyond death™ is the miracle of commutation symbolically
situated at the crown of the head.™ The Usgisa is its emblem and its name connotes
it, placed as it is on the point on high where the last heat is gleaned”® to radiate
forth as the pure light of which ry or flame are symbols.**

The Ugnisa, it is consistently apparent, far from being a turban or due toa
misunderstanding on the side of the craftsman is also neither a bony protuberance
nor a fleshy growth, although to describe it the two last anthropomorphical
‘secunda comparationis’ have been used, It is no thing. It is an emblem and it

Maitri Up. V1. 21,
Jaiminiya Up. Bedhmags (Owrtel JAOS) L 29,1, (The my) consisting of breath stands firm alof.
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refers to the super-sensible. It has no pratotype in nature. Even on the image
“itis not visible to the eyes of ordinary beings” and though its shape is apprehended
its meaning may not beseen. On some images (Bodhisativa dedicated by Friar
Bala)' the Usnisa was made of precious material' or of the pearl Candrakinta
(beloved by the moon). When the moon is about to reflect its light in it, there
rises a spring of water™ Here the Uspisa is not directly emblematic of the
breath, fire, sun' comespondence but the other luminary, the moon, with its
element the water (in which resides the element of fire)* is conjured. The symbols
in the upper sphere of the human or cosmic appearance are one in essence.
Usnisa with its flame and ray, the ray emitted from the Orps between
the eyebrows (at the site of the tantric &jiia cakra with its moon correspondence)
the eyes, one taken as the sun and the other as the moon, all these correspondences
have to be understood as analogies where the sensible, i.€. sun, moon, suture of
the skull, eye, etc., whether cosmical or human are taken as places of manifestation.
That which is beyond manifestation inhabits all these sites to an equal extent and
is not comprehended in any. There but its marks (laksana) are seen by those
who know them.

The Uspisa is the foremost Laksana on the body of the Mahapurusa, the
Buddha. His body is the circumambient substance of the breath which moves
throughout it and swells its limbs into a steady roundness. This is epitomised and
outgrows the limiting anthropomorphical semblance at the top of the head. It is ‘trans-
lated” into the higher level at the instance of Nirvana, thhutinllpﬁp is the

monument.

While the Usnisa is the emblem most conspicuous in the Buddha fmage, the
Ores, the brow-spot, the hairy tuft plays a large part in the texts (Saddharma-
pundarika,etc.). On the images however it may or may not be marked. Itis situated
between the eyebrows, and its place is called Avimukta® According to the Jabala
Upanisad,’ the Avimukta lies where the eyebrows are united with the organ of smell,

. 1o ASIAR.1904—5,p. 79. The Uspisa s miming. A cavity it eot inits plaey finto which an uyolss of
precious materisl mug have been imered),
Re. mani Gewel) of the uppisa, of, H.Hmr&thnfﬂuSuﬂhl,ppm. 413
Hiuen Thsang, op. dt. Vel. I, p. 145,
Ci. Ajt. Up., Ii.i1L“Eﬂrh¢*hn=|ﬁ5u(lhtlﬂ1lhd&:brmh."
khmumﬂhwhmhﬂﬁrhmh.
Bhagavad i VIIL 10,
CE, Sénan, op. cit, p. 155,
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Here is the union of the celestial world and of the higher world.! On this point
of union Brahman is worshipped. Coomaraswamy® speaks of the designation
of the spider as Omavabhi, thread spinner, and of the sun as a spider. The
spider image is related to the doctrine of the Sitritman. The spider image and its
reference to the sun is also related to the webbed fingers and toes (see p. 160).
In function the Urpa emblem is allied to the Usnisa. It flashes forth light which
illumines the universe. That it is said to be hairy also leads us back to the
Usnisa which is covered and surrounded by hair. In the early images a long
strand of hair is coiled around it® The accepted formula however is that of the
curled locks. Coomaraswamy has made it clear’ that the curly quality means to
avoid a ‘coming to an end’. Hiuen Thsang was also in the same tradition describing
one hair of the Tathagatha curled to the right. If pulled it is about one foot long
but curled it is not longer than half a thumb. Elsewhere' it is stated that a merit
equal to that of all the beings of the universe is required in order to give to a single
hair the curly appearance of that of the Buddha.

That the hair encloses the power and life of man is a widely curment
notion. The manifested power of divinity is shown in the growth of hair” (cf.
parallelism of the meaning of flame, ray, hair). When the future Sakyamuni spreads
his hair before Dipatkara Buddha to walk over it, the power of the previous Buddha
is transmitted to the Buddha to be, in this Bodhisattva-gesture. The whole
extent of the Buddha power is rolled into his round locks which curl to the
right', as the Pradaksind path leads around the stipa. The locks around and
on the Uspisa are to be tumed to the right, following the course of the
sun, the path of life. The craftsmen did not rigorously adhere to this aspect
of the symbol. They had more comprehensive means at their disposal to form
the substance of the Buddha. Pneumatic dilatation, fluid curves and the smooth
roundness of the body are their modes of visualisation for they are aware
“that all joints are joint with breath.”

i of the world of the seme=s and of the intellrct,
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The hair emblem, unlike the Usnisa is taken from the physique of man.
It is of no importance from where the symbol is taken to be a valid support
of the meaning. That the whole power resides in the hair, and that the
hair of the Buddha is curled not only on his head in locks, but singly also on
his body' (although the latter symptom is not shown in images) localizes it on
the surface of the Buddha-field (ksetra) as emitted from its substance. Here
a kind of chthonic magic is at play.

For the earth itself is not only ever active, but it is the constant result
of the wind of activity which makes it solid (parthiva vayu). All this movement
of the entire Buddha-feld—its size is measured by chiliocosms—makes the
hair on its surface grow in curls, and the words are alive to it which say
that the valour of the whole world is required to give to a single
hair the curly appearance of that of the Buddha. With all the incessant
movement—would it stop, the whole body would collapse® which means
in terms of form that the image would offer an inert (inane) aspect
in mass or colour—an inner balance is maintained, the frictionless equi-
poisc of this ceaseless function within the closed world® of the Buddha's body
and of the corresponding image. This unmoving Prdpa* in  current tdntric
practice is known in the retention of breath (kumbhaka) which is located in
the Susumpa nadl, and this channel (see p. 150) is situated in the spinal axis called
Merudanda. .

The fifieenth Laksapa enumerated in the Mahapadina and Lakkhapa
Sutanttas’ speaks of “the frame divinely straight” and this is commented upon
by Buddhaghosa that the Buddha “will not stoop nor ledn backward ner
have a crooked spine, but tower up symmetrically.” Continuing the description,
the ecighteenth Laksapa® of the Lakkhana Suttanta, that “there is no furrow
between his shoulders”, is commented wpon with understanding “from  the
small of the back upwards the fleshy cowering is as a level golden slab.”
In another connection furthermore  the Mahéparinibbdna Suttanta narrates
consistently : “He gazed at Vesili with an elephant look™!  Buddhaghosa

Lakyana 20, Labtavistara,
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comments that the “Buddhas were accustomed on looking backwards, to tum the
whole body round as an elephant does, bécause the bones in their neck were
firmly fixed” So they had to be as links of the Merudanda, through the
entire length of which runs the Susumna, the channel of Praga. The golden slab
of the back scrupulously records an appearance which® gilded bronze imagesvof
the Buddha invariably confirm. But whatever the material of the image, the
ﬂatnndmaightbac_kistlnmlamdnutonhro{dwﬂuddlnmhutaf
any Indian main deity. Standing or seated their manifestation is as straight
as that of a post (skambha) whereas the lesser divinities yield to the flowing
movement that goes on in this world (jagat). The Siamese tradition describes the
ankles of the Buddha as fixed in such a manner that he can tum his entire
body without moving his feet. As support of the world, “the Purusa stands
like atree in the sky'” and Agni (Vaisvanara) and Vispu of both of whom
the Buddha can be considered an avatdr are over and over again identified
with the cosmic column and tree’ Within this tradition the Tibetan image-
maker to this day inserts the life-tree, shaped as a truncated pyramid, into the
earthen Buddha image.

In touch with the Jevel earth* and not supported by lotus flowers (to the end
of the Gupta age this is the rule) are the feet of the standing Buddha images. Here
as well as in all other images of deities in the rigidly upright stance (kiyotsarga)
they are invariably inflated and taut and this often contrasts with the fluid
suppleness of the limbs, whatever their tolume. As if unwilling to be
detached or differentiated from the ground on which they stand or distinct
from the mass of the material, the heavy stone or the weighing bronze, of
which they are fashioned, they convey their affinity to the earth, felt as it is
as ‘parthiva vayu. Analogous to the top of the head they too are a place
of commutation, for Vayu here on entering becomes Priga as Prapa within

{. Seettivatara Up. Il 8 ; cf. Baveda pamim,

2. Maitd Up. Vil 11 ;"(The ray) comsisting of breath sands firm alof”  Jalminbm Upanigad Beihrrags,
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the living body is Vayu' “Brahman (as pripa) entered by the tips of the feet™
and this inflation swells them to a great extent before Prana proceeds and equally
distributes itself through the limbs while it ascends the high road of the Susumna.
Texts on the making of images agree in describing the feet as full or high like the
batk of a tortoise’ and the Brhatsamhita* distinguishes in the same way the feet of a
universal ruler. The Buddha’s substance throughout is permeated by movement like
the cosmos of which it is the emblem. From the sole of the feet to the point
of the Usnisa the image is consistently built up. The within encompasses the without
and thus fulfilled’ “is the Buddha Lokottara of whom all the images are made.’
Visibly the so-called physical and psychological as well as the cosmical inhere
in this emblem of the transcendental. On the whole and in an jnverse sense “this
also has the shape of man.”

The shape of man clings to the image of the Buddha Lokottara. Where

- it outgrows this semblance is the mark of the Uspisa and where it comprehends its
cosmical extent the fingers (and toes) are marked with nets. Jalangulihastapadah,
(jalabandhahastapadah)’ etc., are enumerated in the Sanskrit and Pali lists among
the Mahapurusa laksanani. Jals means net or lattice work ‘and both these meanings
~are valid in the manner of showing it ; whether according to Buddhaghosa's com-
ment the “net” refers to the lines of the fingers themselves and toes which intersect

L. The Pali lis donot allude fo the “swalled” fioet a1 8 Mahipuruss-lakyaga. Mo, 25 of the Lalitavistars may
refer o this mark. Some of the lakganas, as, for instance “fosty reeth™ (the inhabitants of Svetadvips have sixty,
Mahibhirara, le) are not within the wope of the craftsman.  Those which ars  within his range he not
only visualized but in order 1o shew them camvincingly, the “imege” which in their tonlity they imply, must have
been the obiject of his contemplation. He does nig shew single marks, here- and there, but the substanca iself of the
Buddhs or MihSpuruga which mahes the body of the Fug. That it is = transfigured body, beyond the sppearance
of sty Fgure need not be repeated, Almwaammhmhmmh'ﬁmwm&méh
but an emblem. The Buddha's substarcs coinprehends the cesmes. The lakgenas, ete. arenot physiognomical
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like those of a latticed window or whether according to a large number of images
a web connects the flngers, the meaning remains the samé. The web in-between
the fingers as shown by many images generally ends not in straight lines but in curves
and is frequently reticulated. Whether on, or in-between the fingers, the net
is not a physical trait. It is an emblem, i.e. a meaning visualised. Its prototype
is not anthropomorphical and altogether supra-sensible. The simile of a net which
may further be elaborated into one like that of the Harmsaraja, the golden mallard®
serves as an adequate symbol. As the circumambient mass of the image of the
Buddha visualizes his substance and does not portray his appearance, its marks
help to show qualities which are implicily contained in the form of the image.
They figure as names and guides. The imaged substance (kaya) of the Buddha,
this ‘ksetra’ of a wide and smooth surface is the emblem (pratika) of the universe.
The universe is frequently pictured in the texts (but also, as will be seen elsewhere
in application) as a net, texture or fabric. One of its main threads, the Satratman
has been’ shown already (p. 155).) “He wverily knows the threads of the warp
(tantu) and of the woof (otu) who comprehends all this (universe) ™! The universe
is viewed hete as an “haute-lisse” with Agni (Vaisvdnara) or the Sitratman as major
thread.  All contingent existence is shot across it, woven forwards, woven back-
wards®  “That of which they say that it is above the heavens, beneath the earth,
embracing heaven and earth, past. present and future, that is woven like warp and
wool”® 'Woven, i.e., comprehensive is this world fabric and whatever exists has
its place in its net-work. The universe understood as a woven fabric is tantamount
to the cosmos ie., it is ordered throughout. Microcosmically, referring to the
structure of man, it is asked : “Who wove in him breath” 7' Breath outside the
envelope of the body is air and (by air) as by a thread this world and .the other
world and all creatures are strung together® and “whoso may know the stretched
out string in which these progeny are woven in, whoso may know the string of the
string, he may know the great Brahmana”.! Cut across at any level or elsefin the

{. CF.iBeal, Romantic History of the Buddha, p. 55, The fingers and toes severally connected with a fine,
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vuﬁhidimcﬁhn,ﬂwmmhmvwldhhﬁ:dmu its net where everything
is fixed in its place. Seen from ‘outside’, ie. when broken through ﬂmrl
a view-point in the absolute) the shrine of Brahman is beheld consisting of four
mets.'  What is altogether filled by a thing, that also must be of the same
thing up to its limits ; its outer surface has the structure of its substance, “Around
all beings | went, the web (tantu’ of order (ra) stretched out for beholding” In a
more marrative mode the Mahd Sudassana Suttanta describes the palace of
Dhamma hung round with two net-works of bells?

The microcosm of man in whom breath is woven is one instance ; the building
in which- man or the deity dwells another instance or microcosm in relation to the
world fabric. Not only the palace of Dhamma has net-works of bells around,
They are also on the railing of Barhut and surround the entire stipa.' The railing
of a Buddhist stipa or around a sacred tree has the appearance of, and its primary
shape actually has been, a trellis, |t cross-bars are termed “siici’, needle. By its
appearance and primary material as well as by the metaphoric name of “sici” the
railing is a Jala (net, trellis). Besides, a net-work of bells is laid out on it. Such a
pleonasm of allusions is well applied in visual terms, lts concord holds in manifold
pictures the same meaning for it refers to the same vision. The railing pattern,
ubiquitous on the facades of carly Indian architecture and repeated in stories®
to have retained its original significance as long as the motif has been applied.

namental enclosure.'  Such an abode perfectly adomed is also the throne - of the

Bodhisattva in Tusita heaven. e is spread over with nets of costly texture wherein
tinkle innumerable little bells.’

The interchangeability of the symbols of body and building, both conceived as
indicative of locality to be dwek in, has been frequently seen”. The Buddha in

I Mairi Up. VI, 28, 58.

3. CLSBB.IIL p. 214,
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the stipa is surrounded by the ‘jala’ of the railing ; pre-natally as six-tusked clephant
he should be covered with golden net-works* and on being bom the Bodhisattva is
received by Sakra and Brahman under cover of a beautiful piece of Kausika (silk)
doth?. According to the Chinese version® the new born Bodhisattva is caught ina
golden net by four angels {rom the highest heaven.

The net as a whole is not visible on the image of the Buddha: He carries its
vestiges, pars pro toto, attached to, or on his fingers and toes *.

Thus it is beheld as an emblem on his ‘body’. Any section across his substance
would be marked correspondingly. Such internal levels or flelds cannot be
seen exteriorised from the image but they may be worded. “They will behold
here .my Buddha field ; forming a chequered board of cight compartments
with gold threads’, Altogether ‘cosmognomical’, the Buddha image comprehends
the universe. The Sitratman within its vertical axis rises beyond it across
the zero point at the Brahmarandhra. Every degree of being can be read
on the central rod below that point, every Buddha-field is expanded there.
Each degree of being is identical with a mode of knowledge. At the zero
point there can be no identity of any extent. Still, if this is to be conveyed
by the image, a symbol, a no-thing may do it : the Lspisa.

Jalangulihastapadal and Uspisa are concomitant cmblems. The fingers and the
toes hold up from within the net-work of the universe, the cosmos. The polyvalence
of this emblem, which also belongs to Nara and Narayana is shown and worded by
its similarity to the web on the extremities of palmipedes, and by the designation of
Hamisardja (see above). Harsa is one of the most ancient names of the sun-bird"
and the Svetasvatara Upanisad (Ill. 19 and 25) says of the unique Harhsa “in the
midst of the world he is the fire, he resides in the midst of the waters”, If the shrine
of Brahman has four nets, the town of Brahman in which dwells the Purusa “is all
surrounded by Ampa””. The liquid clement, water, the sun~bird, the sun with
its rays, the spider analogy of the sun, the spider, weaver of its net, the rays that

1. Lalisavissrs V.

2. Ibad, VIL
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issue from the sun, the very lability of these images as they glide one into the other
is caught in the likeness of the membrane of an aquatic sun-bird or else within the
lines across the long (and golden) fingers (and toes) of the image of Buddha as
Mahapuruga. The net-work of this Maya is pierced permanently at the instant of
Nirvapa. Emblematically the substance of the image rises above its name and form
with a form and a name (usqisa) that only belong to this symbol.

The balance within this entire and transfigured body (inclusive of the uspisa)
is indicated by the Laksana ‘nyagrodhaparimandala”, “the length of his body is equal

to the compass of his arms™*

Of the pillar and support of the universe the diameter must be wide.
For “the Skambha sustains both heaven and carth, the Skambha sustains the six
wide directions”.” Puruga pervades all the regions upwards, cross-wise', he
breathes cross-wise.’ His cosmic cross is the proportion according to which he is
extended. The wood of this cross is not dead. It sends forth branches Nyagrodha-
like, upward and downward within its circumambient fulness. The sap ascends
and . descends like breath itself, pervasive and its channels appear turgid in the round-
limbed image of the Buddha as Mahapurusa. The fluid movement of its surface

nowhere ends.

Thus balanced within itself the image is a counter-measure (pratima) of the
universe. There are further emblems which also coincide in order to make this
apparent.

Although not enumerated in the lists of the thirty two Mahapurusa Laksanas
and not even amongst the eighty Anuvyaiijanas, the car is most conspicuous in all the
images of the Buddha by its extra-ordinary size! The great size of the ear
emblem shows the corresponding capacity of the organ. “From the ears proceeded
hearing, from hearing the quarters of the world (dis).  The regions (dis) having

l. ef. Mahlipadina &, L. & p. 15 and ather fist
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become hearing entered the ears”,! Distance is measured by sound. “A krosa (two
miles) is the distance that one can hear the lowing of an ox’. " The Buddha's ear
hears everywhere, it takes in all the sound, all the space of the universe. For sound
is a quality of space and within the ear is situated the sense of balance, Immanent
within the substance of the Buddha is the universe with all its regions. They have
entered the car qualitatively, ic. as sound. To be accommodated there, the
receptacle ever acts in the sense of balance and orientation. Hearing and
the heard, balance and space, the containing and the contained coincide. The
substance of the Buddha comprehends the extent of the universe. The ear-emblem
marks the place of commutation where distance ic. all the regions find their
equivalent in balance. It is another way of showing the, ‘banyan circumference’
(nyagrodhaparimandala) of the Buddha's body, the equal extent of its fathom and its
length, and its cosmical (ordered) structure! The Buddha-pratima “‘conforms’ with
the Mahdpurusa, the Buddha Lokottara. It shows its marks interconnected and
their meaning coincides. The single emblems are ultimately synonymous. They
name what the knowing “see with the heart and distinguish with the intellect™.
They put it into form, the knowing and competent craftsmen.

1. Ibid. I 4. 2. 4. Cf. Anugitk, p. 350, "all the quarters residing in the wan"

2. Higen Theang, op. cit. IL p. 59.
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Il p. 49) says : “the Tathigatas cover with theis tongues the waorkds where they teach" This makes it clesr why it b
paid that the tongue reaches ta the ear. The ear holds all the warlds wherz tha Tathigatas teach. The Baddha-
word and his substance are one. cf. Jaimina Up. Br. [IL 18. “In me the worlds, in me the foor quarters.” Sénart,
op. cit, p. 125 has dealt with the long tonzue of Agni. .

4, CF Jalm. Up. Be, 1. 35. 1.
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