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A LONG ROLL OF BUDDHIST IMAGES

By HELEN 5. CHAPIN

Introduction

In the collection of the Palace Museum, Peiping (Peking)', isa long roll of
Buddhist images, painted, as | shall show later, between the years {73 and I176 of
our era for the emperor Li Chén® of the Hou Li (Later [Ta] Li) kingdom, and attri-
buted to the artist Chang Shéng-wén. This country, the last of a series of kingdoms
semi~independent of their great northemn neighbour, China, flourished in what is now
Vinnan province, China, from AD. 1096 to 1253. The scroll in the Palace Museum
is not only a good example of Sung' Buddhist painting, exhibiting certain stylistic

I, The present location and fate of this painting are problematical, since the Mussum mwhorities, a the
fime Pehing was threstened by the Japarese, removed  hurelreds of paintings 1o Sharghai, and have tince been accused
of commining af tha los of some ofthem. Mr. Tanska, of Mess. Yamanska sod Company, New York Cley, has
uwmdmmﬁnmmmthmﬂﬁml

2 For the Chirmse characters for proper names and Buddhist terms throughout this paper, ses the Glosssry of
ratnes snd tarms o the end.

The writer it indebied 15 Dr, Pater A Boodberg, of the Usiversity of Californis, fir sssistance in the rendering of
sevwral pasmages i the Chinae beats,

3. Cheonologicsl mble of dyrasties and periods in Chinese and Japanasa histery mentioned in the text.

China Hung 'YWy, (363-1359

Han 206 B.C—A D221 Chang T'ung, 14361450

Divinian inta MNerth snd Ssuth A D, 37589 Ching 1644-1912
Wel |rerthern, eavern and Ch'ien Lung. 1735-1T96

westarn ) 386557 Japan

Liang, 502556 Suiko A.D. 552645
Sul SE9.-618 Hahiha 645109
Tang 2 618907 Mara (Tempye) TOS-793
Five Dynastizs 907560 dogan (Heisn) 193500
Posterior Chin, 936-94T Fujiwars SO0-( 150
Sung 560.1280 Kamalurs 11501336
Ch'len Tao; 1165-1174 Astibags 13351584
Shun Hsi, 11741190 M.B The frt four rams under the hesding
Chia Hai, 1237-1241 Japan are ted loomly to cover art styles over periods
Yian 1280.1348 lorger than the acual political eme Fram which the

Ming 1368- 1644 names derre.
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features peculiar o the south, and a document of some value for the political and
religious history of south China, but it s of prime importance asa document for the
study of Chinese Buddhist iconography of T'ang and Sung times, before the disinte-
gration of the pantheon which took place during the Ming dynasty. )

I this preliminary study, | shall, afer a brief statement of the value and
interest of resecarches into T'ang and Sung Buddhist iconography, attempt to place
the painting among the other existing documents for this miymlmmh
relative value in this connection. | shall describe ‘the various divinities and as-
semblages represented in this painting as well as possible from mhkn,dmhgth
winter of 1931-2 in Peking, and | shall translate three of the inscriptions at the end of
the roll. As the text of these inscriptions is not easily available, | am including 2
copy from my notes (appendix A). ' '

The T'ang dynasty is unquestionably one of the very highest peaks in that
alternately ascending and  descending line which may be conceived as representin
China’s culture through the ages The names of its famous painters, poets, callj-
graphers, philosopher monks and travellers have gone singing down the corridors: of
time, and although the names of its sculptors are not known, their work shows that
they equalled in their own medium that of their fellow artists in other Belds. The
Tang period is known to have inspired Japan to the achievements in architecture,
sculpture and painting of the Nara period and to have started currents which in-
Auenced the arts of the Heian and Fujiwara periods. Moreover, from the city of
Nara, laid out after the T'ang capital, Ch'ang-an, in whose temples are still enshrined
bronze images of the 8th century in the tue T'ang tradition, we can get a better idea

Abridged chronologizal isble of the kngdami In

Feng Yu, 824859
Yinnan from the Man Chas yeh shib® Shih Lung, B52.877
Shun, B77-807
Yeh Ya Cirea 20d century B C. ;ﬂ"“l !mwr-auz
T Ta Li Kuo 9371094
Chien-ning Kua Early Trh cemtury Tuusn Ssivpling, 937944 h
l‘h::‘l: e . Tuan Suding, 10221026
1IE =4 Timn Su-chen, 1025-1041
Eliiyy S Ta Chung Kuo 1094-1096
& Hiou (Ta) Li Kea 1095-1253
# Losheng 674712 Tuan Chib-hsing. 1172-1200
** For acompletelis of the rulers of Yonnan be- Li Chem, 1171176
fore 1253 and of the hereditary governces under Chinese Sheng Te®*, 11T5-7

tule from 1253 w1382, see Saimon’s mrandatien in
French of the Man Chao yeh shih (limed i the
bibliography), pages 271-275.

**Diacritical marks on the canstiterafions of Chiness
wotds had 1o be partly amited oo sceount of techaicl
difhuliers. Bd, A

L]



of the Chinese metropolis and centre of culture than from the present Hsi-an Fu, the
site of the city itself.

This culture of the Tang period, though it was open to a mumber of
influences native and foreign, was in the main Buddhist, and most of its great
achievements derive directly or indirectly from Buoddhist inspiration. Besides the
development of temple architecture, of which only vestiges remain, of sculpture and
painting, of scholarly translations of hundreds of Buddhist canonical works and of
Buddhist philosophical discourses and commentaries on the scripture, we must include
the invention of printing, perhaps the most far-reaching human achievement since
neolithic times, which was in all probability due to the efforts of Buddhist monks
to reproduce images and texts,! A beginning has been made toward introducing to
the west the literature, especially the poetry ; and general books on art, including
Tang art, have been written, But of the iconography of T'ang Buddhist art, which
takes its place among the great religious arts of the world, and of the philosophy
underlying it, the west knows but little.

The Sung dynasty witnessed a great change in the nature of Chinese Buddhism.
The new religion had now been assimilated and absorbed into the consciousness
of the people ; and the dominant feature of the Chinese Buddhism of Sung times
was the development of the Ch'an sect. whose doctrines and ideas represent a fusion
of Buddhism with indigenous Taoist ideals. Not only did this sect produce a
philosophy and psychology more characteristic of China than of India and a
great impressionistic art of its own which was to exert a profound influence on the
art of Japan, but its ideals were absorbed by the Neo-Confucianists and find an
outlet also in the landscape painting which was the greatest achievement of Sung
times and has mever been surpassed by the landscape painting of any other people
or of any other time. We can not here go further into this subject, but may refer
the reader to Suzuki’s Essays in Zen Buddhism, Ist, 2nd and 3rd series and to the
same author's translation of the Lankivatira sitra and Studies on the Lafkavatira
sitra, adding only that Ch'an art still awaits adequate treatment in English.

The forms of Buddhism dominant in China in T'ang times, e g, those of the
Pure Land sect, of the Tlien-t'ai sect, of the Chén-yen sect and others, did not wholly
die out—were, in fact, active in various parts of the country. * On the other hand

I, ses Carser, The invention of printing in China and its mread westward, sxpesiaily chapter VI,

2 ln Ming timee they wire abssrbed into the Ch'sn sect, which thus lost e mest disinctive characterstic, that
of independence of images, texts, st Thus, today, we may enter s guz marked Ch'an Bn, o “grove of medutansn,”
10 find within » profusion of images of Baddhas, Bodhissttvaz, Athats, = b,
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no new pantheons or even divinities found their way into China from India for the
absorption’ of ‘Buddhism inte Hinduism in India; a process already active in T'ang
times, was fast nearing its completion, marked by the end of Buddhism as such® in
India. These forms of Buddhism in China, ﬂmmhndﬁtmm}dmsnf?m
m:ﬂ_ﬁm;mmﬂpﬁ&uwhﬁ--ﬂwm,wm the
stylistic characteristics of Sung, follow almost entirely the iconography  of Tang and
canbcsmdied_inm&rasdﬁricmgﬂphﬁsmemd.asrmﬂmmu.

Our painting is mportant as one of the few existing specimens, which | shall
presently list, of Chinese work suitable for use in studying Tang Buddhist iconography.
Among these, it is remarkable for its hrgﬂ:ardfarﬂmgmtnqmbu‘qfdiﬁ'en_ut
divinities represented. |t shows us the spread of Tantric® and other forms of
Buddhism in the South and ﬁﬁr:mmeﬁ&cbyﬁ:ﬁth:r&hg_ﬂt of Ch'an.
In this paper, we shall not takeupﬂxstuiyofﬂh’anan,&nahhmﬂ;ﬂg&'m
patriarchs are included in this long roll, they are done, not in the impressionistic style
of Ch'an art, but precisely in the same manner as the Arhats oceurring in the carlier
part of the same work, When, therefore we speak of Sung iconography in this
paper we really mean T'ang Buddhist iconography as used in Sung times.

In order to understand the iconography of T'ang paintings and of Sung paint-
ings based -on T'ang iconography, we must bear in mind that, as Mr. Waley points
out! a “sect” (for example, the Ching-tu or Pure Land sect, the Chén-yen sect,
the Tiien-tai sect, etc.) meant to the Chinese Buddhists of this time, a branch of
leaming,  Just as in a university, many separate subjects; such as medicine, law,
literature, ctc, are pursued, so the canonical works of these different sects were
studied in the same temple, and vma&enbfﬂmvmmtmdmu,: If we bear
this fact in mind, we ﬂmﬂmthmrﬁdmﬂnd,mﬂdninth:lmgmﬂﬂ&b

miﬂmwinmmmﬂﬂqmwﬁtdn sill noticeabls today to & trained e S
vm.mmmmmmﬂmhammm
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is the subject of our present study, the favourite themes of several different sects
illustrated side by side in the same work. It may be noted also that Dhyana or
meditation was practised by all the Buddhists of the time and not least by those
believing in a paradise, for example, the worshippers of Amitibha Buddha. Images,
whether paintings, sculptures, or Yantra, i.e., geometric designs with esoteric meaning.
were used as aids to Dhyana, and concentration on ideal forms was undertaken with
the purpose of securing a foretaste of paradise, a spiritual vision of, or union with, the
object of meditation. The images in the Palace Museum painting were no doubt,
like those from Tun-huang, connected with Dhyana and with scriptures giving instruc-
tions for Dhydna.! Indeed, the real function of images in general is to support
certain specified states of consciousness.

Though the Ch'an sect has elements deriving from practices and beliefs current
in China before Bodhidharma's coming,” and though many of its greatest exponents
lived during the T‘ang dynasty, the rising of the sect to a position of widespread
influence and the formulation of its body of tradition, may, | believe, be placed with-
out hesitation in Sung times. In the T‘ang dynasty, the minds of the people were
wide open to new and foreign ideas—it was then a popular attitude to
take—and there was great enthusiasm for all the varied forms of Buddhism which
were pouring into the country from the west. They were all eagerly received and
studied side by side, as has been said ; and the demarcations between the different
sects were so vague as to be almost non-existent.

Evidence of the prevalence of Tantric Buddhism in the T'ang dynasty long
lay hid in the Chinese Buddhist Tripitaka, and even though Manjio’s catalogue came

out in 1883, few except the Japanese, who were already aware of their presence M -

took the trouble to count the number of Tantric works listed therein! Waley,
in the Introduction to his catalogue of the paintings in the Stein Collection, published
in 1931, was probably the first westemner to gauge the wide extent of Tantric
Buddhism in Tang China, and the article by the present writer in the Ostasiatische
Zeitschrift entitled “A study in Buddhist iconography”, followed close on its heels.

1. ‘Waley, op. di., Introduction, pp. xR &nd il

2, mHuEHh,ThedwdmwnuFZmBuddhhmhm in the Chines= Social and Political Science
Review, 1931, pages 475—505, where evidence i given for Bodhidharma's presence in China before the previously
accepted date, AD. 520. Hu Shih also shows the growth of legend about the figure of Bodhidharma ; and it s
pmh-h!elhummyoﬁheunrhmldufﬂﬁcﬂm’mmmomeﬁud earlier times have also an element of myth.
See sl the same asthor's Putitamo Wao (Astudy of Bodhidharma) in Hu Shih wen t5'un san chi, Vol Il pp.
449-—445 (in Chinesa).
3. mhlmhufwhuﬂwhﬁmmﬂﬁ—ﬂ.ﬁumﬁﬂ—ﬁﬁ.m.m

2
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It was, of course, the discovery and subsequent study of the Tun-huang paintings
which led to the realization ; and now other evidence is accumulating to comoborate
the record of the translations.

As early as the eastern Han dynasty, a Mantra' for use in protecting one’s
house, the Fo shuo an chai. (or ts2) shén chou ching’ had been translated into
Chinese. And by the T ang dynasty, innumerable Tantric works were available to
Chinese Buddhists> translated by Vajrabodhi, Amoghavajra, and other Indian and
Chinese monks, whose very names indicate their Tantric affiliations, their connection
with the Vajrayina. Amoghavajra, who belonged to the Tantric school of the
Vogicira, received the patronage of three successive emperors, by one of whom
(Su Tsung, reigned A. D. 756-63) he was ordered not to leave China (on account
of his value to the country). At his death, in A. D. 744, the rank of a minister of

- state was conferred on him and a posthumous title meaning “great-eloquence-

correct-wide-wisdom.”

All the Tantric sects were known in China as Mi tsung, or esoteric sects;
and among them, the most important was that which regarded Vairocana as the
Adi-Buddha, or the primordial source of all being. This sect, like the Pure Land
sect, which worshipped Amitibha, had, besides numerous other subsidiary works, a
trinity of scriptures as its main doctrinal basis, the Vairocana sitra (Nanjio, No. 530),
translated by Subhakara in 724, the Susiddhikara, also translated by Subhakara in

726 (Nanjio, No. 533) and the Vajrasekara (Nanjio, No. 1020), translated by
Amoghavajra about 753.

Waley states that this sect, though flourishing in China proper at the time the

Tun-huang paintings were made, exists in the Tun-huang finds in a very rudimentary

stage only” This statement holds for the works in the Stein Collection, but among
the paintings brought by Pelliot from Tun-huang and now in the Musée Guimet, is
one dating from the tenth century which shows the five Dhyani Buddhas with their
characteristic Vahana, Vairocana in the centre. It is illustrated in Asiatic mythology,
facing page 244. Hackin does not tell us the colours of all the Buddhas in the paint-
ing, but he says that Vairocana is golden-coloured (op. cit, page 243). Itis in-
teresting to note that, in spite of Sanskrit Sadhanamala and iconographical instructions
in Chinese and Japanese* which agree in assigning the colour white to Vairocana,

I. see Chapin, op. cit., pp. 345,

2. Manjio, op. at., No. 478

3. op. cit, Introdustion, po. xiv—xvi.

4. hwlndhnﬂuddﬁuiﬁmmrwﬂﬂﬁhmﬂlﬁhm.\m.llpﬁﬂ.
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this divinity is painted with flesh of a golden hue in the Palace Museum painting
as well as in the Musée Guimet picture. He occurs twice in our long roll ; and in
one case, at least, he is iconographically correct, both as to colour and as to Mudra.
So far as | know, the Vajradhatu and Garbhakosadhatu mandalas are not included
in the Tun-huang finds, if we excludea coarse drawing which may possibly bea
rudimentary form of the latter, now in the Stein collection of the British Museum.
Besides the two labelled images of Vairocana, each surrounded by an assemblage
of divinities, the long roll presents us with an image of Dharmaparamitd, the
“mother” of the “lotus section” in both the Vajradhdtu and the Garbhakosadhétu
mandalas ( see infra).

Another image in our painting of interest in this connection, is that of the
Paficaguhya or “five esoteric ones”; the only Chinese example of which | know,
it corresponds closely with several Japanese specimens of the Fujiwara and Kamakura
periods made for use by the Shingon sect, whose Adi-Buddha is Vairocana. The
Shingon sect calls the central figure of the group Vajrasattva, a divinity worshipped
by some of the esoteric sects as Adi-Buddha,' while an inscription on the Palace
Museum painting labels the central figure of the entirely analogous group there
represented Samantabhadra, who is likewise sometimes regarded as Adi-Buddha.*
Although the Shingon sect considers the other four as embodying four of the
passions, made one with the Bodhicitta within the all-encircling wisdom (see infra)
| shall keep in mind the possibility of a relationship between this group
and that of the five Dhyani Buddhas. It may be noted that the “five esoteric
ones” have some correspondence with the Risshue, the seventh assembly PN
in the Vajradhatu, whose central divinity is Vajrasattva. He is surrounded by
the same four divinities embodying the passions, together with their Saktis,
making a group of nine’ In the more exhaustive study which | hope to
make, | shall translate three accounts of this group given in Japanese, one in
Mochizuki’s Bukkyo Daijiten, one in Matsunaga’s Mikkyo Daijiten and one in
the Risshukyo no kenkyd, by Togano Joun, and shall attempt to fathom its

meaning.

Tantric divinities too numerous to detail here are included among the paintings
in situ at Tun-huang, as well as among those brought from the same site and now

1. see Bhamacharyya, Indian Buddhist isonography, pages 2 and 6,
2. Getty, The gods of Morthern Buddhism, page 46,
3, Bukdyo daijieen, Vol, Il, page 1316 ; Mikkys dalfiten, Vol. | page 658,
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in the British Museum and the Musée Guimet.! For example, several Mandalas of
the thousand-armed Avalokitesvara, a number of representations each of Cintamagi-
cakra and Amoghapasa Avalokitesvara, Vaisravapa, Si Mahadevi, Vajrayaksa,
Kundali, Vindyaka (Ganesa), and various forms of Siva, Visou and other Tantric
divinities occur in these paintings. While Tun-huang was far from Ch'ang-an, the
capital and centre of culture, nevertheless, it reflected currents passing into China along
one of the main arteries of trade and ideas. At the time when the paintings were
made, to be sure, the trade route was deflected, so that one of the principal
Buddhist movements in China, the worship of Vairocana Buddha, is seen at
Tun-huang in a far less advanced stage than it had reached in China proper
at the same time’ Thus, the pre-T’ang sculpture and painting at Tun-
huang is at practically the same stage as in China further east. while in the
Oth and 10th centuries, Tun-huang represents a backwash of Chinese Buddhist
culture.

Besides the Tun-huang paintings, there are several examples of T'ang paintings
and sculptures of Tantric divinities' in Japan, and there are the two Mandalas of
the Diamond cycle and Womb cycle said to have been brought from China by
Kobo Daishi, which, if they are not Chinese, are undoubtedly closely based on a
Chinese model. There was recently exhibited in the Mills College (California) art
gallery, a T'ang bronze image of Ganesa, the Hindu elephant-headed ford of
obstacks, belonging to the de Frey collection in Paris. Ganesa was, together with
other Hindu divinites, admitted into the Tantric Buddhist pantheon, where he occurs
not only as an obstructive demon trampled on by Buddhist gods, but also as a Deva

=/ worthy of worship, He is to be found in the Tun-huang paintings, notably in the

Mandalas of the thousand-armed Avalokitesvara, where he is attendant on Kundalf
Vidyarija.

Although the Tantric form of Buddhism in its various aspects was submerged
in Sung times by the rising tide of popularity of the Ch'an sect, nevertheless, not
only did it produce great art in the fields of sculpture: and painting, most of which,
itis true, has been destroyed in the uphéavals that have one after another shaken

K Mhl&uhmbﬁmuﬂhhadwihmuﬂbyﬁﬂﬂhm&Tmm: thase in the Beitish
Muszum have besn identified and catalogued by Waley in the book already mentioned. These in the Musds Guimet
hmbundummhyd.HmhhthﬁhaﬂqueﬂMﬁm Les collestions bouddhiques.

- 5 Wlh-y.npuc’t..hm:tdmicu,pp.:iv-«wl

N e g the large, fine wooden sculpture of Vairocans at Toshodaifi, which was recently unearthed from i
:mh:gufhmniwlhwn.uﬁlﬁmﬁlqdlhd&-mmMd'ﬂdﬂmﬁiﬂ!h[hﬂhﬁhir.rinh-
colleat
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China, but it passed on its peculiar culture to Japan ;' and even in ‘China, it has
lef¢ indelible marks on popular thought. For example, the Ullambana or Allsouls
Festival (Yii-lan Hui) of the Yogacira school which Amoghavajra introduced is still
celebrated at the present day? Again, Tantric practices have even found their way
into Tacism. While | was in Shanghai in 1925, | witnessed on' three different
occasions portions of the Taoist services held continuously for seven days and
seven nights at a Taoist temple on Peking Road for the cessation of the Kiangsu and ,
Chekiang provincial war, which was then in action. At one of the night services,
the Taoist priest, wearinga five-lobed hat analogous to the Wa chih pao kuan®
of the Tantric Buddhists, offered uncooked tice and water to the hungry ghosts.
Other examples could be furnished. Western scholars have only recently begun to
realize the importance of this phase of Buddhism in China, though its undoubted
popularity in Japan in the Nara and Fujiwara periods* is a clear indicator of what
is to be expected in the land which was Nippon's model. A cormelated study of
Tantric Buddhism in India, China and Japan would throw much light upon the state
of mind of the Chinese of the T'ang period and explain many points which are today
cither incomprehensible or misunderstood in the art, philosophy and literature of one
of the greatest of China's golden ages—a period during which she outshone all rivals.
A fact which enhances the value of the documents we have for this study is the
change which swept away or transformed beyond recognition a large number of the
earlier Tantric divinities,” replacing those which disappeared by gods adopted from
Taoism and other indigenous cults, both general and local, and by many hybrid
forms. After the Ming dynasty, the Buddhist pantheon presents an array of faces
unfamiliar to us who are accustomed to those we meet in the Tun-huang paintings.
The strange physiognomies of many of these hybrid gods are described and illustrated

I. The many fine paintings of Tantriz divinities still extant in Japan point unmistakably 1 ahigh development
of this art in China.

2. |saw this festival held gn the 15th day of the Tth month in Pei-hai Park in Peiping in 1931 ; repasts were
mmhthﬂdmmwwmmhﬂwﬂwmwmh lake (origmally intended
miuﬂtuumlufdududhmhmhwﬂa!ﬁm:&a#ﬁhﬁw—-ﬁmh?&nmﬂu 15cth of the same

3 ﬁhhhmmmemthhﬂﬁlmmdhﬁthﬂm,m
lniir!llthhfeWidnm.mﬂnhumei:prmnﬁiuimu services For the dead. Mhulmbfﬂml'mh:
priest had also five fgures painted on it ; whather they were given Tacist names, retained ther Buddhist ones or were
simply namelsss, | did oot find out.

4. udmupmm-dwinﬂwshimmdeuﬂlim.mﬁlﬂrm:hm.

5. Forintance. the six-armed farm of Cintfimani-cakra Avalokitedvars, who wes £ popular in T ang times.
| traced & modern painting of this divinity to the steliee of the Yung Ho Kung in Peiping, whete the lama artist confersed
to having made the image sfier the flustrafions and raxt of the Bukleyd Daffieen, & Japaness Buddhist dictionary resently

compiled by Oda Tokund.
3
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in the pages of Doré, Recherches sur les superstitions en Chine. To cite a specific
example, the twenty-eight attendants of the Thousand-armed Avalokitesvara, re-
presented in wood sculpture of the Ming dynasty at the Ta Tung Ssu, outside the
Shun-chih Mén (gate) of Peiping, correspond in not a single instance with the twenty=
eight attendants of the same divinity represented in the T'ang Mandalas in the British
Museum and the Musée Guimet. Thus, the great number of existing paintings and
sculptures of Buddhist divinities made in the Ming and Ch'ing dynasties are of but
little help in elucidating the mysteries of T'ang and Sung iconography. We must
turn to the Tun-huang paintings and a few other genuine documents from times
earlier than Ming, eked out by a judicious study of corresponding Japanese represen-
tations of the same divinities. i

Before proceeding to describe the long roll of Buddhist images which is the
subject of this paper, | wish to list the existing original documents for the study of
Chinese Buddhist iconography of T'ang and Sung times, even though | have had to
refer to most of them already in dealing with the importance of this study. Of
original Chinese paintings dating from these two periods and the short era of strife .
between them, we have, aside from a few isolated specimens, such as the so-called
Hokke mandara in the Boston Museum of Fine Arts' and several pictured and
sculptured images preserved in different temples in Japan, only the paintings discovered
by Sir Aurel Stein in 1906-8 in the Ch'iei-fo T'ung, or “Thousand-Buddha caves”
at Tun-huang, in Kansu province, China. From a walled-up chapel there, the
romantic tale of which is related in the pages of Serindia, came many rolls of paintings
and manuscripts, a large proportion of which are in the British Museum. Others
are at Delhi while still others were brought to the Musée Guimet by Professor Paul
Pelliot, who visited the site after Sir Aurel Stein. The remains were sent for by the
Chinese govemment, but there were many “losses” on the way from Tun-huang to
Peiping, and every now and then one of these specimens tumns up in the market.
One such painting is now—or was in 1932—in a private collection in Peiping.
Many of the Tun-huang manuscripts have found their way to Japan in various ways.
Two or three paintings are in America, in the Boston Museum of Fine Arts and the
Fogg Museum at Cambridge, but these are comparatively unimportant, from the
standpoint of iconography as well as arnt.?

I. A painting made for use by the Trien-t'al sece, and illustrating the Saddharme pundarils sfitra, the principal
seripture of this sect.  Thienat"si belief, though popular in China during the T"ang dynasty, seems 1o luck representation.
among the Tun-huang paintings. -

2. One rather crude painting in the Boston Museum deals with Avalokitelvars as saviour from peril, but better
illusrations of this subject are  available,
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The Fogg Museum has several frescoes, brought from Tun-huang by Mr. Warner,
which are of higher quality.! There remain in situ many wall-paintings, published
by Pelliot in Les grottes de Touen-houang consisting of six volumes without text.”
Since Chinese soldiers have lived in these caves and a Russian prisoner was confined
for some time in one of them, it is by no means certain that more than a small pro-
portion remain in a condition admitting serious study.

Successive German expeditions under Griinwedel and von Le Coq studied
the many paintings on the walls of the caves in Chotscho, Kutscha, Turfan and
other places in Central Asia ; and von Le Coq brought back frescoes of considerable
siz¢' which are now on permancnt exhibition at the Museum fir Voelkerkunde,
Berlin. Most of these paintings are of but mediocre quality and not all of them
are important iconographically. They include, however, several paintings of very
good quality, for example, Hariti (Chotscho, Tafel 40)* a number portraying
unusual subjects, such as the dramatic scene of the announcement of the death of the
Buddha to Ajstasatru, (Alt-Kutscha, Doppeltafel XLI-XLUI) and more than one
striking parallel with the Tun-huang paintings and with our long roll. The base of a
colossal Mandala of the Thousand-armed Avalokitesvara, for example, illustrated
on Plate 32 of Chotscho, shows the two dragon kings, Nanda and Upananda,
supporting the lotus stalk and &1 Mahadevi and Vasu Rsias attendants, with
Kundali Vidyarija and Vajra Yaksa to right and left, in practically the same relative
positions they hold in the Mandala of the Thousand-armed Avalokitesvara in the
Stein Collection, described on pages 54-9 of Waley's catalogue (No. XXV). We
have already pointed out one among several examples of Hartl, An extremely
interesting image of the six-armed form of Cintamani-cakra Avalokitesvara was
found by Griinwedel in Cave 27 Bézaklik ; unfortunately, he illustrates it (Altbud-
dhistische Kultstitten in Chinesisch-Turkistan, Fig. 590) by a drawing instead of a
photograph. He calls it Padmapani, a designation which though it can not be said
to be wrong, we may abandon for the less-inclusive name Cintimagi-cakra. This
image may be compared with the examples cited and illustrated in my article A study
in Buddhist iconography, and certain correspondences and differences noted. | can

L S&mH'muyufurl;ChirueMp.ﬂndplﬂu!ﬂudﬂ.
2 Pdﬂﬂhsmhmu&puh&lﬁiwipbhlmmumthmmﬁhuwmm
ness to have me ke up the work (Boston, 1928, by word of mouth).

3 ﬂu&mmnuumnhhenﬂhphmmhﬂwnm:mdmmhaqﬂn in the walls of ’
the Museum. The lines of juncture are easily se=n, The whole procesding was, of course, s stupendous piece
of wark.

4 mmhmn&mm-m‘mm
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not here go into detail and will add only that §d Mahadevi and Vasu Rsi are in the
picture and that there are four attendant divinities within haloes on lotuses joined
to the main stalk which no doubt correspond to the four divinities attendant
on Cintamagi-cakra in the long roll under discussion (see infra). These
discoveries have been published by Grilnwedel in Alt-Kutscha and Altbuddhistische
Kultstatten in Chinesisch-Turkistan, and by von Le Coq in Chotscho and Die
Buddhistische Spatantike in Mittelasien. This last work in seven volumes was
finished after von Le Coq's death by Emst Waldschmidt.

A Japanese expedition financed by Count Otani also acquired a large number
of manuscripts. and paintings, some of which are in the museum at Port Arthiir
(Ryojun) while others are in Kyoto. The pictures have been published in a large
illustrated work of several volumes which | have seen but which is at present not
available.

The Palace Museum roll, painted between the years 1173 and 1176, containing
representations of hundreds of different divinities and assemblages of divinities, among
them many that are Tantric, including images of Vairocana Buddha, who occurs so
rarely in the Tun-huang paintings, furnishes valuable material for this important study
of Chinese Buddhist iconography of T'ang and Sung times. Several representations
of Sakyamuni Buddha (PL IIl, Sakyamuni preaching to-a great assemblage of Bodhi- :
sattvas, Arhats, Devas, et al.) occur including one in the centre of a thousand-petalled
lotus, as well as portraits of the Sixteen Arhats,' an interesting group of the three
assemblages of Maitreya Buddha, Bhaisajyaguru Buddha with his attendants, together
with the text and illustrations of his twelve vows,and numerous other Buddhas, Bodhi-
sattvas,—including twenty different forms of Avalokitesvara, (PL 1V, Avalokitesvara
of the Samantamukha section of the Saddharma pundarika siitra, who saves from
peril those who call upon his name)—and Devas and guardians, among whom
are several Ugra or fierce forms, a type of which a few examples occur
at Tun-huang. Of special interest is a group which is probably the earliest known
representation of the so-called patriarchs of the Chan sect’ One of the finest

I, Anesly group........ithe later group includes eightesn, It & net certain when the goup of eighteen was
first represented, pomsibly bur improbebly, as eafly as T'ang : while the group of sixtesn confinued 1o be represented
through the Sung up to the Ming period. Se= Visser, The Arhats in China and Japan, pages 100.159,

2 In this case, there are siteen. Kiiyapa (PL |, Fig. 2 and Ananda are given as the first twe, afier whom
follow the ususl six from Bodhidharma (PL 1. Pz 1) 1o Huineng wha sre 10 often mentioned in Ch'an and Zen
lieratire.  From the Ching re chuan teng lu {= biegraphy of Ch'an monks compiled by the monk Tao Yian of the Sung
dynasty, snd  published—no doubt a8 & reprint—by the S0ma-publishing buresu of the Thien-ning Temple in Chang-chou
in 1919), | have found sccounts ufﬁmdﬁuind&ﬁummhﬂwh.hﬁuﬁ#dfluim&uhnwn(ﬂm
flourished circa AD. 756-779, Beyand this paint, Ihnvtﬂifubcmmnhlrmw. Some of the fam=y on thié list are in
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v
compositions in the roll (Pl Il) is the scene of the visit of Maiijusri to the ideal
Buddhist layman Vimalakirti, from the Vimalakitti Nirdesa sitra, (Nanjio, No. 147), a
favorite work of Ch'an followers. We find the same scene engraved on a
fine stone stela now in the Metropolitan Museum, New York City, and painted
on the walls of the Tun-huang caves, as well as on separate works from the same

site.

Besides these Chinese paintings, there remain for comparative study an enormous
number of Japanese paintings of the Nara, Heian and Fujiwara periods, those of the
latter epoch being by far the most numerous of the three. These Japanese representa-
tions throw considerable light on the Chinese models from which they derive. In
this brief essay, however, | shall deal only with the images of Buddhist divinities in
the Palace Museum painting, with cursory references here and there to similar repre-

sentations in other works.

A background exists for the study of Chinese Buddhist iconography in the work done by scholars in the Indian
feld. Rao's colosss] work on the Element of Hindu iconography is of grest value, s are aba the many welumes on
Hindu Tanwic doctrines trom the pen of S5k John Woodrofle (Arthur Avalon).! Dr. Benoytash Bhanacharyys has
contributad two excesdingly valusble bools, Indian Buddhist iconography and An introduciion to Buddhis esorerism,
besides editing the Guhyasimaja Tantra and other Sansirit texts, Fouche’s two essays on Indian  Buddhist iconcgraphy,
Bumouf's Introduction & 'histoire @uﬂmmmm&mwumﬂfnh
dogmatique, 1ogether with & number of essays and srocles by Foucher, Wiaddell, Tuzci, and others have contributed to-
ward our knowledge and understanding of the subject, Obermiller’s translations of the Ustarstanira and of Bu-ton's
histary of Buddhism sre extremely valuable in this study:

part illegible. VWhen | have the opportunity 19 do' further work on this painting, with the originsl work or s complets
set of photographs before me end nismerous boolks of reference in Japanese m well as in Chinese and the European
languages, | shall make an effort to identify these monks, A date before” the beginning of the 12th century for the
last o the list would mwhﬁ&ﬁuﬂsﬁhﬂMmmhhm of 11736 whereas s later
datz would prove me wrong. | have recorded in my notes made in Peiping in view of the painting, that four of these
manhmtnhw.h:mpﬂmdhynhn:ﬁlhdhmdmdimbnhﬂmmdhwwmw
by the man wha filed the gsp. Se= the account given infrs, of the curing up of the roll | may add that,
-[:WImmﬁmﬁhuM&ﬂmmwﬁMT“mm nieither have | found them
in the lists of later Chlan manks (of the Five Dynasties and Sung) which | have examined. [t is possible that they were
monks of Ygmnan ¥

15 mmﬂTmﬁmmﬁhﬁmTw&wmmﬂm-
well as of ideas, htmwmhﬁmmmﬂhmhﬂm fold, as Buddhiam died cut in
lmmﬂymmmmdmmmﬁm inthis connection, see Vasu, The
miodern Buddhiern and s followers in Orizsa. mntﬂnfﬂﬂ'bﬂim“‘uiduhﬂiTuﬂW
principles luﬁd;,!hb*fh%ﬂhﬁﬂVﬂlMWWh the doctrines and panthesn
of those classed as Valsnavas, that b, worshippers of Vigou,  Their theory of the Fuve Vigmn corresponds closely to that
of the ngmmuﬂwmﬂmlmmﬂmﬂm shsorbed wio Hinduism, was no
doubt sdopted and sdapted from Buddhism. See especially pages 82-100, _

For & list of books on Tantric Hinduism by S John Woodreffa, s2e mymi:ltuﬂh:!h,ndyh:&i&m
leanography, bitliograghy. Since the basic tensts of Hindu and Buddhist Tanirika are esentially the same, these works are
powerful sids 1o an understanding of Tantric Buddhism, 5o far as | know, no such Wﬂudmharﬁmb-uﬂh
NMMNMWMMIWMWMMM.TM and others.

4
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In Chinzse Buddhist icanography, on the ether hand, linle has been done. Potrucei's notes inthe Appendix
te Serindia. are worse than wieless and Mis Getry's book, The geds of Morthern Buddhiam, is far from exhausive and
containg serious errors.  Hackin's Guide-catalogue du Musde Guimet, les collections bouddhiques, is valuable, as are also
the sections on the Mythalagy of Lamaim snd the Buddhis mytholegy of Central Asia by the ame auther included In
*Asiatie mythology.” The Maison Franco-aponaise staried out ambitiously with the Hobogirin, an encyclopsedic dicion=
uyuf&;ddﬁmﬁmﬂiuuﬂhpmmhﬂlﬂh‘hﬂu;ﬁiﬂwﬂﬂhl?ﬂ. only twa volumes
have been: issued, covering items From A 1o Bussseki. A long interval has elapsed since the imuance of the second
volume snd | do not know whether or not further volumes are in proces of compilation. The Euds o
ﬂrimim.*'puﬂhhndhyrhlﬂuhCulmi:mﬁnﬂyﬂfhmuﬁmdmmhmﬂm
Much information of villue may be found In Waley's camlogue ef the paintings from Tindwang in the Britith Musenm
and in the Mussum of Central Asisn Antiquities, Delhi. On particular phases of kEcnography, the warks are all too few,
though & beginning has been made. Viaser's book, The Achats in China and Japen, & useful, albwit issppointing i
some respects, | undersand that the same suthor has published u study of Alslagarbha in a Dutch periodical, but |
have not szen it. ‘NGél Péi's account of Mirid s excellent ;* and we sre indebted 1o the smme scholar for & review of
Mmmmnﬁﬁmhdﬂuﬂmﬂﬂﬂimhﬁmhmmﬂhwﬂ' R. H.van
Gulicks “Hayagriva, The Mantrayiinic sspect of the hors<ultin China and Jupan', is excellens. Of especial interest
nﬁ:-mmdnnd-ﬁomuwahl'lﬁuw-udhwuhuhhiwﬁp. There are abo two articles by the
pm%.nuﬂdh“thﬁuﬂm:h%ﬁmﬁﬁwhﬂ.zlmp.'twidﬁ
other called The Ch'iin Master Pu-tal. hhkmuhwhﬂmm:ﬂﬂ
hmﬂﬂhun'ﬁﬂnh.dlﬂmwdm&ﬁw“&hmwmw
the connestion of this'tank with imdges of MLls Fo {the Chitesz Maitreys). | think thar | have mentioned, I noe gll,
st lemst most of the ek Which bias been done in the Wet o ‘the filld of Chinese Buddhiat iconography of Tang and
Sung thnss.

I this field, ‘the Uapanese have far outstripped sy other nation, and much marerid! of inestimable vidoe remaire
st to western scholars in‘publications in the Jepaness language.  The work of Takakusu Shuniiro and Ono  Gemmyo,
mwhm-M'hTmm&hmﬁmiw This lconographical supplement of the
Tripiaka publishes for the hﬁumhﬂﬁﬂ:ﬂhﬁ%ﬂfmﬂliﬁﬂmwuﬂh'mxf
rites, wd&uﬂnHmlﬁummhhS&pﬂ and Howo sects, for emample. Togano Joun is respon-
ﬂhmHﬂ’ﬂM'ﬂhMMmhﬁntlm&wmﬁ the Risshukyo no kenky@l
{a study of the Prajfufirmics shira). Mochiniki's new five-volume dicionary, the Bukkyo Daifiten, is indinpensable,
mﬁ:“rﬁm%Tﬁm‘:Mum%hl% oiit of print. The threevolume Mikkyo daifiten.
by Manunsga Shodo, x' dicfionary of escteric Buddism, is very belpful for the study of Tantric divinities, Betides these
&«mrmmmuummmmmm&@mmhmm
on Chiisse and Jiphiese Buddbise iconograghy, & fuinber of which are given in character and transliteration In the
bibliographies appended'io‘fny article A study in Buddhist iconograghy and 1o 13 Addends. '

The important work of studying separate divinities, it will be seen, has only
just begun. We have the general work of Waley and Hackin and a few articles ‘on
mmhrdhhmmmumbymviuu_m&ﬁckaﬂﬂ: present writer ; but
the soil has only just been scratched. Good translations of the work of Japanese
ﬂhﬂhﬁiﬂﬂﬂﬂd,mwﬂwriﬂ:m&hofﬂlth&nmmnﬂm of
divinities, illustrated from the original paintings and sculptures which remain to us

L. For example, Chiness characters ar= gven for some, but not for all, of the proper names mentisned in the
text, there b no indéx, ete.

2 Husit, La mére-dedémons, in the BEFEO, Val. XVII, Hansi, (917,
3. Op it Vol X1
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from T'ang and Sung times, or from those which were made in Japan on Chinese
models. The long rolls, including the Palace Museum painting and those, whether
Chinese or Japanese, which are in temple collections in Japan, are to be studied and
compared and texts dealing with the divinities represented are to be translated.
Further, these studies should be made in correlation with the work done in the Indian
field.

Part. . A general description of the painting and a discussion of its date

After thus outlining the background and placing the painting therein, | will
proceed to give a general description of the long roll which is the subject of the
present thesis, or preliminary study. It is fif ty-one feet long excluding the inscriptions
at the end. The images are painted, as the Emperor Chlien Lung tells us? on
paper made from the mulberry, which is of excellent quality and old ; * though fine
in texture, it is durable. The work is well executed in colours and gold, red predo-
minating. Several shades of mauve, wine-colour and maroon, together with yellow,
orange, green and blue arc also used. The blue has faded much. The drawing,
though for the most part iconographically correct according to the canons of the
time, is free in its use of flowing line and the colours sing together in harmony. A few
parts are in monochrome and were probably left unfinished. One section several
feetin length is by an inferior hand and some parts have been retouched, notably
the Brahma and Indra groups and also, slightly, the face of Cintamagi-cakra, The
painting is attributed in an inscription written by the monk Miao-kuang in A. D. 1180
to Chang Shéng-wen, about whom nothing further is known.

The scroll has been ‘considerably mutilated. Each figure, or group of figures,
was cut away from its fellows, even the great assemblies being cut up into from
three to six sections, and the whole u;adcirﬁuana!bwn,asCh'hLungtd[stuin
his inscription, and then remounted asa roll. Many figures are entirely missing, as,
for example, two of the Eight Great Dragon Kings and two ( the Red Bird and
the Black Warrior) of the Ssu shén, or gods of the four directions. The Green
Dragon of the white Tiger, the other two of the four, have been placed with the
remaining six dragon kings to make up the number eight. Many parts are misplaced,

1. See the translation of his inscription on the painting, page 21.

2 ThtEwch'iml.urum-ulﬁmkﬂ.lﬂimlm:hq-mﬂilkm-hhnhl?ﬂ.

3. The white Tiger a3 depicted here strongly resembies & dragon.  The same thing i true of the represzntationy
of him in the 6th century tomb painfings mmuhﬂnm,mﬂ-pmfiwmmd&:m
Bhaifajyagury {Yakushil in Yakushifl. Nars Ken, Japan, and elsewhere,



as, for example, the Temptation of the Blﬂdhbyh‘lﬂmmdhishoﬂs,’ which is at
the beginning of the roll after the two Vajrapani, Pethaps this group is the only
one left of the well-known series of eight scenes from Sakyamuni's life.

there are thus lines of junction between ﬂac?aﬁmupart:nflhcmhﬁng:nd though
other parts are missing and still others misplaced, ﬂﬂutheleu,ﬂlepainﬂniwh
well preserved, being byt slightly wom and faded. Itsvalueﬁ:nkﬂlomaph_i:
document, in spite of its mutihﬁun.isﬂmumbrhigh. :

An inscription on the painting itself Accompanying the imperial procession
which precedes the divinities of the pantheon reads : Li Chen Huang Ti Piao Hsin
hua’ or “The Emperor Li Cheq (had this picture) painted.,” Huang-ti is, of
course, the Chinese term for emperor—though the proud sons of Han never
usnddztumforthmpcuykinglﬂsnfﬂubarbamsmh'—mﬂp'hn-fwh
was the native unnfnrmpemr,asw:ar:toldbyﬂueﬂan Chao yeh shih.*
Li%mmanhﬁ:hﬁuﬂmm symbols  described in the

L. Mhmmmnmmmhwmam be that all the eight scenes, of wﬁr.‘:lhhihmhrw
mmhhmpluedhunnrhhud.
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of Heaven, Empetor of all the Chinas—to borrow the Russian way of phrasing, which
well connotes the glory and power emanating from the Chinese emperor, at least at
times when he held sway over Turkestan, Mongolia and other countries, as was the
case during a part, atany rate, of the glorious dynasty of T'ang. Even when these
kwhmhstmﬂnﬁmor,hmhwdagooddﬂlcfghnraﬁsplﬂﬂam.

Li Chen is one of the reign namadophndbminGﬁh-hhg,whowastht
fourth ruler of the Hou Li kingdom which lasted from 1096 to 1253, ' when it was
conquered by the Mongols and made a part of the Chinese empire. He was of the
same Tuan family who founded the Ta Li kingdom and ruled it from 937 to 1094.
After the two years' duration of the Ta Chung Kuo, the Tuan family again came
into the hereditary name of ruler, if not the power, and the dynasty was known as
Hsu (Ta) Li, or Later (Ta) Li* The main events of the reign of Tuan Chih-hsing may
be found in the Nan Chao yeh shih, French edition, pages [04—®6, and the previous
history of the dynasty in the pages precesding. It will not be necessary here to go
into further details ; and | may add only that it was not unusual for the Chinese to
refer to emperors by their reign names, as Li Chen is referred to in the inscriptions
on our painting. For example, Ch'ien Lung is really the reign name of Kao Tsung
Shun Huang Ti. :

Part 1l. The inscriptions and their dates

Before dealing with the iconography of the long roll, | will record my transla-
tions of three of the inscriptions to be found at the end of the painting, following
the pantheon of Buddhist divinities, those by Miao-kuang, by Sung Lien and by
Chien Lung. It may be as well first to explain the correct interpretation af the date
given by Miao-kuang. This name means “Wonderful Light,” and is the name in
religion of a Buddhist monk. He gives the date of his own writing as the Sth year,
cyclical characters kéng-tzu, of the period Shéng Té, the Ist month, the Iith day.
The Chinese scholar Sung Lien, in his inscription, which follows that of Miac-kuang,

Yonnan, NCYS-Fr, page 874, These dates were cbuined by
Elhmhmduﬂimmduﬂﬁmhthe&numdmlwﬁ:h&mmpmﬁuYudeu.
Without the Nan chao yeh shih, it would have been difficult indeed 1o place the reigns given on the Palace Museum
pamting and on another from Yinnan formerly owned by Meswsrs. Yamanaks snd Company (New York ; main office,
th..lm}.mdmuhlpriﬂmmh:duthm The date on this painting, which s a copy of the original,
comespands o AD. 899, ThhduemdﬂulahhshhuﬁmmpnhmIlebﬂﬁEnnnhﬁahmihrﬂz

2. -See the NCY3-Ch, chusn |,
of Yannan, pages 273-4.

5

I, See the tble of the rules of

pages 3B hbte 42b; NCYS.Fr. pages 98106 and alio the table of the rulers
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provisionally refers this date to the 4th year of the period Chia Hsi—which does
indeed have the same cyclical characters—in the reign of the Emperor Li Tsung of
Sung, or AD. 1240, and he is tollowed by the Emperor Chien Lung. He gives
no reasons for his choice of this year, as the reader will presently see for himself ,
and r!fmnc:mﬁtcﬂan'ﬂmo}th shih' makes it apparent that his guess was just

of the Hou Li kingdom started in the Bth year of the period Ch'ien Tao of the
emperor Hsiao Tsung of southern Sung, or AD. 1172. The next year, he changed
the name of the reign to Li Chén—the name given on our painting—and afterwards
to Shéng Té—Miao-kuang’s date, Now, since the year bearing the cyclical chara-

in 175 according to the oriental way of reckoning and in 1176 according to the
occidental, less logical in this case, Between 1173 and II76, then, the long roll of
Buddhist images must have been painted.

on Paintings of the Palace Museum agreed in pronouncing it the original Sung
painting. And, besides the painting itself, they, had the calligraphy of the inscriptions
by which to judge. None questioned the authenticity of any of the inscriptions,
one of which, as | have already stated, is only a few years laterﬂnntlwpahﬁng
itself., Thcman&inmﬁun is by Sung Lien, a scholar of ﬂwﬂpening}ﬁrsoftlu
Ming dynasty, of whose writing  there are a number of specimens in the Palace

I_.. MNCYE-Ch, chean Lpﬁﬁi; MNCYS.Fr, pages 1045,
2. All Sung Buddhise paintings which are nde definitaly Ch'an (ie., wh&.mdhkwh} were,
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Museum ; and if it bad been a forgery, these connoisseurs would have recognized it
as such. Sung Lien was Shih-chiang Hsuich-shih, or Consulting Scholar to the
Emperor Hung W, the first ruler of the Ming dynasty, and was famous for his leam-
ing and for his good calligraphy. He has indeed been called “The chief literary man
of the opening years of the Ming dynasty.”

There follow translations of the three inscriptions, the Chinese text of which
may beé consulted by referring to Appendix I. My translations are tentative, and |
should be grateful for any suggestions or corrections.

The inscription of Miao-kuang

The artist Chang Shéng-wén, of the Ta Li kingdom, has asked me for a record
(of my thoughts) conceming his painting of various divinities, done for the benefit of
all beings.

There is the Void ; there is the Absolute. There being the Absolute, there
must be the Void. From the midst of the Void, from the depths of the Absolute,
there spontaneously arises the Ming-hsiang.* From the Ming-hsiang, arises the original
power’ From this power come the manifold phenomena of life. There is the
crowd of beings ; there are the Buddhas. The crowd of beings is immeasurable ;
the sea of Buddhas is without a limit. Duality causes forms and hardship. To save
from bitterness and to promote knowledge, there are all the images. Truly, they are
as if divine.!

The artist admired and was influenced by the styles of Chang (Séng-yu)* and
Wu (Tao-tzu)® and approaches the beauty of the works left by Wu.

I, The Tszng lusng shang lu rung pien, chuan 17, page 17 b,

2. The Ming-hdang is the primordial ether,

3. “This term, i ch'i, corresponds 1o the Tacist Tai-chi, the Grest Monad, or primum  mebile, from which
issue the Yin and the Yang, or the negative and ponitive principles or forces, which in turn, by their interaction produce
the “ten thousand things.” .

4. | am not sure | have correctly rendered the last three sentences.

-5, A famous artist who flourished in Nanking under the Liang dynaaty ; he was much employed by the emperor
Wu (roled AD. 502-549), See Siren, A history of early Chinese painting, Vol. |, pages 224,

&. ThdeuTuwhmﬂwhuﬂrdumﬂuhthhhmkafDﬂ:ﬂm He Rowrished
in the middle of the fth century and painied, besides much other work, s number of noted frescoes on the walls of
Buddhist temples in the capital, Ch'ang-an, nane of which have survived. Ses Siren, op. o, Vall. |, pages 715,

7. This name, although pronounced in the same way as the Wu of Wu Tactzu, s written with a different
character. In all theee cases, the sumame only is gven ; and while it is practically cermain that Chang Seng-yu
and Wu Taotou sre meant by the fir two names, the identty of the thind Is problematical. It i pomible that
W Ching-tsang, who lived in the T*ang dynasty and was known for his paintings of “gods and demons,” s mesnt.
On the other hand, W Tmﬁ'mmhmﬁ&mmsmaf&'ﬂdu.mwxu
under the northern Sung dynasty. He sindisd the e of Wu Tactzu, and was nated for his figure painting.
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It is fitting to desire that the crowd of beings should have the Buddha nature
at heart. There are only the Buddha and the crowd of beings ; the sacred and
profane are not different. Wonders spring from the hand of the artist ; spiritual
power radiates from his heart. When the family reverences (divinity), the country
will flourish, and the individual will be at peace and will also be rich.

Written by the monk Miao-kuang in the Sth year, cyclical characters kéng-tzu,
of the period Sheéng Te, the first month, the eleventh day.

Sung Lien’s inscription
The roll of Buddhist images was painted by the Master Chang Shéng-wén of
the Ta Li kingdom. An inscription says that it was painted for the Emperor Li
Chén.  Afterwards there is the record of Miao-kuang, dated the Sth year, cyclical
characters kéng-tzu, the Ist month, the Iith day, of the reign of Shéng Te.  All the

images are in colour and gold and all are extremely well painted ; the calligraphy, too,
can not be called bad.

Ta Li was originally, in the time of the Han dynasty, called Yeh-yii ; at the
time of T'ang, it was known as Nan Chao. Various Man® tribes were in posses-
sion of it. In the beginning, its name was Ta Meng ; then the name was changed to
Tah_whichaminwashgtdtotbeprmntm:,(akomdﬁm At the time
of the Posterior Chin, when the Shih family was ruling (Chin), (this country) was
under Tuan Ssu-p’ing. By the close of the Sung dynasty, it had become very weak,
ﬂnmmmtminﬂmhan&oimbmdnu,hﬂimgmﬁﬂanﬂm
During the Yuian dynasty, Hsien Tsung destroyed the kingdom and divided it up into
prefectures and districts,

The cyclical year Kéng-tzu referred to is probably the 4th year of the period
Chia Hsi in the reign of Li Tsung of Sung (A. D. 1240) ; and Li Chén was one of
the descendants of the Tuan family. About this time, the whole country was stolen
and overrun by the Man barbarians, who took possession of the imperial insignia
and usurped the throne. It is not necessary to discuss (this chaos in detail). Now
we have just taken a glimpse of the course of events. Nowadays men take pleasure

who fiourished circa 1010 and paintad Buﬁdhhtnhiﬂhh#ﬂeufm Teotrs. The las namad only is mentioned
karw.duyhhhhue:nfﬁiuﬁuﬁmfp-plﬂﬂ.w?ﬁ:dhummhehﬂhﬁﬂﬂ':ﬂ&ugmﬁh
jinmei juho, & biographical dicficnary of famous Chiness puinters, writren in Japanese, Vol I page 548, The man
to wis evidently not so famous as Chang Sengau or W menhmwﬂhlﬂhd-m
and not undeserved reputation. | : e
l. Barbarous tribes of the south,
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i the virtue of sincerity. All were originally of a heavenly nature. In the beginning,
there was no distinction between Chinese and barbarians ; there was no within and
without. Indeed !

The Ch'an monk Té-tai of Tung Shan has acquired this roll by purchase—not
cheaply—; he keeps it, examining it himself and showing it to others, | have
written this eulogy and retumned it (the painting) to him,

Sung lien, of Chin-hua, scholar of the Han-lin.

There are two seals impressed : one, T'ai-shih, a title given to Han-lin gradir-
ates ; one, Sung Ching-lien. Ching-lien was Sung Lien’s tzu, a name or style taken
at the age of twenty.

Ch'ien Lung’s inscription
A painting of Buddhist ' images, the work of Chang Shéng-wen, of the Ta Li
kingdom of Sung times.

Paintings of the Ta Li kingdom are not to be seen every day ; in collections
of paintings of different dynasties, there are few attributed to (men of this country).
Now in the Palace is kept a long roll of Buddhist images by Chang Shéng-wén, a
man of Ta Li. Onit, there are inscriptions, one by the monk Miao-kuang, written
in the S5th year of Shéng Te, the cyclical year kéng-tzu, and one by Sung Lien,
which states that this date corresponds to the 4th year of Chia Hsi, during the reign
of Li Tsung of the Sung dynasty (A. D. 1240).

Formerly, | saw in Chang Chao’s Collection of essays,” an eulogy of a picture
roll by an unknown artist of the Five Dynasties, and | am not sure that the author
may not have been referring to the same painting, as he had made a thorough study of
the Ta Li style. At the beginning of this eulogy, is given the date, the Ist year of
the period Weén Ching of the usurper Tuan Ssu-ying, which has been found to

I. The charscler used & ‘fan’, which probably derives from the Sanshrit and s explained a3 meaning “nure"
s ose b almost entirely restricted, however, to the indication of anything Buddhist e.g. a temple, & prayer, ao;
and it is commonly used to indicate the Samddrit langusge. Az employed here, it suggesss the Indian derivation of the
ditinities depicted. It would not be used to refer 1o Ch'urr painting.

2. Chang Chao was numbered by Ch'ien Lung among his “Five Men of Letters® In 1793, Chang Chao
was President of the Board of Punishments ; and i I735, he himself narowly escaped execution for bis faflure 1o
umange ths management of the aboriginal territories in Kusichou. See Giles, A Chinese biographical dictiomary,
No.23. | havenot had an opportunity to examine the Collecion of emayr referred 1o, the tent of which might
throw & different light on what Ch'ien Lung has to say. Hence, my translasion is merely tentative.

.

6
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" correspond to the 3rd year of Kai Vin of the Posterior Chin, or A. D. 946.
Now, the roll under discussion is a production of Southern Sung times and dates
thus some three hundred years later’ He (the author of the eulogy,
presumably) records a painting of the A-tso-yeh' Kuanyin ; but this painting of
various Buddhas, Bodhisattvas, Brahma, Arhats, the Eight Classes' and
other divinities, does not include an A-tso-yeh Kuanyin. Thus, it is clear that this
is not the same painting seen by Chang Chao. In this roll, the various divinities are
splendid in appearance, well executed in colour and gold and full of vitality. The
paper, made from the mulberry, is of excellent quality and old ; though fine in texture,
it is durable. It may be compared with the Chin-su-chien paper.® An old pain-
ting, so well preserved as this, should indeed be esteemed and treasured. The fact
that the work was done by a foreigner should not cause any to regard it lightly.*

The various parts of the painting are sadly out of place. By examining the
eulogies and criticisms, we learn that in the time of Hung Wu of the Ming dynasty
(1368-99), this painting was in the form of a long roll and was kept in the T'ien-
<hieh temple by the monk Té-t" ai. At the time of Chéng T'ung (1436-50), the roll
was damaged by water’ and was made upinto analbum. It is not known at
what time it was again mounted as a roll and thus restored to its earlier form. The
mounting and remounting gave opportunity for mistakes in arrangement. At the
beginning of the roll are the standard-bearers and retainers in procession and the
emperor himself holding an incense bumer in an attitude of reverence. The mutual
relationships are not properly indicated, for at the end of the roll are painted the kings

1. There is = mistake here of one year ; sccording 1o the NCYS-Ch, chusa |, pages 345 and 35 (NCYS5.-Fr,
page 20), the period Wen Ching commenced during the 2nd year of K'sl Yun, or A.D. 945,

2. Ch'ien Lung is reckoning the date in accordance with Sung Lien's interpretation of Miso-kusng's daie, |, e.
ares | 240,

3. This name i, of course, & tramaliterntion. | do not know to what it refers.

4. The Pa pu, or Eght Classes, comprise Deva (gods or angsl, N'F':M”*‘Mibtkhvlhl
{nature spirits), Gandharva (celestial musicins, wsually hallbied, half-human or divine), Asora (Thans or giann),
Giruda (bird-like beings, enemies of the Naga), Kimnara(beings sometimes picrored with human bodies and haresy
bieads, sometimes like fairis), and Mahoraga (being half-pythen, half-human or divine).

3. A yellow paper made during the T"ang dynasiy and used for writing the Sows. The paper of the long roll,
| may ndd, does not have the appearance of having been yellowed in any cther way than by age.

6 Chien Lung regards the pecple of the semi-independent kingdoms of the south before A D, 1253 as
foreigners ; and inde=d, the vast majority of the inhabitanis at that time must have been non-Chinese. The civilization,
mmhummmw.mmmmmmmwgmm+

7. Mo doubst during a fire at the temple.
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of sixteen countries in India. The monk Tsung-lo says that these kings are Outside’
Guardians of the Law. Individuals of the same class should be put together,*

At my (the Emperor’s) order, Ting Kuan-p’éng® copied this painting, and styled
his copy a painting of a foreign king worshipping Buddhist divinities. " After the Four
Guardian Kings,' come the various Buddhas, Patriarchs and Bodhisattvas, on to the
two precious banners” Thus, doing each figure separately, he copied the roll, |
have had these two rolls, the source and the stream of the world of the Law treasured
together, so that the roll may never again be wrongly remounted with its parts in
disorder, but that this original scroll may be as it was of old.

In ancient times, there were (Wu) Tao-tzu, (Lu) Léeng-ch'ieh,! and other
masters who chose Buddhist subjects for their paintings.  So splendidly did they
succeed in realizing the grandeur and majesty of the various manifestations that
their works have been copied without end.

| have not heard that on the Lion Throne or in the Deer Park,” there were
traces of wulgarity, Although the Buddha is without the illusions of the social self

I.Thudwmﬁuﬂ‘.ﬁmﬂr.'nﬁdt,"ltmdfuhum:,mdmymﬂm these kings were
Brahmina converted 1o Buddhism,

2. The preceding passage mrmnlhnﬂi’muuhw&uﬂummdhhminmdmldbq
placed st the end of the roll with the simteen kings, or it may mean that the sixteen kings should follow the emperor
and preceds the panthean. Since it would be unseemly indesd to make the emperor tum his back on the diviniries, |
have given Ch'len Lung the bensfit of the doubt. His statement that the remounting gave oocasion for changes in

3. Ting Kuan-p'eng was nmll-hmpirnu&umnﬂfﬁhhm Inthe Palsce Museum collection,

Inwmmrplh'npbylim.hzmhm of this long roll which Ch'ien Lung tefls us tha he made at the Imperial
command,

4. hihupnﬁ'ﬂquluwh.dﬁummu'hﬁuﬂmrdimﬁnnlnd two red Vajrapini preceded the
warious Buddhas and Bodhisstovas,

3. Az the end, are painted two large banners on which are Sarskrit inseriptions, A copy of these was sent 1o
Mmhﬂfﬂmﬁh&uﬁﬁmhhﬁhufhﬂm wal o be sent ;| have not heard the resulr,

Unm.lﬂmmw%nrhmmm&uﬂuwmﬁmm in Peking in the winter of
lﬂi&,hwmhuﬂmbﬁtlmdhhmhﬂumnf iy study,

6. Lu Lengchlieh wes “& pupil of Wu Tao rmu's, probsbly the mom important of the immediste
followers of the maser, He painted landscapes alio  but was beg known for his piciures of Buddhis
subljects ; the most famous of his productions, was called “The Sixteen Achat crosing the ses” Ses Waley, lndex
nFCh'rmuﬂm. P 65 and |mrﬂdnuﬁmmﬂkhkmryﬂf{:|ﬂrﬂpﬂ‘ﬂimmlmﬂ; s2e aho Giles, Introduction

to the history of Chinese pictorial art, p- 53 and Shina gwakka jinmei jisho, Vol. II, p. 1494 The name Leng-ch'ich
m.u-mum.ﬁmnrdg Sanskrit Laaks.

7. Salyasiiha, the "'Lion of the Sikyas,” & one of the names of Sakyamuni Buddha, and be is frequently repre-

sented as sented on & Licn Thrane, mthmHﬂhhhianﬂnﬂqMMM
his first sermon,
L]



25

or of the ego, and although, whether united or separated (i.c., whether manifested
in the world as Sakyamuni—or other Manusa Buddhas—or unmanifest in the
Dharmakaya), he has no idea of distinguishing, nevertheless, we in this world of
desire, if we wish to suggest by painting the peace that passeth understanding, must
seek to do so by symbols like Mount Sumeru and the fragrant sea (that surrounds it).
Thus, even one dfop in the tide of phenomena, we naturally separate into the pure and
the ordinary.

| have recorded the preceding.

The year of Kuei-wei of the reign of Chien Lung (1763), the [0th month, the
15th day, written by the Imperial brush and stamped with three seals—one, Ch'ien
Lung s one, Té-ta~tzu~tsai - - -

To be continued



SOME ASPECTS OF STUPA SYMBOLISM«

By ANAGARIKA BRAMMACARI GOVINDA

V. Pre-buddhistic origins of stipa symbolism

In Mahdyana Buddhism the transcendental symbolism of the crown-
ing parts of the stipa got a new impetus, Their structure became moré and
more elaborate and extensive and the number of stories steadily increased
from five to seven, to nine, to eleven, and finally to thirteen Bhimis. The general
outline of the stipa was no longer dominated by the dome but determined by
an upward movement which raised and multiplied the substructure, narrowed
the dome, enlarged the Harmiks and elongated the spire. The direction of
the religious outlook had turmed from a completed pastto the growing future,
from the ideal of an accomplished Buddha to that of a becoming one, from
the world asit is to the world as it should be and asit had been dreamt of in
the vision of mount Meru's supramundane realms. In this vision the religious
aspirations of the DBuddhists and the followers of the Vedas met: on
this ground only their compromise was possible. We are therefore justified
in thinking that it was not a mere accident that at the time when Mahayana
was in its bloom, at about the fifth century, a type of religious architecture came
into existence which realized the spiritual and strwctural tendency. of this vision
(which was embodied in the crowning parts of the stipa) in a parallel but otherwise
independent form, developing into what is known to us as the Sikhara type of temple.

The earliest stages of this type are still wrapped in darkness. It scems
that they did not originate before the Gupta period. The earliest example
dating from the fifth century is a votive Sikhara temple found at Samath,

The village hut itself is the prototype of these shrines. And as the hut
serves the earthly life, the shrine serves the cult of life-giving and life-
preserving forces (generally personified in the sun-god), k stood in the shadow
of the sacred tree and was surrounded by a fence as a demarcation of the sacred

* See ).1.5.0. A, vol IL, pp. 57105,
[
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place. The ground-plan of the shrine, like that of the altar, was almost square
and the roof high, either on account of the fire or in order to distinguish it from
ordinary huts. The development of pyramidal and conical forms (as in the case
of the spire of the stipa) was more or less pre-conditioned.

The temples were erected within the village, while the tumuli which served
the cult of the dead were built outside their walls. The Buddhist stipa which
combined the elements of the village sanctuary with that of the ancient tumulus
recognized in its form that life and death are only the two sides or poles of the
one reality of the world, complementing and conditioning each other, as the
co-existent principles of Visou and Siva.!

To think them separate is illusion and only as long as the veil of Maya
has not been lifted, the worship of these two forces proceeds separately, some-
times even as two different forms of religion. But once it has been understood
that the plant cannot be bomn to the light before the seed has perished in the
dark womb of the earth, that the egg must break in order to give life to a
new being, that transformationis that which conditions life, “that we are living
our death and dying our life”—if this has been understood, then the great synthesis
takes place, and the foundation of a world-religion is established. Existence is
constant transformation, i.e. it combines the elements of stability and change.
Transformation without constancy, law, or rhythm is destruction. Constancy
without transformation means etenal death. He who wants to ‘preserve’ his
life will lose it. He who does not find his inner law (dharma) will perish,
The principle of ‘Siva” without the regulating force of “Visnu' is destruction. The
principle of “Visnu' without the creative dynamics of Giva’® is stagnation. The
same holds good for all the other pairs of opposites under which the universe
appears to wus. Their mutual, relations and their interpenetration in every stage
of existence are illustrated by the architectural composition and development of
the stiipa and the ideas connected with it.

The hemisphere stands for the dark and motherly forces of the earth, the
transforming . power of death (and rebirth), the concentration of yoga and asceticism
(ascetics and yogins always preferred cemeteries).

The cone as well as the similar pyramidal forms, characterised by one-
pointedness and vertical direction stand for the forces of the sun : light and
life, represented by the fire-altar (harmika) and the tree (spire):  The tree later

I. hml.u:hundu-md.w.wdﬁmﬂﬁpﬁmﬂuﬁ%mtﬁqum“m
mmﬂmmmhhmhhmuf"ﬁlmwwﬂ\ﬂuhﬁmﬂmmm
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on includes all the other symbols representing the universe (mount Mem).
The sun and the stars are its fruits, and its branches the different world-planes.
Tree worship has been preserved in Buddhism until the present day, the
worship of light in that ofsAmitabha (the Buddha of infinite light, the sun-Buddha,
who emanates innumerable ‘enlightened beings’, the worship of life in that of
Amitdyus (who is only another form of Amitibha). The idea of the Adibuddha
and his emanations shows that with the advent of Mahayana the symbols of the
solar cult came again to the foreground.

V1. Relations between stiipa and Hindu-architecture

With the revival of Brahmanism Siva became the exponent of all those
principles that were connected with the hemisphere of the stipa while Visou continued
the tradition of sun worship as represented in the conical or pyramidal spire.

Siva is called the
({%_M - yogin among the gods;
st t uadf he unites in himself asce-

ticism “and ecstasy,
concentration and acti-
vity s he is the liberator,
the destroyer of the
world of illusion, the
transformer, the creative
principle . (lingam), the
EH_.IL—"";ﬁ._ #J: potential force of the
—»  womb (therefore moon
and water are his
attributes).

Visnu represents the
law, the direction in
movement, the sun that
rotates and moves in
its prescribed course ;

Stapi-principle in Vimins-architecturs he is the preserver of

Outline of the Dharmardja ratha in Mavalipuram as an example of the life, the protector of
Vimfina-type of temples, in - which the cupols (s0pi) or pavilion-principle the world, the illumina-~
governs the system, and in which esch unit espressss centralisaion, In the : g x

: ot . R tor, who rides in his

sun car (vimana) from

movement.
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horizon to horizon, the loving friend and helper of all creatures (cf. avatdrs).

His main attribute is the wheel of the law (dharmacakra).

-

The south of India is mainly Sivaitic and has preserved the dome as the
crowning part of the temple. Up to the present day the technical term for this
dome or cupola is “stiipi” (see drawing on p. 27). The north, however, which is
more inclined towards Visnuism, prefers the Sikhara (see drawings, below). This
fact proves, that psychologically and symbolically the cupola is closer related to

the principle of Siva, the Sikhara to that of Visnu.
Ag.! ~ Fig.2 Fig.3

L R
AHALERS
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iu.ul.l-—ik—ﬂlidwuu

Fig. 4 Fig.5 Fig.6

Aschitectural and symbolica! relations between the Sikhara and
the crowning part of the stips

Simplified elevation of an Orissa Sikhara (fig. 3) with its five Bhomis, comparable
ta the Rpaloka-bhiimis of the Buddhist psychocoemas, tepresented by the ipire of a sifipa
wih tertative recomstruction of an Amalika-kaladstermination (Fig. 2. Fg. | sthows a
sipnilar termination of a modern MNepaless siopa. The combination of Amalaka and
Tripatadhara (Fig. 5) has been preserved in the termination of the Tibetan wpa (mcharizn)
iFig- 6). Tripatadhiss is here replaced by an honarific umbrella from which meost probably
it has been derived, The shape of the Tripatadhirs is exactly the same as that of the
ariginal honartfic umbrells (Fg. 4 and upper pant of Fig. 5), '

The crown-
ing spire of a
stipa with its
Bhimis orstrata
of world planes,
in" this respect
corresponds to
the Sikhara. In

- the Orissa tem-

ples (Fig. 3) it
is divided into
five  Bhumis,
which are sub-
divided again
into  smaller
strata (just as
the Bhimis in
the psycho-cos-
mic world sys-

tem of Bud-

dhim:  there ~

are, for instance,
five Rapaloka-
bhiimis, each of
them subdivided
into three and
more ' classes).

The Bhamis culminate in the Vedika, the sacred quadrangular enclosure (Sinh,
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“hataraes kotuva,” corresponding to the Harmika and the Vedic altar), which
is crowned by the Amalaka or Amalasara, the ‘pure kernel’, upon which the
Amrtakalasa, the vessel with the water of immortality—which is also the
attribute of Buddha Amitiyus is placed. According to the Divyavadana the
primitive Caitya ended ina kind of pot, which was called Kalasa (Tucci, “Indo-
Tibetica” |, p. 47, nl).

There can be no doubt about the symbolical relationship between the Maha-
yana-Buddha Amitabha, the Buddha of infinite light (and life, in his aspect of Ami-
tayus) and Vispu, the sun-god. Both of them are supposed to incarnate their love
and compassion in the form of helpers and teachers of humanity : as Bodhisattvas
and avatirs. Both of them have the wheel of the law as their attribute. The
Dharmacakra is also ascribed to the historical Buddha Sakyamuni, But it was
only used to represent him in his Visquitic aspect, as the establisher of the Dharma,
in the act of setting in motion the wheel of the law at his first sermon at Samath.
The other great events of his life, his enlightenment and his Parinirvana, were hinted
at by the tree of enlightenment 'and the Caitya. This means that the historical
Buddha cannot be connected exclusively with either the Visnuitic or the Sivaitic
aspect. He represents the one or the other according to the period of his life. The
orthodox school has never given any attribute to their Buddha image because their
worship was centred on the one historical Buddha and even when his predecessors
were depicted he could easily be recognized by his position. Later on, when other
Buddhas were introduced by the Mahayanists, Sakyamuni was characterised by the
alms-bowl, the symbol of the ascetic, which shows that his quality of a yogin, his
Sivaitic aspect, was felt as his main characteristic by the followers of Mahayana,
And in fact the orthodox schools themselves emphasised strongly the ascetic side of
Buddhism (vinaya) and in their architecture the tumulus or dome shape of the stipa
prevailed. The followers of the Mahayana on the other hand tried to avoid the
exclusiveness of asceticism by taking the whole world into their scheme of salvation
and emphasised the Visnuitic qualities of the Buddha which transcend the historical
personality and remain a permanent source of light to the world. Thus the solar
symbolism of the world tree came again into prominence, while the hemisphere of
the stipa became one element among others and the vertical development of the
monument proceeded further.

VII.  Fundamental form-principles
Before we continue our description it may be useful to summarize the main
ideas suggested by the two fundamental form-principles, hemisphere and cone :
8
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the former standing for centralisation, the latter for vertical direction and one-
pointedness, which may also be represented by tapering pyramids with square or

polygonal base.
Hemisphere :

lunar worship

motherhood—earth

symbols : moon, taurus, Trisila, yoni-
lingam

riight (unity of interpenetration)

cult of the dead

tumulus

hemisphere of the stipa

cupola, pavilions, barrel-vaulted roofs

horizontal development
concentration

inner activity

inner transformation
asceticism (hermit life)

revolution (paravrtti)
intuitive

yoga

help from within
self-deliverance

belief in the divine quality of man
Siva, the yogin

the transformer

creative (potential)
becoming and dissalving
freedom (nirvana)

Cone :
solar worship
fatherhood—sky
symbols : sun, disc, wheel, lotus, tree

day (unfoldment, differentiation)

cult of life

village sanctuary

conical or pyramidal spire

pyramidal and conical towers with
square and polygonal bases

vertical development

cmanation

outer activity

inner stability

worldly or practical morality (family
life)

evolution

discursive

poja

deliverance by grace

belief in the haman quality of god

Visnu, the solar god

the preserver

stimulative (growth)

being

law (karma)

These two categories of principles complement each other and were never
completely separated, as the history of religion and religious architecture shows.
There was, on the contrary, a constant tendency towards fusion which succeeded
more or less in the periods of highest religious culture and experience. But the
equation Siva-Visnu was never completely solved, because there is an irrational



31

residue beyond expression and calculation which has its root in the fact that the
world cannot be divided into equal halves, because there is a third principle which
takes part in the other two. In this way there are no complete comtrasts—even in
opposites there is something in common—and on the other hand these is no absolute
identity between anything existing in the world. .

The third great principle which partly overlaps the other two is the Brahma
principle. Its main features are those of extension, unfoldment, birth, manifestation,
materialisation, universal expansion. In its expansive character it is mot determined
by one direction like the Visnu principle, but acts in all ditections simultaneously.
Its stereometrical equivalent is the cube.

We have not yet spoken of this fundamental form, because it has been com-
bined with both the other principles of architecture and has no deciding influence on
our classification. Just as in Hindu religion, Brahma is supposed to be inherent in the
aspects of Siva and Visau, and is not considered and worshipped separately, so the
principle of Brahma, of materialisation, is immanent in the other two psinciples, in so
far as they take material shape, come into appearance and unfold themselves.

The Buddhist starts from the experience of the world of sense perception and
frees himself from its overpowering diversity and its unsatiable thirst f becoming by
analysing its elements and reducing them to their fundamental laws. He thus over-
comes the Brahma aspect of the world by the Vispu aspect of the law
(‘dharma’ in its noumenal character, *karma’ in its phenomenal appearasce, in its rela-
tion to action). This struggle is the foundation of the Buddha-sisand, represented
in the basis of the stipa, the mass of which is reduced step by step, fpom its greatest
unfoldment to its greatest concentration. The personality of the seeker of truth,
however, with progressive understanding loses the narrowness of paticularity. He
becomes the embodiment of the ineluctable law, of the living and yet so rigid proce-
dure of the world. And so the new aim presents itself, not only as fieedom from
the limitations of personality and the impulses that form and maintain it, but
equally as freedom from the law of the world, which is the world iself ; for the
world does not possess this law as something additional but cansists in this con-
formity to law, ie. in action and reaction (karma-law-cosmos-world). In this
sense the Enlightened One is able to overcome the world within his own being
by the annihilation of karmic tendencies (samskdra) and the chain of dependent
origination (pratityasamutpada) by which nirvana is realized. This is the last step
from the principle of Vispu to the principle of Siva— as symbolized in the stipa’s
hemisphere—the deliverance from the formed, to the un-formed : the ultimate transition
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from law to freedom. While the first stage seeks freedom in the ‘cosmos’, the
deliverance from becoming into being and from the undirected and indiscriminate
thirst for existence, the ‘chaos’, to the consciously directed existence, the last stage
seeks freedom from the ‘cosmos’. The term cosmos as used here. denotes the
experience of the world under the aspect of the law. Buddhism itself also belongs
to the ‘cosmos’, that is, as far as its mental form is concerned. Only in meditation,
with attainment of the Aripaloka stages, does the breaking loose from the ‘cosmos’
begin, and nirvaga lies beyond these,

But in order to be freed from the ‘cosmos’—the ultimate object of suffering in
the stage of the highest, most refined consciousness—one must be capable of ex-
periencing it, must really experience it. One must first have found one’s way to
freedom in the law before one can attain to freedom from the law, that is to
freedom final and complete.

The Parinirvina of the Buddha becomes the starting point for his followers
and for the future world, to go his way again, on the basis of his Noble Eightfold
Path, into which he condensed his experience. This new basis is represented by
the Harmika from which the tree of life rises as a symbol of future attainments,
fulfilling the sacrifice and the message of the past. The spire  shows again
the gradual teduction of the world (cosmos) wntil it reaches the point of complete
unity which transcends all ‘cosmic’ experience and realizes the perfect Sonyata or
metaphysical emptiness, The cone is crowned with a ball (kaeraclla) or similar
forms of the Sivaitic principle.

It goes without saying that the formal and symbolical development in con-
formity with the principles of Brahma, Vispu and Siva took place automatically,
., in accordance with the inner necessities of the human psyche, without being
conscious to the originators of those monuments,—at least not in the earlier periods.
Later on, specially among Indian Buddhist architects, these principles may have
become known to those who were initiated into the esoteric meaning of architectural
forms and metaphysical symbolism,

In the Manasira the four-sided pillar is called Brahmakapda, the
eight-sided one Visnukapda, the round column Candrakanda (candra, the moon -
symbol of Siva). This harmonizes well with our respective classifications of the
main elements of the stipa (though we arrived at our conclusions in a different
and safer way): the Brahma character of the square platform and (later on)

I, Perhaps derived from the kalada
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the square terraces of the base; the Sivaitic character of the dome; the
Visnuitic character of the Harmika which, as we shall see later on, was identi-
fied with the Eightfold Path. But we have to keep in mind that in architecture the
ground-plans of the different parts are not alone decisive, but there is also their deve-
lopment in the third dimension and the relations among themselves, which are deter-
mined by their architectural composition and modify their meaning. The cubical
Harmika_ for instance, which starts already from the principle of Siva (hemisphere) can
not have the same symbolical value as a cubical element in the actual basis of the
monument. The basal terraces grow narrower with every step, which means that the
Brahma principle decreases and gives room to another. The vertical and one-
pointed tendency itself is a feature of the Vispuitic principle. In the ground-plan
the hemisphere and the cone show the same shape, which means that also symboli-
cally they have something in common, namely the Sivaitic principle ; but in the third
- dimension the cone is quite different from the hemisphere, expressing a one-pointed
vertical movement, which means that the Vispuitic principle is combined with it.
In this sense we can say that the cone itself represents the Vispuitic character and
that the shape of its ground-plan only modifies it towards the principles of Brahma

or S‘wa.

In later Buddhist symbolism the four-sided pillar is associated with the
Buddha, the eight-sided with the Sangha, the sixteen-sided one or the round
column with the Dharma. Buddha has been put in the place of Brahma, because
he is the originator, the creator of the Buddhist religion, the Safgha is compared
with Vispu, as the preserver of this doctrine, and the Dharma is compared with
Siva, because it is not the world-preserving law of god Visnu but the law that
proclaims the impermanence, the suffering and the non-substantiality of the world.

This transformed terminology is of no importance as far as our architectural
definitions go and is interesting only in so far as it shows that god Visnu's Dharma
is not to be considered an equivalent of the term Dharma as used in Buddhism.

VIII.  Scholastic symbolism

Scholastic symbolism though it had its origin in the philosophy and psy-
chology of orthodox schools existed side by side with the symbolism of later
periods.'

1. The division of Mahiyina and Hinayna has probably never been to strict as some scholars believe snd - if we
like to use these terms we should be conscious of ther limited historical meaning. They originated &t Ksnigka's famous
council, where a discussion m-bun&iuukuFMm #m&ﬂthﬂlhﬂh:hmhmindh

9
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The extension of the name Mahdyana was, and is, of a vague and fluid
kind. Those to whom it was applied formed no closed unit. And this is
true of most of the so-called ‘sects’. They frequently overlapped in their heretical

views. )

This overlapping can be observed also with regard to the symbolism of the
stipa and there to an even greater extent, as architecture is more apt to express
fundamental ideas than small dogmatical diﬂemr!:tﬁ. These fundamental ideas

three ways : by that of an Arhan, by that of & Paccekabuddhs, and by that of a Sammisambuddhe. While the
&mmlumh:ddhdﬂulﬂlmFuirﬂsblmbehuhlﬁwmﬂﬂmhuwldshm“ﬁﬁhhhmdw
his ewn efforts in innumersble existences, the Paccekabuddha snd the Arshan are realizing this Dhamma (the former
independendy, the latter under the guidance of & Sammisambuddha) in the shortest passible way, without posseszing
ar cultirating the faculties of & world teacher. i

It seams thar originally the Arahan, the Paccalkabuddha and the Sammiumbuddhs were merely clasifed as
three types of men, while in Kanitka's time they were concetved as jdesls, and from this poine of view there eould be no
doube that the ideal of & Perfoxt Enlighiened One was the highest. It ks not probable that any Buddhist school rejected
this idesl, but there may have been individuals wha preferr=d the shorter way of an Arahan either because they found
¥ more congenial 1o their own temperamznt and character or because they thought that there was little chance of
ever sttaining the highest ideal. Thus in esch shool of Boddhion there musi bave been follower: of the grearer
(mahiyina) as well as of the lesser (hinaylina) ideal.

In Fast even nowadsys it is & cumom in the southern countries of Buddhism, that all those who are earnestly
imurutadhlh:i:rdiﬁmd:mmufﬂumidmk.mdmtdﬂhmdﬂﬁlhhﬂdufw.ﬂw
Bodhisattvamirgs. The Mahlylna ideal is recognized and followed even in the countries of so-called Hinayina
Buddhism and the terms  Hinayiina and Mahiyfna should not be used a3 dimincrive characrerisics of two - separaie
mmudﬂn&&dﬂﬁmhﬂrhhm&wHﬁhwhﬂnmﬁbw“ﬂ.h
two paties at Kanigha's council at which, by the way, the Theraviding, theugh they were later on wrongly identified
with Hinaylnists, were not present, while from those whe were present anly the followers of the exclusive Mahliylina
ideal have survived. The different schools should be called by the mames they give to themselvet, and as there
are nanz who aall their schaol Hinsyin this erm may be dropped slogether.

The fact that the Theravidins did not enter into the discussion about these two ideals b not only asserted by
the impartial artitude of the Pk Tipgaka which leaves the choice to the individual, but also by the Kathavatthu, the
latest book of the Abhidhamms,. desling with the points of controversy with regard to the eacly eighteen schoals of
Buddhism, smong which naither the term Mahiiyina nor Hinayana sccurs.

Whare smaong all thess sehaols does the rise of Mahlylinkm come in 7 The Chinese pilgrims speak of Maha-
mwmmﬂmﬁwﬂwmwmﬁ Sthaviras, Lokortara-
vading, of ths Pubbasels and Aparasels Vihiras, The date sssigned to Fa-hian is about A. D. 400. The commentary,
as we have it, wrien either by Buddhaghogs, or, possibly, by ‘one of his schodl is probably half 8 century [later.
Why are these well-known divisions in the Baddhist weeld omitied by the latter writer 7

One thing seems fairly clear in this yet unsolved problem, namely that Fatian and Yusn-Chwang whose
mmmm&mmmh_mhﬂmmamem
Hinayline to Insiitutions which they recognizsd as such, either by frw-hand observation or by hearay, insitutions
which hﬂud&idm‘lﬂndmhmnm:luquhﬂmu designations.

1. C A.F. Rhys Davids, “Points of Controversy™ (Katha-Vatthu)pe. XLV.XLVI,
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were those of the Abhidhamma which contains the philosophical and psychological
foundation common to all schools of Buddhism, whether realistic or idealistic,
empirical or metaphysical, objectivistic or subjectivistic, etc.

In this way we find in the Tibetan Tanjur a description and explanation of
the stipa (mc'od rten)’ in terms of the orthodox Abhidhamma, which throws a new
light on the ideas that were connected with the stdpa even in pre-Mahdyana times.

As we have seen in the case of the Ceylonese Dagobas the socle of the stipa
which was formerly of a low cylindrical shape had been divided into three steps to
which later on a new basis was added, while the three concentric  steps slowly
merged into the cupola in the form of ‘oramental bangles’.

A similar process took place in the development of the Indian stiipa : the
cylindric socle was first raised and later on subdivided into a number of steps, but
instead of losing its independence it gained in importance by taking in the railings
and Toranas. The railings became decorative elements of the surface of the elevated
substructure and in place of the Tumuastlmmmimﬁuhaﬁngﬁmﬁtfmu
quarters of the universe to the terrace on top of the socle.

These staircases which emphasised the universal character of the monument
were apparently fore-runners of the square basal structures, which led up to the
cupola in several steps. This change coincided with the advent of Mahayana
Buddhism and was, it seems, equally accepted by all Indian schools of Buddhism just
as the universal attitude itself of the Mahayina.

The symbolical meaning of the different parts of the stipa according to the
description of the Tanjur is as follows (cf. scheme, in elevation on p. 36, and in
horizontal projection on p. 40) :

I The first step of the four-sided basal structure, i. e., the foundation of the
whole building corresponds to the Four Foundations of Mindfulness (cattari sati-
patthanani), namely :

(2) mindfulness as regards sensation (vedandnupassand satip.) , (3) mindfulness
as regards the mind (cittinupassana satip.) ;  (4) mindfulness as regards the
phenomena (dhammanupassana s.),"

L. CF Tuee : Indo-Tibetica | : “Mc'cd rren ¢ Ts's t"a nel Tibet Indianc ed Oecidentale’,
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I The second step of the
four-sided basal structure corres-

ponds to the Four Efforts (cattdri H 3
sammappadhanini) : 3

ppad ) ‘@

() the effort to destroy the
evil wilch has arisen (uppannanam o
papakdnam  pahanaya vaydmo) ; =
(2) the effort to prevent the evil ®
which has not yet arisen (anuppan-
ndnam papakinam  anuppadiya AV
vaydmo) ; (3) the effort to produce
the good which has not yet arisen ; salica  macim
[‘-’lnuppanrdnam lﬂlﬂlﬁﬂil‘-‘ﬂ uppa- I¥. #aRcinairhm @-
ddya vayimo); (4) the effort to e e @
cultivate the good that has arisen :
(uppannanam kusalanam bhiyobha- . TR samseisuinieg @
viya _ﬂﬁmﬂ)- I. carrim SATRATTH Ny @

. The third step of the four-sided basal structure corresponds to the Four
Psychic Powers (cattaro iddhipada) :

(1) the desire to act (chandiddhipado) , (2) energy (viriyiddhipado) ; (3) thought
(cittiddipado) , (4) investigation (vimamsiddhipado).

IV. The fourth step or the top of the four-sided basal structure corresponds
to the Five Faculties (paficindriyani) :

(1) the faculty of faith (saddhindriyam) ; (2) the faculty of energy (viriyind-
riyam) ; (3) the faculty of mindfulness (satindriyam) ; (4) the faculty of concentration
(samadhindriyam) , (5) the faculty of reason (pafiftindriyam).
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the hemisphere, and were split into two according to the usual tendency of later
periods to subdivide or to multiply the original elements.

Obviously only the three fourfold categories wers to represent originally the
cubic basal structure and in fact the older types of square-terraced stiipas show only
three steps, as we can see from the usual Ceylonese, Nepalese and Burmese Dagobas
and from certain Tibetan Chortens which represent replicas of ancient Indian stipas.
A good example of the fatter kind is a Chorten built by one of the kings of Western
Tibet at Sheh in the Upper Indus Valley (Plate V). F

VL. The cupola (anda) represents the Seven Factors of Enlightenment (satta
bojjhaiga) ¢

(I) mindfulness (satisambojjhafigo) ; (2) discerning the truth (dhammaviciya
sambojjhafigo) s (3) energy (viriya sambojihango) ; (4) rapture (piti sambojjhafigo) ;
(3) serenity (passaddhi sambojjhafigo) 5 (6) concentration (samadhi sambojjhafigo) :
(7) equanimity (upekkha sambojjhango).

VII.  The Harmika corresponds to the Eightfold Path (attha maggafigani) :

() right views (samma ditthi) ; (2) right aspirations (samma samkappo) 5 (3)
right speech (samma vaca) ; (4) right action (samma kammanto) ; (5) right livelihood
(samma &jivo) ; (6) right effort (sanima vayamo) ; (7) right mindfulness (samma sati) ;
(8) right concentration (samma samadhi),

VIIl. The stem of the tree of life corresponds to the Tenfold Knowledge
(Adnam) _ :

(1) knowledge of the law; (2) knowledge of other persons’ thoughts ; (3)
knowledge of relations ; (4) empirical knowledge ; (5) knowledge of suffering ;
(6) knowledge of the cause of suffering; (7) knowledge of the annihilation of
suffering ; (8) knowledge of the way that leads to the annihilation of suffering ;
(9) knowledge of the things connected wirh despair ; (10) knowledge of the non=
production of things.

Up to the Harmiki or the seventh element in the construction of the stipa,
the Tanjur follows word by word the enumerations of the Pali-Abhidhamma as
found for instance in the third paragraph of the seventh chapter (Samuccayas
Saigaha) of Anuruddha’s Abhidhammattha-Safgaha. Though this work camnot
have been written before the eighth century A. D, it is exclusively compiled from’
the canonical Abhidhamma books and if we see a Tibetan text like the one:
mentioned based on a parallel Sanskrit version which does not only have the same:
subject-matter but even the same arrangement down to the smallest details like the

10
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order in which the respective terms follow each other, we witness the faithfulness
of tradition and the accuracy of Indian and Tibetan compilers and translators. While
Thera Anuruddha was compiling his Abhidhammattha-Safgaha in Ceylon, thousands
of miles away in Tibet pious monks were translating Sanskrit texts into their own
language. And though both drew their knowledge from a source that lay at least
thousand years back, their results were in almost perfect accordance | Where however
certain differences occur, they cannot be attributed to misunderstandings but to
later additions which are necessary expressions of a historical development.

In our particular case for instance, it is characteristic that the categories
representing the stipa up to the Harmika are identical with those of the orthodox
canon while those which correspond to the tree of life show certain deviations.
This indicates that the development of the more elaborate shape and symbolism of
the crowning parts of the stipa (htf) took place in later periods and under the
influence of post-canonical ideas closely connected with the growth of Mahayana.

The deviations of the post-canonical categories can be seen by a compari-

son with the corresponding group, as found in the Pali canon (Digha-Nikaya
ll, 33) :

(1) dhamme Adpam ; (2) anvaye fanam ; (3) paricchede fidnam ; (4) sammuti
fidgam ; (5) dukkhe fanam; (6) dukkha-samudaye idnam ; (7) dukkha-nirodhe
ndnam ; (8) magge fidnam.

The last two items of the Tibetan classification are not contained in this
group, though they may be found in other combinations (for instance as anuloma
and patiloma paticcasamuppada). More typical deviations are to be found in the
next group, representing "

IX. the thirteen discs or layers of the tree of life which correspond to the

mystical powers of the Budda. Ten of them are mentioned in Anguttara-Nikaya,
Dasaka-Nipata xxii.

The 13 mystical powers according to the Tanjur :
(1) The mystical power, consisting in the knowledge of the places which

are suitable for the preaching and the activity of the Buddha ; (2) the knowledge
of the ripening of the different kinds of karma ; (3) the knowledge of all the
(states of) meditations, liberations, ecstasies, and unions with higher spheres :
(4) the knowledge of the superior and inferior faculties ; (5) the knowledge

of the different inclinations of other beings; (6) the knowledge of the different

spheres of existence; (7) the knowledge of those ways which lead to any-

L]
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desired end ; (8) the knowledge and recollection of former existences; (9) the
knowledge of the time of death and of rebirth ; (10) the destruction of evil forces ,
(I to I3) the three foundations of the particular mindfulness of the Buddhas:
(avenikasmrtyupasthana).

The 10 powers (dasa-tathagata balini) according to Anguttara-Nikaya

(I) The Enlightened one perceives what is possible as possible, what is impossible
as impossible in accordance with reality ; (2) he perceives the results of actions
done in the past, the present, and the future according to circumstances and causes,
etc. 5(3) he perceives every result, etc.; (4) he perceives the world with its different
elements, etc.; (5) he perceives the inclinations of other beings, etc. s (6) he perceives
the superior or inferior faculties of other beings, etc, ; (7) he perceives the purity or
impurity of the states of trance and of liberation, of concentration and its attain-
ments, etc. ; (8) he remembers innumerable former existences, etc. ;  (9) he perceives
with the celestial eye, the purified, the supra-human how the beings re-appear-
according to their deeds, etc.; (I0) by conquering his passions he has attained,
perceived and realized by himself the passionless liberation of heart and mind, etc..

At first sight this scholastic symbolism will appear rather arbitrary, but if
we examine it more carefully we find that it is consistent with the constructive
principles of the stipa and their ideology. It represents the way to enlightenment,
revealing the psychological structure of the Buddha-Dharma and the qualities of the .
Enlightened One in whom the Dharma is realized. The stipa, accordingly, is as
much a memorial for the Buddhas and saints of the past as a guide to the enlighten-
ment of every individual and a pledge for the Buddhas to come.

As the stiipa consists of three main elements, socle, hemisphere and crowning
parts, the spiritual development also proceeds in a threefold way. The first part
(foundation) contains the preparatory, the second one (hemisphere) the essential -
conditions or psychic elements of enlightenment, the third one (harmika and tree of
life) consists in its realisation, Each of these main parts has again three subdivisions.

The first, preparatory step is mental and analytical. Just as the foundation of
the monument rests on the natural ground, the foundation of the spiritual building
of Buddhism rests on the experience and analysis of nature as far as it is accessible
in the psycho-physical constitution of man.

The second preparatory step is moral : morality based on the insight into the
nature of life.



3. ¢ittanupassand satipatthanam

7. anuppanndnam kusal@nam uppidaya vaydmo
.11, cittiddhipado

aya vayamgo

satiya-Gb)indriyam

dnam

opud 1ypp1Simmin gl

10. vieryiddhipddo

1l ve

; wounyijodirs puvssodnupwwoyp 'k
. R —

dandnupassand satipatth
6. anuppannanawt pdpakdnam anuppid

9. chandl ?hi pddo

owphea vhvapyqofityg woupoeny wouguunddn g

5. uppanndnom p&pukinﬂipnhlnign vﬁyin‘o

1. kdydnupas inniIs atipatthanam

The third preparatory step intensifies the mental and moral achievements and’

converts them into a psychic dynamism which arouses those latent forces which are
the essential conditions or elements of enlightenment.

These elements form the static axis of the Buddhist system and occupy the
central part of the stipa: the hemisphere, its basis and the uppermost terrace on
which it rests. The fact that the latter represents the same five psychic elements as'
the circular basis of the hemiphere justifies its combination with the central group,
though from the standpoint of architecture it forms only the link between the
original substructure and the hemisphere.
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The first step of the upper triad (the harmika) corresponds to the three steps
of the substructure : it starts with right views and aspirations (samma ditthi and
samma samkappo) which are the outcome of -the analytic knowledge (pafina)
prepared in the first step; it continves with right speech, right action, and right
livelihood (samma vacs, s. kammanto, s. ajivo), which is the fulfilment of morality
(silam) ; it culminates in right energy, concentration and meditation (samma vayamo,
s.sati, s. samadhi) in which the dynamic forces of psyche reach their greatest
potentiality.

11 ’
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Knowledge, morality, and concentration (paiifia, silam, samadhi) are_the pillars of
the Buddha-sasand. Morality has no meaning or value without knowledge. There-
fore knowledge is placed before morality. Concentration on the other hand without
morality is like a house without foundation. Morality is the discipline in the outer life
on which concentration, the discipline of the inner life, is built up. Morality thus has
to precede concentration. Concentration again is of no value in itself ; it is an instru-
ment for the attainment of insight (vipassana) and wisdom (pafifia), which in its turn
produces a higher form of morality and concentration until by this spiral-like progres-
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sion (in which the same elements re-appear on each higher stage in greater intensity)
Bodhi or enlightenment is attained. On the first step Pafind is not more than an in-
tellectual attitude, based on investigation and reflection (vitakkavicira). On the
corresponding step of the higher triad it is wisdom based on the experience of
meditation (inner vision) and in the last two stages itis enlightenment as the true
nature of a Tathdgata. These two highest stages (represented by the stem and
the 13 Bhamis of the tree of life) correspond to.the factors of, enlightenment
(bojjhanga) and to those faculties and forces which form their basis.

¢
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The parallelism is also bvious in the architectural forms and in the numerical
composition of their elements. The ground-plans of substructure, intermediate part,
hemisphere, Harmikd, stem and cone of the tree of life are : square, circle, circle,
square, circle, circle. Their further relations may be seen from the drawing on
p. 42 and the following table :

ground-plan : square circle circle
function : fundamental | mediating essential
tihg?’ﬂ formal designation : harmika stem cone
‘ numerical designation : 444, 5+5 3
II:]'F numerical designation : d+4+4 5+5 7
: formal designation : substructure | intermediate | hemisphere
parts
sum of elements : Sx4=20 | 4x5=20 | 1347=20
60

The fundamental functions are expressed by even numbers, the essential by
odd numbers, and the mediating by even numbers (I0) composed of odd halves.
The intermediate parts belong essentially to the next higher elements, ie., to the main
parts of the stipa (hemisphere and cone : stipa and Sikhara principle). This is
proved by the fact that the hemisphere includes nearly all the elements of the prece-
ding two steps, namely Viriyam, Sati, Samadhi and Pafiaa (in form of dhammavicayam)
and the cone contains similar elements as the stem, namely different aspects of Paiiaa,
In the stem they are more fundamental and general, and in the cone more differentiated
and specialised.

The symbolism of numbers is well developed in Buddhist philosophy, art
and architecture. The following example may suffice to give an idea of the
numerical relationship between the scholastic stipa and the co-existing psycho-
cosmology. Within the three worlds (ti-loka) or main forms of consciousness
(cittini), Kama-, Rapa-, and Aripa-loka, there are fifteen word-planes (six in kama-,
five in ripa-, fourin aripa-loka), thirty classes of beings (ten in kama-, sixteen in
ripa-, four in ariipa-loka, dccording to their. states of consciousness), and there
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are sixty elements of spiritual development, as represented by the stipa. In figures' :

3 = (key-number) =g

) 15=5x3 =4

) 30=5x(3+3) =¥

) 60=5x(3+3+3+3)=60
These sixty elements constitute a continuous way ascending through the three
worlds and its different states of existence in the form of a spiral, spiritual
Pradaksina-patha, This idea has been materialized most perfectly in the
great terrace-stipa of Barabudur. Though this monument belongs to the later
Mahéyéna period (VIlIth century) it can be seen from the drawing on p. 41 that
" the actual ground-plan of Barabudur fits exactly on the spiritual ground-plan of the
orthodox stipa as explained by scholastic symbolism, Barabudur has the
unbroken tradition of a millenium, and instead of more or less justified specula-
tions which have been made about its symbolism, we are now in a position to
know at least the fundamental ideas which were accepted by the Buddhists of all
schools aud which hold good even for the Burmese and Siamese pagodas of later

periods, in which Mahayana and Theravada meet in a new synthesis.

I. CE partlll, proportions of the Digoba 1 The universal aspect of the Dharma which | compared to the
dimension of space, is expressed by categories in which the number three prevails in the same sense as in the vertical
davelopment or composition of Buddhist architecture.



THE SOLAR WHEEL .
AT SARNATH AND IN BUDDHIST MONUMENTS

By 4. PRIZIYLUSKI

This is how the capital of the Samath pillar is described in the Samath
Museum Catalogue :

“Capital of Asoka column (ht. 7 ft. ; width across the abacus 2 ft. 10 in.).
The lower portion, 2 ft. in height, has, as usual, the shape of a bell decorated
with conventional petals in Persepolitan style. They are sixteen in number. The
necking above the bell is circular in horizontal section and has a torus moulding
with plain surface. The middle portion, which is fashioned into a circular abacus
resembling a common drum I ft. I} in. high, is decorated with four wheels, of
twenty-four spokes each, in high relief. The ends of the axles are left rough, from
which it may be surmised that they were originally covered with caps probably
of precious metal. This is proved by the existence of three fine holes pierced into
the rim of each axle, into which metal pins were evidently inserted to keep the
cap in position. The spaces between the wheels are occupied by the figures of
an elephant, a bull, a horse and a lion, following each other from right to left in
the direction of the Pradaksind. Three of these animals are represented as
walking, the horse as running at full gallop. -These figures are all more or less
damaged, but they are wonderfully life-like and their pose graceful.”

“The abacus is surmounted with figures of four life-sized lions placed back to
back, so that only the fore-parts are shown. They are each 3 ft. 9 in. high. Two
of them are in perfect preservation. The heads of the other two were found
detached, and have been refixed. The upper paw of one and the lower paw of
the other were not recovered. In place of eye-balls some sort of precious stones
were originally inserted into the sockets, as is clearly shown by the existence of
very fine holes in the upper and lower lids, which received thin iron pins to keep
the jewels in position. One such pin still remains in the upper lid of the left eye of
one of the lions,”

12 »
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“The capital was carved out of a single block of sandstone, but is now broken
across just above the bell. It was originally surmounted by a wheel (cakra), the
symbol of the Buddhist Law, supported on a short stone shaft. The latter was not
discovered, but its thickness can be estimated from the mortice hole, 8 in. diameter,
drilled into the stone between the lions” heads. Of the wheel itself, four small
fragments were found. The ends of thirteen spokes remain on these pieces. Their
total number was presumably thirty-two = = = = The material of which the capital is
made isa black-spotted, buff-coloured sandstone from Chunar, but of a much
finer grain than the Chundr stone used in the construction of houses in Benares and
its neighbourhood.” ()

In order to understand the significance of the Sarmath monument, one must
compare it to the great cosmic pillar of which it is merely the reduced image. Among
the many allusions to this mythical pillar scattered over Indian literature, one of the
most precise is found in the eighteenth piece of the “Thirty-two Tales of the Throne™ :

“On the summit of mount Udaya there is the shrine of a deity ; before it
stretches a lake which has yet never been seen, and to which one descends, down
the four sides, by golden steps, resplendent and enriched with precious stones,
with pearls and with coral’ In the centre of this lake stands a column of gold,
and on this column there is a throne, of gold also and inlaid with various gems.
From sunrise to midday, the column, bearing the throne, ascends gradually until it
touches the disk of the sun ; from midday to sunset, it sinks down until it is back in
the middle of the lake as before. And this takes place every day.™

The mythical column mentioned in this tale is not without some analogy with
the monument which we are studying here :

L The Samath pillar, like so many other columns belonging to the same
type and the images of which omate the stipas was crowned by a wheel with
thirty-two spokes. In the “Thirty-two Tales of the Throne” * we sce that the top
part of a column of gold touches the solar disk at noon. The wheel which sur-
mounted the Samath pillar was probably intended to mark this conjunction.

2, The golden column is surmounted by a throne. Below the solar wheel,
the Sarndth pillar has a group of four lions which support this wheel and, conse-

l. One may suppose that here the text has been aliered, and that originally s wording described four Rights
of stepe, each adomned with a different i,

2  Translation by Peer, pp, 127-28.

3. Mark the recurrence of the number 32,
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quently, act as a throne for the image of the god Sun. The throne made of lions is
a very ancient element in Indian civilization.!

3. In Indian art, the lotus is frequently used as the support of a deity.
Its flower floats on the surface of the waters and opens out according to the
intensity of the light. The eighteenth of the “Thirty-two Tales of the Throne”
suggests the vision of a gigantic lotus stalk which would rise out of the lake so
that the sun might rest upon it at midday. The Samath pillar, surmounted by
a solar disk, bears precisely the image of a lotus flower absolutely full-blown
because its petals are thrown back downwards.

In Babylonian astrology, one finds, below the great triad : the Sun, the
Moon, Venus, a group of four planets, every one of which isin relation to a
point of the compass and to a given colour : Mercury, Mars, Jupiter, Satum.’
On the Babylonian monuments these four planets are pictured by small roses,
all alike. At Samath we see four small wheels between the symbolical animals.
These wheels may represent the four secondary planets, because they have twenty-
four spokes only, while the big solar wheel probably possessed thirty-two,
Besides, we know that at Babylon a particular gem corresponded to each planet.
ﬂtS&mﬁthnchmufdmmllwhuhw:spmvidﬁlﬁﬂ:apmiuuscap.

The symbolism of the Samath pillar may then be explained according to
a cosmology, one of the essential features of whichis a correspondence between
a point of the compass, a river,a colour, a planet, a precious stone and a symbo-=
lical animal. | have already pointed out the signs of similar conceptions in the
traditions relative to the city of the Cakravartin, and | have shown that their
origin must probably be sought in Babylonian civilization” At Samath, every-
thing invites us to look towards the West : the cosmic axis, the lions, the. capital
and the wheels.(2)

In his monumental work, “Barabudur”, which the Bulletin de 1" Ecole Fran-
caise d' Extréme-Orient is publishing presently, and which affords such an important
contribution to the study of many problems of Indian art and civilization, M.
Mus considers that our conclusions relative to the Samath pillar are “acquired”’(3)

L Ck simhisana=throne. For this type of representations, in India and in Svilizstions of the Mear-Orient,
cf. Perrot and Chipiez, “Histcire de I’ Ant™, V, p. 713,

2. Jeremias, Handbuch?, p. 175.

3. “Laville du Calravartin, influsnces babyloniennes sur la civilisstion de | ‘Inde”, Rocenik Orjentaligyezny, V.,
Pp. 165.85,
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and he strives to complete them. It does not seem sufficient to him to see in
this column just a support for the sun. We ‘are of the same opinion because
we said that the column of gold which stands in the middle of the mythical lake
is no other than the cosmic axis. Moreover, M. Mus wants that this column
should indicate the zenithal direction, and this is evidence itself.

“The four planets, proceeds M. Mus, are the regents of the four orients,
owing to the bare fact of their mystical conjunction with the sun, theoretically
at the four points of the compass, and at the four seasons of the year. Now,
we are told that at Samith each one of the small wheels possessed a precious stone
which capped the top of the axle, and that, in all probability, each separate little
cap was made of the gem which corresponded symbolically to one of the planets.
But may not these precious stones have actually embodied in this way the stars
which rule the four quarters ? The wheels placed behind them, like the wheel
on the top of the monument, would then be so many reproductions of the sun,
pictured by the radiant image of the magical pole, which, in its tumn, is no other
than the opening which allows the light to penetrate in this world. The sun
would be shown here soaring up in conjunction with each one of the “solar”
planets which divide the year: and it is the place to recall king Samghatissa
putting, says the Mahavamsa, four precious stones in the centre of the four “suns”
of the Mahastipa. This allusion restores their full meaning to the axle-caps of
Samath - - - - "

“It is no longer permitted to doubt that the crowning wheel of Saméth
is the sun, and consequently that the four smaller, but similar, wheels of the
four ogients, are also, and owing to this analogy itself, the sun passing at the
four orients : we have indicated the meaning of this disposition in the bounds
of the annual cycle. If they are not the consequence of mere material conditions
of execution (would it have been possible not to give the crowning wheel larger
dimensions than to those which decorated the sides of the abacus?) the
differences in their size and in the number of their spokes may be explained by
the religious preeminence of the zenith ; but all five symbols illustrate the same
object.”(4)

In short, M. Mus believes the five wheels of the Samath pillar to be
equal symbols of the sun, and he thinks to find the proof of this in the Mahdvamsa,
chap. 36, verses 65-66. Let us test the weight of this argument :

L
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visum satasahassagghe caturo ca mahamani
maijjhe catunnam suriyanam thapdpesi mahipat,
thiipassa muddhani tathd anaggham vajiracumbatam.

“the king put four great gems, each worth a hundred thousand (pieces of
money) in the middle of the four suns, and upon the spire of the stipa a priceless
ring of diamond.”

In the Pali text nothing indicates the place of the “four suns”. W. Geiger
translates : “= = = in the middle of the four suns (which were placed on the four sides
of the “tee”)” and this translation is adopted by M. Mus. But there is no document
to back him there. We do not know of any stiipa the “tee” of which is decorated
with four suns. True, the stiipas of Safici and of Amaravati have often enough
a wheel supported by a column, and this wheel, like that which crowns the Samath
pillar, is probably a solar symbol, but it is not placed upon the “tee”’ of the stiipa.
Let us see where those wheels may have been placed.

“In the surronndings of the stipa, says M. G. Combaz, as well as in that
of the <anctuaries, there were isolated pillars supporting, above a capital in the
shape of a bell, various emblems - - - Around the great stipa of Sanci, five or six
of those have been discovered ; they seem to have been placed near the Torapas
by the side or in front of them.

“Their real place in regard to the monuments is sometimes rather hard to
make out, because many of them have been displaced and others are left as the sole
remains of the monuments which they accompanied and which have totally
disappeared.

“Besides, the most ancient sculptures show usthe stipa guarded by two
(or four ?) pillars.’

“If the Gandhdra ruins have not yielded complete models, one may however
suppose that the few Indo-Hellenistic capitals found there must have belonged to
columns. Gandharan sculptures testify to the existence of pillars arround the
stiipas’ as well as around certain sanctuaries.’

“|¢ seems to result that the pillars, either single or in pairs, were generally
placed by, or in front of, the entrances. But we do not posses enough elements
yet to be certain of their true significance.”(5)

1. At Barhut, W. Cobn, op. cit., pl. & ; At Mathurs, Vogel, op. cit., pl. V.
2. A Foucher, op. ait., figs- 23, 24.
3. Ibid. Gy 4l

13
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If stone pillars, sometimes crowned by a wheel, where often placed by the
entrance of the stipas, it is likely that the “four suns” mentioned in the Mahdvamsa
were four solar wheels placed, not upon the “tee” in the middle of the stipa, but
upon four columns of stone erected in front of the four entrances.

This induction seems again more probable according to the fourth tale of the
Sitralamkara, which we give here abridged : I the kingdom of Ceylon, a man had
obtained a pearl the size of his knee. He offered it to the king, who went to a
stipa and “placed the pearl upon the pillar of the stipa door. There it shone
brightly like a great star. The king’s palace was lighted up by it as by a rising
sun - - - One day a burglar climbed up the pillar, stole the pearl, but fell down
afterwards and broke his leg. The king opened an inquest. Bloodstains were found
at the foot of the door pillar, and the robber was discovered in the end.(6)

In this tale, the king of Ceylon, when he puts a big gem upon the pillar of
the stiipa entrance, probably in the middle of a solar wheel, acts like Samghatissa
did, who placed “four great gems...in the middle of the four suns” of the Mahastipa.
Far from explaining the significance of the four small wheels on the Samath pillar,
this instance merely confirms the symbolism of the big wheel.

True, the Mahavamsa mentions “four suns” which must have been at the
four entrances of the stipa, and consequently at the four points of the compass.
But this testimony is a late one, and we can not be allowed to use it as an argument

for the explanation, in a monument much more ancient, of some elements the purport
of which is quite different.

As far as we know, the Samath pillar is an isolated monument, probably
anterior to Asoka. This monument bears five wheels on its top. Later on, the
stipas are flanked by pillars supporting a wheel. The number of these pillars
varies greatly from one stiipa to the other. Of course one may compare the big
wheels which surmount them to the big wheel of Samath, but it has in no way
been proved that at Samdth the four small wheels should be suns as well, and we

believe thatin the present state of our knowledge we should best look wpon -
them only as planets.(7)

NOTES

(1) Quoted by Monahan, The early history of Bangal, p. 223,

(2) For further developments of these idess, cf, Le symbolisme du pilier de Sariath, Etudes d'crientalisme
publides par le Musée Guimet & la mémoire de Rl Linasier, L I, pp. 481-998. | have shown in this asicle that the
four animals of the SErnath pillar may be found again in the Indian traditions relstive to lake Anavetspia.
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(%) P.Mus, Babudur, BEFED, 1. 32, p. 416

“:I W!MFM-

{5} G.Combaz, L'évolution du stfips en Asie, p. 212

(6) Sosslamkirs, Tramslation by E. Huber, p. 30-32

(7] For the largest wheel of Simith, M. Mus suggesis 2 double symbolism : it would iNustrase both the Sun and
the planet Venus, in her quality of Queen of Hesven and Mother of the Gods. (Barsbodur, ibid, p. #17). We
believe, however, than one must choess,  IF the Great Goddess is represented by the stane column, then she is the
cosmic prop which wstains the Sun and the celesial world As wich, she is the mother of the gods and ranks
fist in the universe. If, on the contrary, she is the planet Venus, her position & subaltern only. Thess two
canceptions are tastified historically, but ar different periods or region. It seems hardly likely thar they could have
been expressd st the same time, and an a single monument.
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VIDYADHARA

By JITENDRA NATH BANERJEA

The relicf (PL. VI)' in grey sandstone from Samath shows a male and a
female figure flying through the air. They carry offerings in baskets in their left
hands, the right hand of the male figure is in the Vitarka mudrd and that of the
female figure holds an offering which she has evidently taken from her basket.
The female figure is being carried by her companion on the back of his right leg
which is stretched out to its utmost extent while his left leg bent at the
knee touches his waist. The craftsman has emphasised the smooth wave like
movement of the figures through the Antarksa region. Both the figures are
sparingly oramented, but their modes of dressing the hair require special attention.
The mass of hair on the head of the male figure and the heavy tresses
shown in descending tiers down the head and shoulders of the female one remind
us of the modes of hair-arrangements frequently to be found on the Gupta
figures of the Sth and the Gth centuries A.D. A comparison can be made with
the varieties of coiffure on the heads of the Ganas depicted in the carved
fragments of the dado of the Siva temple discovered among the ruins of Bhumara.
The flying Rgures on cither side of Siva’s bust in the lintel of this temple have
their hair arranged in exactly the same manner and similar are the hair arrangements
of many of the imperial Gupta sovercigns in their portraits on their gold coins.
The upper parts of the bodies of the two flying figures are left bare, while the
presence of drapery below is suggested by means of two incised parallel lines at
regular intervals. The expression on the face of the male figure is serene while that
on the face of his companion is illuminated by just a happy smile. Both of them
are shown looking intently on some object which evidently was the central figure
in the composition, the cult-picture—a Buddha, a Vispu or a Siva. The relief seems

"

I, The original s in the Indimn Mussum, Caleurta (Mo. 9513). |k is labelled “Gandharvas hovering with
fiowers in their hands ; Sth-fith cenuuries A. D, Saenlith."” lrs sk is {7 55"



Vi







53

to have formed either part of the upper portion of the Prabhavall of an image
or more likely it might have been a part of a lintel similar to the one with the
flying figures over the main sanctum of the Bhumara temple® referred to above.

Such figures appear as accessory ones in early and mediaeval Indian
art. Even sometime before the introduction of the cult-picture in iconic form, when
its presence in a particular relief is indicated by means of symbols, these figures
occasionally hover to either side of them. The early Buddhist monuments of Barhut,
Séiici and Amardvati, etc. and the Jaina caves of Udayagiri near Bhuvanesvar clearly
show this. To refer to one or two typical cases from Barhut, Saici and Udayagiri :
The flying garland bearers on the oftreproduced Bodhi-tree shrine from
Barhut® and similar other figures on the lintel of the“eastern gateway of Sanck*
are hybrid in appearance ; the lower halves of their bodies are bird-like while
the upper halves are human with wings attached to their shoulders or waists.*
But the elaborately dressed flying figures on either sides of the Toranas in
the animated scenes on the friezes of the rock-cut temples at Udayagiri are
entirely human., And a glance at one of the reliefs on the eastem gateway of
Saiici, as well as at those of Buddha's visit to Trayastrimsa heaven and his
descent at Saikisa on one of the Barhut uprights’ will prove that even at this
period a distinction is made by the craftsman between the hybrid and the fully
human figures flying towards the centre of the relief. “When the iconic form
of the cult picture is introduced, these figurines become more regular in their
appearance on the top comers and gradual developments are discemible.  Thus,
the early Mathwa artists make frequent use of these two types and their

. The Temple of Siva ar Bhumies, Memoir of the Archaeclogical Survey of India, Mo. 16
might alss have belanged 10 & subsidiaty niche an the outer tide of the main shrine Twor
the ruined Gupta temple at Deogarh, one containing the figures of Mars and Merfyans and the other
Kativarada form of Vigsu, show exacdy similar Hying couples on their top sestiont, The third miche of the

same temple, with the figure of Sesafiyi Vigou in i, thows divinives like Hara-PErvad, Indra and Kirrikeya
Rying in the air; they are seated on their respective mounts which, as their tensely strained legs and bodies show, are
soaring through space. For plass; see T. A G. Rao, Elemenis of Hindu fconography, Pls. J0CXI1, LXX) ; William
Cohny Indsche Plastik, pl. 24, .

2. Cunningham, The Stupa of Bharhut, Fl. X, cuter face,

3 Grinwedel, Buddhist Ast, fige. 4 and 1T,

4. CF. Gitnwedel's remarks about them, op. dt., p. 47.

5. Gritnwedel, op. cit., fig: 17 3 Cunningham, oo, ., pl, XW1, cf. also plate X11] middle figure and plate XX,
Fig. |, where an the proper right we find the hybrid garland-bearing Ggure while on the proper left i the fying human
figure, '

14

1. R D, Baneri
relief
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tendency to differentiate between them is manifest’ But they seem to have gradually
discontinued the practice of making use of both these motits ; they retained
the human flying figures, By the Hellenistic craftsmen of Gandhdra also the
garland bearing cherubim and female flying figures were frequently employed. The
indigenous artists of the Gupta period, on the other hand made occasional use
of flying pairs of human figures, like the sculptor of our_relief ®, Sometimes, how-
ever, the male figures in these pairs hold swords in in their hands'.  The sculptors of
the mediaeval period introduce a new canon in their usage of these motifs. They not
only retain the use of both the variants but allot well-marked position to both in
their comprehensive scheme of the decorated stela (prabhavali). The hybrid couples,
not now in the usual flying pose are shown playing on musical instruments just above
the Makara motif on either side of the central figure, while the entirely human
garland bearing figures, sometimes singly and at other times with their consorts borne
on their legs are shown hovering on either side of the Kirttimukha ; thus in a fully
complete stela, the order of arrangement of the decorative motifs from the
pedestal (pithika) upwards is first the leogryph (lion upon elephant, gajasdrdila), then
the Makara transom, above it the hybrid pair playing on lute and dancing, a little
higher up the flying garland-bearers and lastly the finjal, the Kirttimukha. But now
almost invariably & new feature is introduced in the flying figure motif ; that these
figures are soaring through the Antariksa region is now not only indicated by the

distinctive pose of the legs, but also by the conventional representation of clouds
for their background®,

As regards the exact nomenclature of these two motifs, previous writers on
Indian art were not sure aboutit. The hybrid flying figures are usually described
as Supamas while the human ones as Gandharvas, Devas or flying angels,
the latter sometimes as Vidyadharas. We are not certain how they were

L. V. Smith, Jaina Sipa and other antiquities of Mathurd’ ; ol XVI. fig. 1. Two flying figurines are
side by side, the one 1o the left with his mutilsted face is purely human while the other i a mikad being. Smith
remarks about the former ¢ "The muitilated mals figure to the left of the umbeella =ema 19 be intended for & Gindharva'.

2. CF the Bodhisarrva statuette from Katra; Vogel, Mathura Mineum Catslogue, p. 47, Pl wil ; ef. alo
Bahler's descripon of the Jaina By3gapata of en unknown donoe, Epigraphis Indica. val. Il, g, 311313, pl. 1, b ; inside
the outer frings of the circle are the figures of the sested Jirms, trez within railing and s0pa with pairs of will-dressed
flower and garland bearing human souples flying towards the central piese.

3, They were still in the habit of employing on rare occasions the hybrd flying figure ; of. R. D, Banesii,
Bas-reliefs of Badami, p. 56-7.

4. R.D. Banerji, ap. city ple XY, fig. & ; Garuda on comice, two fiying couples, one on ether side of it, the
msle figures carrying swords,

5. R. D. Banerfi, The Eastern school of sculpture, Pl XLV, fis. 8, ¢, ez
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known to the artists of early period ; they seem to have been included within the
class of secondary gods or attendants mentioned in Brahman, Buddhist or Jain
mythology’. In later iconographic works however they are distinctively mentioned,
and the manner in which they have beeen described in some of these leaves little
doubt as to their denomination, the hybrid being a Gandharva and the human
a Vidyadhara. To quote a few lines about the Vidyadharas and Gandharvas
from the section on Yaksa-Vidyadharadilsksanam from Manasira : Evafh tw yaksa-
ripam syid vidyadharamasananvitam //7// Puratah pristhapadau ca langalaka-
rau eva ca/ Janvasritau hastau gopuroddhytabastakau //8// Evash vidyadharih
proktah sarvabharanabhasitah/ Nrttat va vaipavam vapi vaisikham sthanakam tu
va //9// Gita vipa vidhdnaisca gandharvasceti kathyate/ Caraparm pasusamanarh
cordhvakiyam tu narabham //I0// Vadanamh garidabhdvarh bahukau ca pak-
sayuktau//? Making proper allowance for the difficulty of accurately rendering
these poses by words, one should observe that the author has in a faithful
manner  described the peculiar flying poses of the Vidyadharas, the epithet
langalakarau (plough share like) applied to their legs being very significant ;
his description of the Gandharvas also clearly testifies to their  hybrid
character. We may remain in some doubt about attributing these names to
earlicr representations of these motifs in Indian art, but on one of the lower
reliefs of the so-called Prasenajit pillar of Barhut, " is shown the Vidyadhara,
though not in his usual pose. The relief bears an inscription which, as
correctly read and translated by B. M. Barua, is ‘Vijapi vijadharo,” i. e. ‘the
spell-muttering  Vidyadhara! It depicts the Vidyadhara, an artful magician,
standing on a rocky ground, tying his turban ; a female figure, by his side, holding

1. Granwedel, op. cit, p. 47, fig.n. 2. The author enimerates she classes of secondary gods in Brihman
miythology viz 1 (1) Kinnaras, (2) Kimpureps, (3) Gandharvas, (4) Pannagas or Nagas, (5) Siddhes, (6) Vidyl-
dharas, with a short description of esch “mqmﬂpﬂﬂmmwhnm&u\fﬂnﬂu;ﬂl of the Jaim, viz. Piifcas,
Bhitas, Yakjas, Rikgasas, Kinnaras, Kuhpurupas, Mahorages and Gandharvas. The eight classes of demigods snumerated
inamnmlummmmmmmcﬂmmwmmm

Trulwmhsdnnutwmindumnfﬂuﬁmhmﬂﬂhmﬁnlm

2. P. % Acharys, Minasira, g 370, The Agnipurina tells us t Vioshasti Kitnarkh syurmilividyidharadca
khe; ch. 51, w. 1T, endently not distinguishing between the Gandharvas and Kinnarss. The Manasisa oo doss not
distinguish berwaen them, But the Matsya purdna distinguishes between the two and mentions the Vidyadharss also,
d"-ﬂf-lihur:buﬂmtfumi.d\mwﬂ\ﬂuduuhn&dwdr&um{nh.iiiv.iil The Vignudharmaotiara (ch, 42, v. 2-10)
alyo describes the Vidyadharss, the descriprion closely following their representation in later art: Rudrapraminih
kartabyfstaths vidySdhark nppsf| sapatnikiicate kiryd milyslackiradhisina J19]] khadgahasiscate kiryd gaganevitha
vi bhuwi.

3, Cunningham, op. cit, PL. XV, side. Hzoould niot translats the inscription and his reading of it was ]
fauley. The corest reading and transiation are referred to above.
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in her right hand three flowers ; his sword and armour are shown hanging from
a tree behind him, Barua thinks that this illusirates a scene from the Samugga
Jataka (F. 436), narmating how a demon was outwitted by a tricky
Vidyadhara.! The Vidyadhara in the story is referred to as ‘Vayussa putto nama
vijiidharo sannaddhakhaggo akisena gacchati® i, e. ‘the son of Viayu, who was a
magician, girt about with a sword, was walking through the air.” Thus, we see,
that the Vidyadhara motif seems to ‘have been known by this name to early
Indian artists, though in this particular relief, the Vidyadhara is shown in a standing
and not a flying pose. In later literature the Vidyadharas are frequently referred
to as dwellers of the highest peaks of the Himalayas and as sky-rovers, semidivine
beings, attendants of Siva and masters in the arts of magic.*

1. B.HH:rul.Bu‘hut.‘H"uLll,pp. 132-33,

2, Fausboll, Jatada, vol. il p, 528,

X Ca-adLthh,Tmﬂmmvd.Hl.p. 314,

4, C.H.me.xtmlwiipu,ﬁ-mhﬁm. Many sre the stories hare narrated abour the Vidyidharas.
Jimftavihana, s of Jimbtsketu, tha king of the Vidyidharas, says on one oczasion “Formerly | was & sky-roaming
Vidyidhars ; and once on & fime | wis passing over & pask of the Himilsyw, and then Siva who was below, sporting.
with Gaurl, being angry at my passing above him, cursed me..... " Tawney, ibid, vol. 1, p. 176.
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PAINTINGS AT BADAMI

By ST. KRAMRISCH

The eatliest Brahmanical wall paintings yet known in India were noticed by the
writer and subsequently photographed in the large Vaisnava cave (known as cave [1l)
in Badami, Kaladgi collectorate, Bijapur District, Deccan. The cave hasa dated
inscription of Mangalisvara, the Calukya king. It records the completion of the
cave in the year Saka 500 (578 A.D.).! Apart from being the carliest Brahmanical |
wall paintings, these are also the earliest records of painting in India which are
definitely dated. The Buddhist wall paintings at Ajantd can be dated on stylistical
and epigraphical grounds, and there is a considerable affinity between the later
work at Ajanta and the Badami paintings. The cave has been visited frequently
and has been commented upon exhaustively in archacological literature. But while the
sculptures at Badami were the subject of a monograph (R. D. Banerji, Bas-reliefs
at Badami), these paintings were not dealt with! They occupy the concave surface
of a heavily vaulted comice, which affords protection against the rain and the
strong light of the sun, and the latter may have blinded the visitors to the cave.
The paintings though faint, are of a high quality. Their subjects apparently are
Sivaitic ; there is in front of a red curtain a figure of a pale complexion dancing -
(Siva ?), the right arm raised, with Kataka hasta, the left arm thrown across
his body (gaja hasta) and the face dance-intoxicated. Massive red columns with
white cushion capitals emerge above (Pl VII.' This scene, however, is less

1. ef Indian Antiquary ¢ Burgess, Rockout temples al Badami, vel. VI, pp. 363, 364 ¢ Fleer, Sanskri and
Old Canaress inscriptions, vol. X. p. 57. }

2. hrumhdmhuhlhwulehﬁanntle.p.zﬂ. mentions ardy  *“Remains  of
painting are siill disinctly traceable on the underside of the caves (see p. 58, note 4] and on the carved roof of the
warandsh. Pouibly trases might also hmdmmelwimuﬂ.luurhmdyﬂuyhmbunw
with whitewash by some photographer.”” ‘Remains of frescoes o Badimi® are also mentioned by Codrington, “The
culture of mediseval India as illustrated by the Ajants frescoes,” Indian Antiquary, vol. LI, p. 159. Nothing further
ks said about them,

3 Tﬂhhﬁ-ﬂmiwnhhmmmhﬁd%:huﬁﬂldlhhmdm there is a
human Face with large round esirings (patra kundala), its body faintly visible and possibly holding & drum (mpdasga) in
the direction of the dancing figure. This figure appears © be larger than the dancing one. The painting in these parts

I5
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clearly discernible than the one next to it, which is also set in front of columns.
It shows a group of heads, and amongst them those of Siva and Parvati may
be recognised’ (Pls. VIl and IX). The figure to the left proper of Parvati
could be her father, Parvatarija. A sugar-cane scems to be held by another
figure. The two main figures, Siva with matted hair? and Parvati with a veil,
stretch out their hands in the ceremony of ‘panigrahana™—ie., the taking hold of
the hands in the act of betrothal (kalyapasundaramirti). Women look down on the
scenes from a gallery.” The figures are painted in what looks now a pale buff
shade (Siva, Parvat}) or dark brown (an attendant figure with fly-whisk) or else a
greenish blue. They are fully modelled in colour, with high lights. Divided from
this scege by a Sardila carved in the round, a flying couple of Vidyadharas are placed
against a feathery cloud and the wizatd Vidyadhara raises his delicately shaped left
hand in Mygasirsa mudra (Pl X). There are several other portions of paintings
preserved in this cave as well as in the smaller Vaispava cave (cave 1I)'. Wherever

however is very faint snd dameged. The red curtain is fiwed on & rod in Front of the columns, at some distance
helow the capitals and extends behind the shouldar of the large figure.

. The painting has peeled away to the right pbper of Siva and the right half of & dark brown male figure with
a fly-whisk can be dintinguished beyond ir: above the bare psich there are races posibly of the upper part of one
more head.  CF. also “The Nlusrated London Mews,' Bth, August 1936 p. 249,

z mmmﬂmmhmmmmmmhmmmmvm with &
looae beaid of hair falling to the shoulder,

3. "The muriage of Swa and Pirvail’ is represented in relief in cave | (Baneri, op. cit. p 10), The
version there, however differs. The painting, incomplete and damaged as it is and besides not alrogether in kesping
wﬂnmdhhmmd'lhhminmmwuﬁmhMtumwm be correstly idennifizd, The
other versions of this scene in Eleghanta, in Elloca in the Dhumar and REmesduars caves and elszwere (cf. T, Gopinatha
Rso, Blments of Hindu iconography, for inst, vol. Il, part 1, pl. Cll, where Parvasl is thown o the lek of Siva, a3
mhﬂﬂmpﬁhﬂhdxlnmwhemd:ewmﬁnﬁihlhmmmmhl’d’-

. The reluive size of the fizures varies from thestandard. Thar of Prrvathshould be as high as the eve, the
mn-mm or the chest of Siva, whiseas the I at least equal to Sa’s figure in the painting. Al the heads,
mereover in thir group sre more or bews on one Tevel, if nat of the sime & re with the
fly-whick 12 the right proper of Siva. e cadistkapdividc it

_ mmﬂfwmnybehweudumudmﬂnhpd'hufulurmnrkhdnlhwﬁ
having mounted a stone (¢f. Vedic Index I, p. 454,

Sivaitic scenes and figures do not ocour in puinting slone in this Vaigoavi cave.  They are slio carved on
brackets of the pillam of the werandah, Siva and Phevatl for inst. on the western tide of the first gillar from the east,
Acdhanarifvurs. on the eastern face of the second pillar from the east; and an cders Siva, Pirvatl and Kitikeys and
msw:.wTh:m“ {ef, R, . Banerji, op. cit. pp. 33, 34.)

are on the ceifing of cave [ ; a medallion for ingance, in the i Garuds bes
carved, (cf. Banerji, op. dit, PL X1l &) the rest of the panel filled with piinung, u:‘:.mmu;mmﬁ:::
!;Ipﬁlw- hunlilmamﬁmmmmﬂdmmﬁ‘mhmmhhmdnunduﬁ:nfﬂum;l-
e venz and Indian red are the colours best preserved alwo on the rellefs of the ceiling, whereas the large Fgures of
the wall pancli snd on the brackets of the pillars were cleaned of every trace of colowr and coating, The

rock ieself s sreakea in distinct bands of light and dark buff and these
gy SRk _ ppeur, laid bare as they  now are, 1o tear asunder
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the walls of the cave were not sculptured they were covered with paintings.
Moreover, the sculptures were altogether painted and the same colours were used for
both. The plastic form was painted (there are abundant traces to show this),
the painted surface in its turn being fully modelled with all the means available to
painting. Sculpture and painting in India are closely connected. Sculpture is the
primary art and painting comes up to it with its own means. The interconnection
and collaboration of the two is preserved nowhere as clearly as in the large
Vaisnava cave, Badami and alse in cave I, Ajantda' where votaries are painted in
front of rocks and between plants, in large panels at right angles on either side of
a sculptured group on the back wall of the bay, with Hariti and Padcika carved
as mighty gods. The painted votaries in the lateral panels are shown approach-
ing them. The carved figures are still with traces of plaster, etc. while in-between
them foliage is painted on the flat ground.

The whole cave must have been painted as soon as the carving was finished
and Mangalisvara’s inscription refers to the completed cave, fully painted in its
sculptured parts and bedecked  with painted scenes where the walls were smoothed
into surfaces. These are not always large. Even in-between carved figures,
as those of Garuda® and that of a Sardala (PL X) the intervening part of the
curved roof “has painted figures and the two Vidyadharas hovering in front of
clouds are part of the plastic conception of the whole. In other instances (cf. p. 58,
note 4) the major part of the composition was carved and the rest painted on the
flat wall. Carving and painting here are as closely connected as for instance drawing
and painting. The paintings, quite apart from considerations of style could not
have been added at a later date. They formed indispensably part of the entire |
“most wonderful workmanship” which according to the inscription was lavished
on this cave. In painting as in sculpture the same effect is sought.  The roundly
modelled form is ‘bodied forth’ from the rock : tangibly rounded in sculpture, model-
led in colour and with high lights, in painting. These high lights are not the result
of ‘wiping out™ and also in Ajapta they are laid on. They mark not only the
places which have come forth to the highest degree, but they are also put in finally
by the last strokes of the brush and are highest on the painted surface.

L. Yazdani, Ajants, wol. [l Pls. XXX, XKV,

2. cf, Banesii; op.cit, Pl XV e

3. Coomamswamy, Vimudharmotmars, chapter XLL, Mﬂiwl-f'i-n»l&m‘-‘ Birgron ¢ Yazdanl, Ajanta,
vol. | p. XV, That the high bghum were ‘sponged out’ is actually an erjoneous impresmsion, as Binyon himnelf

Feggey,
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The paintings are technically of the same type as later paintings in Ajanta..
They do however not exactly conform to any of the styles represented there.
The figures resemble to some extent those shown by Yazdani, Ajanta II, PL XXIX.
There however the modelling is more summary and massed up into broad surfaces,
A pattern-like regularity hardens its texture. In the majority of the Ajanta paintings.
there is coherence in the way the volume of the face is driven forwards. Tightly
the skin fits the firm modelling. At Badami plastic modulation hovers on its.
expanse and its delicacy rests there. In it the impact by which it has been bodied.
forth, spends itself. Risen to the surface it makes it appear ‘as if breathing.’

Modelling hovers on the surface of physiognomies of variegated type and:
makes them sensitive in texture and expression. With the quality of the modelling is
combined a line of a-similar nature. It does not clasp the contour tightly. It assists
in modelling an evanescent volume. Varying in thickness, it is elastic and nowhere
calligraphic. Curvedly ambient, its speed is slow. The outline which is finally
drawn on top of the first outline and after this has been filled with colour at
times deviates from it.  This is conspicuous on Pérvati’s chin for instance where it
adds softness. A movement in suspense lingers on brows and lowered lids.
The arch of the brow may be doubly drawn, a-tremble in its two-fold curve®
and close to the flutter of Parvati's veil, and the metal lustre of the large,

round earrings’. «They gleam in the warm atmosphere, in the wilting fragrance
" exhaled by the faces,

. Limpid face rests next to face.  The mouths do not add a word to the eyes.
listening to the silence of the bodies. They are formed in keeping with nose, angle
and shape of the face. Flowers to a bunch contribute similarly organic form, each
of its kind' One mood variously refracted plays over the entire instrument
of this figured presence. Intense and benign, Siva holds out his arm. Of
the hand which is seen below the right am stretched out by Parvati the

I. The deviation of the outer end of the calligmphic line of the eyebrows of the figure of Padmapini or
of that of the Carurmahtrbjaldyilia (Abbidhermakods, Ifl, 62. 4 in cave | (Yazdani, Ajants, vol. |, Pls. XXV and
XXV Frurnlh:irn:behw,hhwqﬂmhmmﬂﬂumdhwmmdmmhﬂﬂmlm
in suipenie which iz the underlying miod of the Bidimi paintings,
2. k. Ajanea, 1, c. Pl X1, XX, XL Mhmnnummmnihﬂmdh:ﬁﬁfﬂ-
3. The hesds appear 10 be approximately of human sice. The face of Siva has a Drividian cast. From the
Vigpudharmotiara, ch. 42 “men should be painied according 1o their courvry’, it is evident thas a knowledge of the types

w&npmphdtndhwmﬂufmm;lnmmmmn lent, 1o an alluive extent, the trais of
the people who wership tham,

. mwmmmmamﬂmnwm
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fingers are as delicate as the flutter of her veil. She bends forward with her |
arms in his direction. This movement her father communicates to her. He
gives her away ; her body is yet held back while the inclined head gravitates forward
heavy with the knowledge of Siva's presence and not tumed towards him.
As a group however they all cohere and so does the group of women with their
transparent veils in the gallery above’. Some rest their hands on the balustrade.
Maybe they dropped flowers.

It should be kept in mind that the paintings are on a vaulted roof. Its
smoothed and concave surface must have been covered with them throughout its
length, None of the other wall paintings hitherto known are on architecturally
curved surfaces. The technical achievement rests, no doubt, on a widely practised
tradition.

l. Capiials of columns emerge sbove their heads. Those of the gallery sre topped, it seems, in sddition
10 the large ‘cushion’ by a second ring shape, and the part berween the two locks sraight in one case and broadens
twowsrds the top witha concave profile, in andther, The main columns however are heavy (PL VI PL VI
extreme right]. There s no bulbous part below the cushion, a frequent feature of the slender columns in the Ajap
paintings ; the capitals of columns painted in cave | Ajssia (cf. Geiffsh, Ajania, PI. X, Q) and in eavll (Y. 0p. e,
Past Il, Pl XIX) but for the bulbousanding of the shaft are very similar ; their proportions and the shape of the eapilal
sbave the ‘cushion” vary,

16



A RELIEF OF RSYA SRNGA IN THE MATHURA
MUSEUM

By V. S AGRAWALA and 8. S, UPADHYA

On railing pillar No. ]. 7 in the Mathura Museum is carved the figure of a
boy (Pl. XI) which Dr. J. Ph. Vogel has described in his Catalogue of the Mathura
Museum : “—a male figure of Faun-like appearance with elaborate turban, necklace
of beads and other omaments. He is standing under a mango tree in blossom
with his right hand raised to his lips, and with his left placed against his thigh. He
wears a sash round his waist and a curious necklace round his shoulders. Over the
tree is a balcony without figures.” Writing later about the same image in his book
"La Sculpture de Mathura’ Dr. Vogel identifies this figure as that of a young man,
probably a Yaksa, of a fashionable type. He also suggests that its pose resembles
that of Harpokrates found at Taxila by Sir John Marshall (p. 102, Pl XX,

fig. (b) s see Archaeological Survey Report I912-13, PL XX, figs. . g h, for the
statuette of Harpokrates).

The figure cannot be that of Harpokrates. The difference in the attitudes of
the right hand of the Mathura figure and of the Taxila statuette is striking. In the
Harpokrates figure the index-finger of the right hand touches the lower lip which is
indicative of silence, If we were to trace a parallel to this pose of Harpokrates’
finger in Sanskrit literature it could be found in the figure of Nandi, who in
Kaliddsa's Kumarasambhava (lII, A1) guards the entrance of Siva’s place of medita-
tion. “Nandi posted at the entrance of the bower, having a golden staff resting against
his forearm, bade the Ganas to observe stillness with a gesture in which a finger of

his right hand touched his mouth.” Only one finger was needed to indicate the
gesture of ‘silence”.

Twcﬁngu:nfﬂnﬁginl\andhomnfﬂ;:ﬂw:m the Mathura
railing-pillar, the index and the middle one, are placed on the lower part
of the chin and do not touch the lower lip as the finger of the Taxils statuette
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does. This Mudrd is indicative of astonishment (vismaya) and reflection (vitarka).
The eye-balls are turned upwards and the whole expression is one of deliberation
in which an awareness of the immediate surroundings is absent. Satisfaction
beams on the face.

The decisive symbol however in the iconography of this figure is the dwarfish
hom (2§)” projecting against a leafy background above the forehead from under
the turban. This feature suggests the identification of the figure with Rsya Sriga.
The story of this sage occurs at length in the Ramayana, Balakinda, Sarga
10, and Mahabharata, Vana Parva, Adhyaya [10-113. The legend is also related
with a lyrical charm by the poet Ksemendra in the sixty-fifth Pallava of his Bodhi-
sattvivadina Kalpalatd.' All the versions agree that the Muni-kumira was bom
of a hind (mrgyamutpannah) and won the name of Rsya Sriga. Ksemendra calls
him Eka-Sriga from a single hom growing on his brow.

He was the son of saint Kasyapa and having lived in a solitary forest,
knew nothing of women. He was tempted by maidens sent for this purpose by
king Lomapada. The maidens after stiming his amorous emotions went away,
but the mind of their fresh victim turned constantly to them. He neglected his
duties of a religious student, and when his father questioned him as to what had
happened, he related innocently his meeting with another ‘Brahmacarin’ who had
bewitched his mind. Next day when Kasyapa was not in the hermitage, the maidens
retumed and enticed away Rsya Sriga on a floating hermitage to the kingdom of
Lomapada. On his arrival the king bestowed his daughter on him in marriage.

The most suggestive moment in the story is that in which the young Brahma-
cirin has for the first time beheld a maiden. “And through him then her eyes did
flash/ a current of celestial fire; the poor boy did not understand/ the rushing
feeling of desire.” (Journal of the Buddhist Text Society of India, Vol. I. Pt I,

p. 5. V. 26)

It is this state which the sculptor has shown on the railing pillar. The
upturned (ardhvadysti ; Vanaparva Il 21) and rolling (vighiramdna ; Ks. V 63)
eyes are clearly discemible. The version of the Mahabhdrata also refers to
beautiful and fragrant garlands twined with silken threads which the maidens
gave him. The Mathura figure actually wearsa conspicuous garland thrown over
both shoulders. The young sage is also shown adomed with a necklace of big

1. Bodhissmvivadine, XV, 18 ; of. also Mahabhrats, ch. 110, V.32
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pearls and several wrisiets.  There are two pendants in the ears. Thus he has been
bedecked by his female paramours. «

The figure which was described “as _one of Fan.hﬁ-likc appearance can be
no other than that of Rsya Sriga, whose story was a ite subject with both
the Brahmapical and Buddhist writers, Hiuen Tsang says that the place of the sage
Fkastiga was situated somewhere near Peshawar in the Gandhara territory. “Going
North-West from the stone-cell above 100 Ii or so (from Polusa, the modem town
of Pali near Peshawar), we crossa small hill and come to a large mountain. To
the south of the mountain is a Sahghdrama, with a few priests as occupants, who
study the great Vehicle. By the side of it is a stipa, built by Asoka Raja. This is
the place which in olden time was occupied by Ekasriga Rsi. Deceived by a
pleasure woman he lost his spiritual faculties. The woman, mounting his shoulders,
retumed to the city”.' The Buddhist ‘version of this legend is that Buddha was
once born as Rsya Sriga and the maiden who allured him was Yasodhara,

1. *This sccount of Hiven Tsang about Ekalffigs &5 evidently based on the episode of Reva Sriga in the
Ramiyara. According to Kyemendrs, the maiden who enticed away Eladifigs was s princess of pure morals.
The story of Ekafthgs it constarily referred to in Buddhist books, See Eitels’ Handbook, Caters of Buddhist

mﬂ. p.H:féﬂ. Romantc Legend, p. 124; Yule’s Marcopolo, vol. I, p. 235 ind Anz. Vol I, p 244;
' PP '

Journal and Text of the Buddhist Text Society of India, . c. p. I4
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CAVE TEMPLES NEAR TIRUMALAIFURAM
AND THEIR PAINTINGS

. By T. N. RAMACHANDRAN
%

One of the cave temples has been noticed already' and included in the List
of Protected Monuments accepted by the Government of India® ; the credit, however,
for the discovery of the paintings goes to Dr. Jouveau Dubreuil, to whom we
also owe the discovery of paintings in the Kaildsanitha temple at Conjeevaram, |
Acting on his information, Dr. Gravely commissioned me to visit the place and
secure sketches and tracings of the paintings with the aid of an artist. The place
was accordingly visited in the last week of September 1935 and careful sketches
and tracings were prepared for us by Mr. C. Sivaramamurti, who has also written

a note on the paintings.

Description of the cave: Four miles east of Kadayanallir station, in the
Tinnevelly District, by a bad road, or three miles across the fields as the crow flies,
in quite an out of the way place, just in the midst of a dreary moor, there stands
a rocky hillock called Vamachchipparai or Vaméchchimalai facing the Podiyal
mountain range where it is believed sage Agastya rests, on whose side has
been carved the cave temple containing these pictures. The journey to the cave is
tedious and the access to the rather elevated ground of the temple so difficult
that the first feeling one experiences on setting foot in the cave is one of utter
disappointment if a desire to see the paintings alone has prompted the journey and
not an interest in sculpture. It requires great patience to scrutinise and an applica-
tion of oil or some such thing to the sooty surface to reveal to the eye painted forms,

The cave temple® resembles in its architecture Pallava cave temples of the
Mahendra style such as those at Mamandar, Dalavandr, Trichinopoly, Mandagapattu,

1. Longhurst, Pallava Architecture, Part [, p. 47,

2. Corrected up to Sept. 1928, Madras, p. M4, No. 326

3. Messurements of the cave and it pats —Cave : length 20° 3", breadth 13 6", height 8 10°; Pillar :
length and breadth 2 3° ; Panels—Bratundi ; length 5 11%, breadsh 3 4" ; Napadja—length 5 77, breadth 4 & ;

17 »
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Sittannavasal, etc. It faces north and has two pillars and two pilasters. The
pillars are cubical, the central part of each being octagonal. The cubical parts
bear conventional lotus designs as at Trichinopoly, Dalavanar, etc. The corbels have
a smooth and slightly projecting central band with wave pattern on either side
as at Bahar and Kodumbalar in the Tamil country and at Kukkandr in the Calukyan
country. Access to the cave can be only by a ladder as there are no'steps and
the cave itself is situated at a height of about 12 feet. The pillar on the left has
an inscription in Tamil characters of the [2th and I3th centuries A. D. on five of
its octagonal sides.! The letters are faintly visible on two sides only while on the
other sides they are badly weathered. The inscription appears’ to register a gift
of land by (or in the time of) the Pandya king Srivallabhadeva and mentions the
seat called Pandiyarajan in Alagiya-Pipdivan-kidam in the place of Sojantaka-
caturvedimatgalam, a village in Pakanir-kafam. Srivallabha-deva has been
identified with the Papdya Jativarman Srivallabha® who was a contemporary of
the Cola king Kulottuiga 1 (1070-1120 A. D.). This Srivallabhadeva is called
here a Cakravartin and is stated to have been seated at the time of the grant on
his throne called Pandiyarsjan in the Alagiya-Pandiyan hall at Solantaka-catur-
vedimangalam which was a surname of Kuruvitturai. .

On the eastern wall, (which is the left side of the cave), facing west, is a
panel with the figure of Brahma sculptured in it, whose description is as follows :

Viggu—length 5 67, breadth 4 77 ; Ganefa—length 4 11, breadth 4 5; Leht Dvimpila—length 5 107,
beeadth 2 9%"'; Right Dvarspila—length 5 11", breadth 2* 7%; Shiins, Opening—Jength 5 57, breadth ¥ 2" ;
Shrine—length 77", beeacih & 2%, heght 5° 107 Libga=—height ¥, cr. 4" 4" ; Base of linga—length 3 &%, breadth
3 3% heigt 7' ;. Nandi—length & 5", beeadih ¥' 57,
o I, M.E R, No. 552 of 1915 (For typographical reasors not all the characters could be  properly trandliters-
tad, Ed.
Line.

Swagti Sel HIT Mina (Viyaae)

Chaklasava {r) tiga] Sii Vallabhade-

var Pllantrk-kopraruch-Cholintaks-

chehatuppedimatgalaty (vaga) pal & . .
keofin ufjil Alsgiya- Plodivan-

kodsnup-palfikdanil Pandivariia.

nil elundarufi irundu w (-kevie koppam) Vies-

lrdyansmangalaty Sabhanyrayut i

TR ol

10. ........deyyaaainrymofindarurapagi nl-
w 1l thetring Binapliapura ta.........
w1 Lmatigalaiey bhOmi in)aEngellai

w 13 Rkum ulpate nirmiahgalut... . 8m by
w14 lambi hupuchahi uromi. ... mee

o 15, roklys mersmuth kipokkdya kigaru
2 M.E R, 1905, p. 79 pars 23,

-
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He has four heads, one of which is hidden behind the others, and wears Jata-makutas.
Only two ears are shown and they have ordinary Kundalas, He has the Vaifiopavita
which is thrown over the right arm as in Pallava sculptures representing Brahma
and Vispu. His wpper right arm has an Aksamila, while the lower right displays
its fingers clenched as in holding but no content is visible. His upper left holds a
book (Veda) and the lower left carries a Kundika as in the case of the Parel image
said to represent Mahesvara. The lower garment is similar to that found in Pallava
Visnu sculptures. The Udara-bandha is present. He stands in the Sama-bhanga
pose facing a shrine wherein a Siva-liniga is set up.

On the southern wall of the temple (which taces north) are three panels divided
by two pilasters which are, like the cubical pillars, octagonal in their centres. The
panel on the extreme left (PL XII) shows Nataraja dancing between two Ganas, the
Gana on the right playing on a lute. The Gapa on the left is defaced. Nataraja
is in the “catura” pose, has Jati-makuta, Patra-kundalas, Vajiopavita, Udara-
bandha and loin cloth while a snake encircles his thighs. The loin cloth is secured to
the waist by a sash with knots in front and with its ends also hasging in front.
The contents of his hands are: Upper right not clear, perhaps flame of fire ;
upper left, bent down and holding a book or more probably a Dhakka , lower
right with palm resembling the cobra’s hood but suggestive of Abhaya ; lower left
thrown outward in the Danda-hasta pose as in the case of dancing Balakrspa. The
legs are bent bow-like symmetrically suggesting a well measured dance. The
crescent moon is shown very prominently on the Jata-makuta,

On the brackets of the cubical pilasters between this panel and the next one
are found remains of paintings very badly preserved (PL XilI, Figs. 2, 3, 6).

The second panel which is the central panel, akso facing north, shows Vispu
sculptured in it between two worshipping Ganas which resemble Pallava Ganas in
every detail. They have Karanda-makutas of the Pallava type and Patra-kundalas.
Visnu stands in the Sama-bhafiga pose with lower garment drawn high up and heavily
conventionalised. He has a Kirifa-makuta also conventionalised like the modern
Tirupati cap, a halo behind his head, Makara-kundalas in his ears, Vajiiopavita thrown
over his right arm as in Pallava sculptures and Udara-bandha. His upper arms bear
Cakra and Satkha (both mutilated) ; his lower right is in Ardha-dhyana pose (also
suggesting varada) while his lower left is in the Katyavalambita pose. Angadas
and wristlets are shown notonly in the case of Vispu but also in the case of
Brahma and Nataraja.
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The third panel on the extreme right of the same wall contains a beautiful
sculpture of Ganesa sitting with right leg placed vertical and left leg horizontal
to the base. The head of Ganesa is that of a typical elephant (not con-
ventionalised), the left tusk being shown broken while the trunk is tured
towards the right holding a wood-apple. His upper right arm has a snake-
like noose, while his upper left holds a goad ; his lower right holds a Modaka,
while the lower left is in the Katyavalambita pose with palm turned inward (as some
bad actors and amateurs do on the stage). Udara-bandha is conspicuous while the
navel is indicated by a cross.

The west wall of the cave has a rough opening to the shrine wherein a
cylindrical lifnga is placed on a Pitha. On the left side of the opening stands
a Dvarapila bent towards the shrine. He has a Karanda-makuta superficially like
those of the Pallava period and Kundalas, looking like Patra-kundalas, besides
ornaments such as necklace, Afigadas, wristlets and Vajiiopavita. He wears a loin
cloth secured by a sash-lke belt. Around the thighs is a cloth tied oamentally
on the left (as some South Indian dandies are dressed), to the elegant tied ends of
which the sculptor has given a resemblance to a parrot. His right arm is in the
Katyavalaibita pose while his left s in the Kataka. He has a fierce-looking mous-
tache. On the right side of the opening is another panel with a typical Dvarapala
turning towards the opening. Though similar to the other Dvirapila in all respects
he is standing leaning on his mace, which though held by his left hand acts as support
to his right arm, the arm pit of which is placed on the top of the mace. The parrot-
like hangings of the omamental cloth that were found in the other Dvarapala

are not found in this. The figure with its moustache is remimiscent of local
warriors.

A bull (Nandi) recumbent, was carved out of the same rock in the centre
of the cave, facing the shrine. It has been so badly mutilated (local version
atfributes this to iconoclasm) that only parts of its body with a hoof now remain.

Unfinished cave temple on the same hill : This is on the other side of the
hill and faces south east. It is superficially similar to the finished cave temple,
though smaller, and presents the following features : () Left side of the facade
contains a panel with a crude sculpture of a seated figure probably intended for a
Dvarapiéla as it occupies the niche usually flled by Dvirapalas. (2) It has the usual
two pillars but they are cubical without either corbels or octagonal parts. (3) The
interior is divided into two blocks by an intervening block of rock which has not



X







69

been cut away. ‘On the walls spaces for panels have been scooped but no carving
has been attempted. Nor is the ceiling finished. (4) No shrine for the lifga is found
as in the other cave. It would appear that the work in the cave was suddenly
abandoned. The villagers give the following legend to account for this: The
sculptor who was working on one side of the hill on the cave which is now finished
heard chisel sounds issuing from the other side of the cave and was wondering who
else could do that kind of work without his knowledge and permission. He came
stealthily and found to his dismay that it was his own youthful son who was working
out a new cave uninitiated and inexperienced. The boy used to carry food to his
father. Enraged that his son should be practising his own trade without initiation, he
murdered him, thereby preventing the completion of a rock temple that might have
surpassed his. The measurements of the cave are the same as those of the hall of
the finished cave temple. Being unfinished it illustrates the process of cave temple
planning and cutting.

Places of interest in the vicinity : About 5 miles west of Kadayanallar
Railway station, at the foot of the Western Ghats is another cave temple which
appears from reports to be similar to the Tirumalaipuram cave temple with a shrine
in it dedicated to a goddess called Pechchi. My informant, one Mr. E. R. Gopala
lyer, a native of the place told me that the hill was named Pechchipparai after the
goddess Pechchi and that the cave temple has cubical pillars similar to those of
the Tirumalaipuram cave temple, and that there were inscriptions in it in some
unknown characters. Adjoining the cave there is, | am told, a perennial stream
called Karumbaru (skt. lksunadi).

A mile to the east of the Kadayanallir Ry. station is-a structural temple
called Sempakavalli Amman Koil now in utter ruins. The whole ruin here with
a dried Teppakulam, or tank intended for floating images during festivals, and fallen
pillars etc., indicates a temple complex. In tracts of about a square mile area,
half a mile to the north of Kadayanallir station, traces of smelt iron and old pots
with pieces of bones indicate the previous existence there of some kind of habitation.
Traces of old ramparts and cannon balls can be seen in the same tracts. To the
south of the temple complex Sempakavalli Amman koil, by about 3 furlongs is a
temple called Kottamadan Koil. Local legend is that the deity called Kotta-
midan is guarding the northern gateway of the local fort. The distance between
Kottamadan Koil and the Tirumalaipuram cave will be about 1} miles as the crow
flies, Kulasekharamangalam is a village about 5 miles from the cave temple, which
was reported to me as another place of interest but | had no time to visit it.
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Paintings : The ceiling of the cave (excluding that of the shrine) was once
elaborately painted over. Lotuses, lilies (PL Xlll, Fig. 4), scrolls (PL XIII, Fig. 6),
birds such as ducks (PL XIII, Fig. 5), borders and other geometrical designs appear
to have been the favourite themes. A dancing figure, probably that of a Gana with a
drummier on its left is all that is left on the ceiling of what was once an elaborate
dance scene (PL Xlll, Fig. 1). The panels and the brackets also appear to have
been painted over but the latter alone show today some traces which have been
sketched (Pl XIII, Figs. 2 and 3). The southern wall contains these traces and
wherever they are, they are covered by black soot and fungus. During rains water
splashes against the ceiling and the brackets aided by strong winds as the cave faces a
natrow valley between two hills through which winds rush. The paintings at the
south-eastern end, between Ganesa and the left Dvarapala have suffered considerable
damage.

The date of the cave and the paintings : | have not made any systematic
comparative study of these paintings with any of known date. But we have the
testimony of Prof. Dubreuil that they must be works of the Pandya kings who were
contemporaneous with the Pallavas. His observations in this connection are worth
noting—"1 discovered a very small but extremely interesting fresco-painting of the
Pallava epoch. The date is not doubtful because the painting is on a pillar,
the bracket (bodigai) of which is decorated exactly as at Sittannavasal. The
discovery is important, the painting being the sole specimen of Pandya frescoes.”
It may be interesting to note that while the scroll designs (PL XIII, Fig. 6) compare
very well with similar ones found at Sittannavasal, the sage-like persons (PL XIIE,
Figs. 2 and 3) wear shirts decorated with flowers and a towel-like covering of the
. lower part of the body exactly as at Siyamafgalam.! “While the cave temple is
admittedly similar to those of Mahendra | and similarities in decorative details
between the paintings here and those at Sittannavasal are easily discemnible, a study
of the corbels will however show that they are of the type occurring at Bahar,
Kodumbalar and Kukkaniir. Though the three temples cited are later than the caves
of Mahendra, there is reason to think that the type of corbels in question may have
originated in the Cola and Pandya country at an earlier date. The question of dating
this temple seems to have puzzled Mr. Longhurst who, though admitting that the cave
temple was similar to the Mahendra temple of Trichinopoly was led to assign it to
the Mamalla period (640 to 674 A. D.), the period of Mahendra’s son, from a
consideration of the style of the bas-relief images it contains, While it is not easy to

I. Jouvesu Dubceuil, Fallava Antiquities, vol, &, pl. xviil
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agree with him whenhenvs"ﬂmmhe!&thdmbtﬂnldmold&iﬁ temple was
excavated by the Pallavas and the style of the bas-relief images it contains seems to
indicate that it belongs to the Mamalla period” because we know that Pallava power
did not extend so far, his indication of the date of the temple may be accepted. The
temple was probably executed in the seventh or eighth centuries A. D., by either the |
Pandyas or their feudatories.,, who adopted or were influenced by the Pallava style
of architecture. It is likely that the paintings in question may be equally old. The
absence of Subrahmanya in the carvings of the temple (especially when we find
Ganesa) is significant inasmuch as the temple is right in the centre of the country
which was the cradle of the Murugan (Subrahmanya) cult. This may be cited
as a negative argument which speaks for the relative antiquity of the cave temple.



NOTE ON THE PAINTINGS AT TIRUMALAIPURAM

By C. SIVARAMAMURTI

The paintings at Sittannavasal and Conjeevaram give us a knowledge
of painting as it flourished under the patronage of the Pallava monarchs. Mr.
Govindaswami who deserves our thanks for his discovery of paintings in the
Brihadisvara temple at Tanjore!, has supplied us with a fund of material for
an elaborate study of painting in the days of the Cola kings. About the same
time that 5. K. Govindaswami lighted on the hidden paintings in the great
temple at Tanjore, K. V. Ramachandran published his discovery of Kerala
paintings at Tiruvanjikulam and Trichur which he tentatively assigns to the IIth century
A. D. on the strength of the evidence of a Malayalam inscription thereabout’. The
Pallavas, Colas, Pindyas and the Keralas were the four important powers in the
South from very early times ; paintings to represent the artistic attainments of the
people of three at least of these, the Pallavas, the Colas and the Keralas have been
discovered. And now Prof. Dubreuil has drawn our attention to the existence of

fragments of paintings in a cave temple near Tirumalaipuram which he assigns
to the Pandyan period.

The painting representing Ganas in the medallion just in the centre of the
ceiling (Pl XIlI, Fig. 1) affords good scope for studying the work of the painter of
the cave. The remark of the king in the Viddhasalabhaijika that the picture before
his eye with its continuous and free flow of line and epitomized sketching appeared
_ tich in form because of the curves representing the ample limbs, fits the drawing
| of Gapas wherein a minimum number of flowing and sinuous lines gives an aif

of richness to the whole painting. The painter's mastery of line is revealed to a
greater extent in the figure of a heavenly being riding a furious lion painted on
the ceiling near the panel of Brahma. The wild ferocity of the lion and the dignified
serenity of the figure riding it are balanced in a masterly fashion, The figure is unfortu-

ﬂ?.;‘.HJJ.S.D,A.vd.I.pp.?B—H}: Sivaramamurti, Some Frescoes of the Colas, Triveni, vol. VI, No. 3,
op- X

2. Triveni, val. IV, No. 2, pp I7-26.
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nately so completely covered with a film of soot that even an application of il - J'!
does not aid any further than giving just an idea of it and | could not make a copy.

Though the pictures here are fairly rich in ‘rekhd’, i.c. line, they are poor in ‘bhisana,” /
i.. omamentation which is a distinguishing characteristic of the Cola paintings.

Of the few omaments that have been used, the Patrakupdalas on the ears of '
the Ganas remind us of those of some of the figures at Ajants and Sittannavasal. |
The robes that cover the bodies of the bearded men in the group of figures painted
on the side panel of lhc capital of the pilaster are peculiar and flowers are worked i |
on them.

The colour is here much the same as is given in the Silpa texts: yellow,
vermilion, red, black, bluc and green. The outline appears to have been drawn
first with red and then with black. This is apparent from the occasional
slight deviation of the black line from the red or an absence of a black line
over the red in certain places as for instance in the Kupdalas where the middle
stroke is left red. I -

Now to consider the paintings in detail : Among the figures of the dam:mg
Ganas on the ceiling the drummer has his head bent and reminds us of a similar
figure in the Brihadisvara temple at Tanjore. If we are to take the figures of the
bearded men (Pl. XllI, Figs. 2 and 3 ) in the company of women as Rsis engaged ’
in amorous sports they would be examples of descriptions given in the Silparatna
which forbids the representation of ‘tapasvilild’ in ordinary homes. Sd Harsa has
elaborately described the figures of such sporting Rsis on the walls of the Citrasala
of Nala’s palace in his Naisadhiyacarita. But considering the dress of the bearded
men and the figure of a boar on the shoulder of one of them they may be hunters as
Dr. Raghavan suggests: K. V. Ramachandran thinks that the picture may represent
the revelry of the Yavana referred to in the Silappadhikaram. He tells me that
in the Urkankathai there is a reference to the body-guard of the Papdyan king,
of Vavana women who practised the cult of Astarte at Madura and indulged
in Bacchanalian orgies.

The figure of the woman which remains uninjured has feminine grace |
in every line that goes to form it but the face of another woman which is
all that is left of her is<surpassing in its charm and dignity. But it must be con-
fessed that the figures of the two bearded persons are not so perfect, and clcrszr.
scrutiny shows that the heads are slightly large and the legs short.

The lotuses painted white on an indigo background cover a considerable
space of the ceiling. They are simple in treatment and effective. The lotus
' 9
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scroll as well as the ormamental pattern painte in black and tinted blue on the
brackets of the pilaster show a masterful design.

The painting of the flerce lion on the ceiling described before but unfortunately
not sketched points to a careful study of the moods of animals. The lion however
is somewhat conventional in its form while the figure of the duck (PL XIII, Fig. 5)
is a sympathetic animal study. The twist of the neck and the tum of the head,
perhaps to rest its beak on its downy back, and its short legs suggestive of its
slow movement and awkward gait heighten its effect.

The discovery of the paintings adds a fresh page and a very valuable one
to the history of painting in South India and I thank Dr. Gravely and Mr. Rama-
chandran for the opportunity they have given me to copy these paintings.



AN EARLY IVORY

By K. P. JAYASWAL

Amongst the antiquities found this year in the Patna
excavations already described in this Journal, Vol. lII,
p. 125 is a carved ivory plaque representing a soldier
(inset opposite). The head and the lower part of the
legs are missing. The relicf has been recovered from a
depth of 12} feet, Mahalla Mahendra. lts measures are
2"x %", It may be of Maurya date and is now in the
Patna Museum No. 991 (1936).

The right hand of the warrior holds a sword erect and
the left hand has a shield. The figure wears a fitting coat,
tight at the waist and with a pleated effect below. The
undergarment is draped.

The figure may be compared with the soldier figure on
the Barhut railing. The costume however is different
there. The coat is neither crossed at the neck nor
pleated below the waist, as in the present example. It
is bound with a tasseled string around the neck, opens straight along the
middle line and fits smoothly and without folds also below the waist where
it is tied with a knot. The tightly clinging loin cloth in the Barhut relief has
an omamentalised panel in the middle and its rigid pattern is altogether different
from the drapery of the ivory soldier. The sword moreover is sheathed and appears
to be more ‘pointed in outline.

There is also a figure of a soldier carved in the rock at the Réni Gumpha,
Udayagiri, Orissa.

Amongst the scanty relics of ivory figures preserved in India the present one
is important on account of its age and subject. It may be also compared with a
terra-cotta plaque of a soldier (2% Irks)” excavated by Dr. Spooner at Bulandibagh.

—— ——




MINIATURE PICTURE OF A YOUTH
HOLDING A CAMEL

By PERCY BROWN

This appears to be a portrait of a young man of princely appearance in the
costume of the Mughal period of the last half of the [7th century. The head
dress is unusual and not one ordinarily worn by the Mughals, but in his earring are
the two pearls, a fashion initiated by Jehangir (I605-27). His costume is that of
a Mughal of the royal family and he carries the spear, bow, sword, dagger, and
shieldwsually seen in portraits of this period. It seems clear that the picture was
intended to represent also a portrait of the young man’s favourite riding camel,
evidently a well-bred and spirited animal, gaily caparisoned. The landécape suggests
the edge of some kind of desert land, there is a water effect in the foreground, trees
in the middle distance, but the yellow soil seems to indicate bamen or sandy hills
fading away in the distance.

In style the picture is a mixture of “kalms’, in the texture of the green foreground
there is the horizontal line-work of the Kafigra painters, and in the trees with their
separate leafage there is also the handling of the Hill Rajputs. Vet the figure appears
to be essentially Mughal, as is also the treatment and disposition of the flowering
shrubs. The atmospheric effect of the distance with the clouds is not wsual in
pictures produced before the 18th century.

The records accompanying this pict;:re affirm that it was prepared by some
artists settled on the western side of India, possibly Gujarat’,
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TWO SCENES FROM THE RAMAYANA PAINTINGS
ON THE WALLS OF THE MATTANCHERI
PALACE AT COCHIN

By P. ANUJAN ACHANM

In the June issue 1935 of the Journal of the Indian Society of Oriental Am,
| have published a few scenes from the marriage of Siva and Parvati as depicted
on the walls of the Mattancheri palace at Cochin. In the present issue two scenes
are reproduced from the Ramidyana paintings executed on the walls of another
chamber of the same palace. The story of Sd Ramacandra beginning from his
birth to Sita’s return to Ayodhya from her captivity is shown by the mural paintings
in this chamber. The whole story is completed in seven or eight panels distributed
on the three walls of the western chamber in the upper story of the palace. The
two scenes published here are only a portion of the fistand the third panels. The
episode is painted in a style different from the contemporary schools of art in South
India. The Ramayana paintings being the first of the series of mural paintings in
the palace may be said to be as old as the palace itself, which was originally
built by the Portuguese and presented to the Raja of Cochin in 1552 A. D.

Pl. XV represents the birth of Ramacandra and his brothers. The three
queen mothers fully attired with royal omaments appear in a sitting posture ready to
give birth to the children. They are being supported by two female attendants on
cither side, while just below each of them is seated a nurse receiving with both her
hands the child that is being bom. The faces of the queens give expression to both
Snigdha and Karuna rasas, associated with the pleasant anticipation of the birth of a
son and with physical pain. The four babies are placed on separate pieces of carpet
on the floor beside their mothers, Of the three queens, Kausalya is seen sitting in
the centre giving birth to Ramacandra, the perpetuator of the lksvaku race ; Kaikeyi
to her right giving birth to Bharata ; and Sumitrd to Kausalyd's left giving birth to
Laksmana and Satrughna. Just below this scene, in the lower half of the panel, we
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have king Dasaratha performing the sacrifice for begetting a son, and Agni emerging
out of the sacrificial fire with the ‘payasa’, and the king distributing the pudding
among his three queens.

The second scene (Pl. XVI) which is only a portion of the panel, represents the
demon Virddha whom Rimacandra had to encounter while wandering in the Dandaka
forest with his wife Sitd and brother Laksmana. Viradha, the great man-eater, with his
hollow frightful eyes and huge face, holding an iron dart in his right hand approaches
Ramacandra and his brother to kil them and take away Sita as his wife. In the
painting Ramacandra is seen unmoved holding a bow. in his left hand, while his right
hand is kept in a gesture of communication. Viradha is the chief of the Riksasas
dwelling in the Dapdaka forest. He wears a large crown on his forehead and he
has a lion and an elephant as round car-rings. They hang prominently over his
shoulders. His pointed dart is conspicuous for it three-pronged ends. Between
Ramacandra and the demon, stands a devotee with his hands held high up in prayer
and his eyes fixed on Ramacandra. Behind Ramacandra on the left end of the
panel stands Sitd frightened, and Laksmapa ready to discharge his arrow towards
the villain. On the upper half of the panel is depicted the death of Viradha, while
the lower half indicates the earlier portion of the story of Ramacandra, namely the
crossing of the Ganges in Guha’s boat, etc.

The publication of a ‘A, Guide to the Matgancheri Palace’ is considered by
the Govemment of Cochin, wherein details of all the paintings will be published,









NOTE ON USNISA-

By St. KRAMRAISCH

“The ‘moon-fluid” in moving upward through the nerve centres awakeneth these
karmic principles' into activity and the upper extremity of the median-nerve® is set
into overwhelming vibration.

And thusis produced the invisible psychic protuberance on the crown of the
head. When the protuberance becometh filled with the vital force of the transmuted
seminal-fluid’, one attaineth the transcendental boon of the great symbol, and realizeth
the state of the great Vajta-dhara™.!

“By repeatedly practising this exercise’, the most advanced yogin ought most
certainly to be able to produce signs of proficiency.

These signs are as followeth : a swelling up of the flesh on the crown of the
head (around the aperture of Brahma) and the issuing from there of blood and yello-
wish watery secretions ; and the ability to pierce the swelling with a stalk of grass™,

“The invisible psychic protuberance”, ie. the Usnisa is realized in the passages
quoted above as a temporary phenomenon brought about by yoga practices ; it
actually appears on the body and is a symptom analogous to stigmatisation. Such
bodily symptoms occur in Catholicism and in yoga, to this day. The inset on p. 83,

* Seed. L 5 O, A Vol Il pp. 148-1685, Kramrisch, Emblem: of the Unhvermal Being.

I, ke, of the nerve centres, the Calras.

2. e, the Supumpl.

3. e, ‘the moon-fuid’.

4. 'W. Y. Evars Wentz, Tibetan Yoga and Secret Docirines, p. 201,

5, of visualiring within the heart centre on the ‘median-nerve” a dot; the symbolical embodiment of breach and
mind inseparsbly united, and of visualizing then as overshadowing the crown of the head, the root-guru as baing the form
of Vajra-dhiirs -. .. When this has been sccomplsbed in the heart of the gury the syllable Hom in visoslized ;
imagine af the same time the dot in the heart 10 be rising up into the guru’s heart.  Then allowing the dot to blend with
the Hom in the guru's heart “in the sate of a-one-ment, abide in that state......"" (abridged from op. cit, pp. 265-267).

6. [Ibid. p. 26T,
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right, shows a yogini, with a hemispherical protuberance on her forehead and head (at
the place of the fontanella major ;—the Usnisa is at the site of the fontanella minor),
It appears at this suture of the skull while the yogini is in samadhi. It disappears
afterwards and leaves no trace (inset onp. 83, left)",

The sun and moon principles, ie. the Vajrini nadi whichis ‘sirya svaripa’
and the Citrini nadi which is ‘candra svariipa” are active in the flery Susumni. The
‘psychic protuberance” of the yogini appears above the Ajna cakra and below the
Brahmarandhra. In this region lunar efficiency is strong. According to the Sammo-
hana Tantra® “Indu (the moon, here Bindu) is in the region of the forehead and above
is Bodhini herself. Above Bodhini shines the excellent Nada, in form like the half
moon ; above this is the lustrous Mahdnada- - - .” Bindu, Bija (who is Bodhini-
ripa, ie. Sakti as Bodhini) and Nada are different aspects of Sakala Paramesvara’.
Bindu is the Siva aspect, Bija is Sakti and Nada is the connection of reciprocity of
the one to the other. Above these is Mahanada, which is the “half of Siva’
(Sivardha). By this is meant that here Siva is in the form of Ardhanansvara’.
These stages are part of ‘the intermediate body of the cause’ (kdrandvantarasarira),
i.e. of Sakala Paramesvara.

Above all these is the lotus of a thousand petals, Within its womb and in-
separable from its pericarp in which is the Brahmarandhra, is the white lotus of
twelve letters. It covers the top of the channel of Kundali* (ie. the Citrini nadi
which is of moon nature). This location of the ‘uspisa’ differs from that on the
images of the Buddha. Both however are emblems and symptoms of samadhi,

The moon principle of the Usnisa may be symbolized on the image by ” the
pearl Candrakanta (beloved of the moon). When the moon is about to reflect its
light in it, there rises a spring of water™. Moon symbolism transpires in these
aspects of the Usnisa. The swelling and its fluid contents, are equivalent to the
pearl from which rises a spring of water when the moon is about to reflect its light
nit

. Thess two photographs were givan to me for reproduction by Dr. D, R. Bhandatkar, who has ulio met himself
the yoginl. She s 5 5 Znandamay! Devi, from Comills District (Bengul), and liwes in Dacca. The yogini does ‘mot
belong 10 any sect,

2. Satcakrs Nirtipaga, v. 40 ;comm, (Avalon, The Serpent Power, p. 104),

3. opposed to niglala, e, nifgua,

4. ibid. v. 39 ; snd comm,

5. Cf Paduls paficala, v, |, (Avalon, op. &e p. 165),

6. Hiven Tsang (Julien) Mémoires, ‘u’ul.llp.ll!{mEmbhmI-c-.P-IS-ﬁ}.
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The images of the gods are visualisations of states of consciousnes and of their
contents, and their emblems are signs of their proficiency. From here the epithet of
Siva “Uspisin may be interpreted afresh.

The image of Buddha alone shows the Usnpisa while all the other Indian images
have a high head effected by several types of crowns, with the exception of the images
of Siva and of Avalokitesvara. These have their long hair matted and piled up high
on the head.

Siva is ‘trinetra” and with his three eyes he beholds the plenitude of time. .
Avalokitesvara also has three eyes and his name like that of Siva, Drystiguru, also A
implies his triune vision. Siva has the crescent moon on his braided hair and one '
type of his image is Candrasckhara miirti,. The serpent is coiled around his body in
several places. He carries the emblems of month and year and is himself also Kala,
time, the black one, deadly as the moon in his underworld phase.

Avalokitesvara has many Sivaitic traits and they are well-known. Some
of them may be mentioned in this connection. In his Simhandda and other
forms he has the crescent moon on his Jati-makuta. As Sugatisandarsana
Lokesvara and also as Pretasantarpita and Vajradharma Lokesvara he is placed
on the moon over the lotus’, Simhanada also holds the Trisila entwined by
the snake’. With the moon aspect conform the androgynous form of Siva
(Ardhanarisvara) and the androgynous potentiality and form of Avalokitesvara
(in his Far Eastern images), as emblems of perpetual generation, of life and
time ever renewed from within itself. Avalokitesvara who takes the shape
of all gods', most conspicuously as far as his images show, is invested
with that of Siva. Very frequently his colour is white® and so is that of Siva

(panduranga).

As Usnisin, the transmuted moon aspect of Siva the Mahayogin has risen
to the Brahmarandhra, the place of nirviina. It is enveloped however, by the hair

b Mahibhiss, XL

2. B, Bhanscharyya, Buddhist iconography, pp. 42-51.

3, The two curved prongs of the Trdols are reminissent of horne of the retcent or full moen or of such horned
enimals as the bull, etz which symbalize the moon

4, KirandavyOha, p. 21,

5. As Bhairava and Mahahals, Sive is dark [cf. dark moon, Bralrave is moreover accompanied by a dark dog—the
dog of the moan) ; (cf. also the warshippers of Sva Mallari, surrounded by seven dogs, conducting themselves like dogs ;
T. Gopinatha Ras, Elements of Hindu lconography, Vol. Il Part L p 191).
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of Siva.  The crescent of the moon and the female shape of the Gafga, the waters,

are its oraments.'

The Amitsyur dhyana sitra®speaks of Avalokitesvara as having “a ‘turban’
(usnisa siraskata)” and says that apart from having a transformed Buddha in his
‘crown’, “all the other signs of his body and the minor marks of excellence are
perfect and not atall different from those of Buddha except the signs of having the
‘turban™ on his head and the top of his head invisible, which two signs of him
are inferior to the World-Honoured one”, ie. the entire expanse of his broad and
high head along with the Usnisa are covered by his long and matted hair.
Avalokitesvara has Sivaitic affinities in essence and appearance and in iconography
the two are one. As the god is, s0 is he beheld. Not only were Sivaitic features
transferred to the Buddhist divinity Avalokitesvara, A cognate visualisation “endows
both the images with references to the moon and with androgynous tendences,
Kuan-Yin did not take over the features of Ardhanarisvara. Fither of these aspects
manifests in its own way, analogous qualities. ‘

In yoga practice an actual swelling may come about spontaneously in the final
state of at-one-ment by the intensity of the process which leads upward. The
protuberance at the time of samadhi of the yogini, is situated between the Ajna
cakra and the Brahmarandhra, |t extends over the Karapavantara sarira and its
centre corresponds to the twelve petaﬂadhmswhighishclude& in the Sahasrira;
according to the Padukd paficaka the twelve petalled lotus is connected with the
Sahastdra in such a way that the one cannot be thought of without thinking of the
other!  There are however two distinct, methods® of placing it. In the case
of the ‘psychic protuberance’ of the yogini it appears beheld below the regions of
moon and sun (candra mandala and siirya mandala) which are below the Brahma-
randhra and all of them are within the pericarp of the Sahasrara” The protu-
berance corresponds in shape to the Uspisa as figured on Buddha images. Its

regularity and the shamp circle of demarcation against the flatness of the forehead are
conspicuous.”

P 499

4. Obviously stands whmhmthuuhwmthL
3T op. cit, pp. 167 ; 181 ; 179

B Half of the thape only & visile, the test Hes underneath the hair, The enlerged dot of the Tilaka mark
mm-hﬂwdﬂcmmmnﬁ&lhiﬁnhw.
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" In Tibetan yoga the end of the Susumpa within the body, at the site
of the Brahmarandhra is, in accordance with tradition as formed by the images of the
Buddha, the place of the invisible psychic protuberance, the Usnisa. The possibility
of an actual appearance on the body, of a ‘psychic protuberance’, is not the origin
of the emblem, but is one of its exemplifications and a sign of proficiency. The
moon symbolism is implicidy part of the emblem’ and may be moreor less
pronounced.

I. Emblems, L e, p. 156
Resd on p. 155, ibid; note 12 intead of "Vanw on Pagini V1, 1. 54 has® ‘Monier—Williams refers 12 Vi,
on Phini VI, 1. 94 and has’ : on 9. 156 fnstesd of “eyebrows, and its place is called Avimukia® —eyebrows*, and ity place
7 é:ﬂkﬂﬁnﬁnuh
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REVIEWS

Elaments of Buddhist lconegraphy, by Ananda K. Coomaraswamy, Harvard University
Frem, 1935, with a forewoed by Walter Eugene Clark, published under the ainpices of the Harnvard—Yenching
Institute,

This work by Dr, Coomaravwamy b & notable addition 1o the growing lierature on Buddhist iconography
and lesves nothing to be desired by way of the presentation of the sibject, the wealth of information, and the
excellence of gt up. The work s divided inio two parts, part | desling with Tree of Lifs, Esrth-Lats and
Woard-Wheel, and part |l with The Place of the Lotusthrone, and bath followed by copicus and illuminating
Motes. The esential features of De. Coomaraswamy’s masterly exposition of Buddhist symbolism are described
by Mr. Clark in his Forewsrd.

Buddhist literature yields an an analysis of its coments many ready.made literary forms,—the legends, the
anecdotes, the similes and metsphoes, the pheases and idioms. from the cumrent Indian sock, and the course of
development of thy literature cannot be studied spart from, or without references to, vanous |werary processes
in Indin.  Sall, whatever finds its place in the composition of Buddhist litersture, w expacted 1o suggess one and the
same trend of thought, one and the same direction of progressive mind, namely, ‘vimutti’ or emancipation.

In the Buddhitt context, this isthe only undertying meaning of all word-symbols or literary Forms. Vimutti
uthe rasa or central interest which gives & new character or colouring to every companent partas also to the
whole. Similarly with reference to symbols it has to_be ascerrained and considered what new sspect of significance
they gained when they were employed in the genersl scheme of Buddhist art.

Thers are beides evidences to show that, so far as Buddhism & comcerned, in many nstances, liersry
descriptions or explenations followed upon the forms of art. As sn example, Bostress of different Buddhas may
becited In the Mahipadina Sutanta (Dighs Nikiva), the Botress sre mere names mentioned in passing. whils
in Buddhaghosa's commentary, they are described in the mou exaggerated terms, far beyond the soope of ariginal
reference.  The explaration of this Hrerary development lies in the earlier delineations of the Bo-trees ar Bartu,
Sanci, Boch-Cays, Amarivatl and the rest. Inother words, # s one and the same impulse that has worked in two
planes of expression, which are interdependant.

Leaving sside some minor points, the work under review shall long continue as 3 standard werk of immense
walue for its suggesthvenes,

8. M, Barua

Asgea and ni.i-,ﬁ'.. APlotorial and lconegraphic Study of Indian Musical Modes based
=n Original Sources, by O. C. Gangely. Calcutts, Clive Fress, 14, Old Court House Lane. Vol. Il, 1934,

This &s an unusual publication. The second volume eppesred first ; it has six coloured plates of an average
quality and of which thres have been reproduced already in O. C. Gangoly's “Masterpieces of Indian Painting”
and 337 photographs mostly of quarter plate size. The entire edition of the book is confined to. 36 copies in all
and the monocheome illustrations are actusl photographic prints mouly of quamer-plite size. Each copy is priced

, 7y
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There are other unusual fentures about Mr. Gangoly's lssst produetion. Mr. Gangoly spparemly :does
mot comder scturacy in the maiter of reproducng Sanslri and Hindl words, versss or teoxts o the tranaliteration !
thereof, to be of much importance. Mistakes of transliterafion commence from the title page which reproduces l
in red type a Seralrit wverse, in which there are six etors Even the source of the text is not accurstely
quoted.  So far s the texts on the pictures themsslves are concerned, it is & hopeles sk o try and enumesate the

Gangoly's publications but almost with any similar publication in India.,

In this book moreover the pages of the temr have not been numbered. even in
the tiles of the Raginls on the plates and on the pages cppesite. The various Figa and pictures are not
arranged mocording to any intelligible wytern. Photographs of Rigas or i i
India as well as ouiside, follow one another at random. Besides the
which are of great interest, Mr. Gangoly has penerally given the Sarmksit and typical Hindi texns (where such are
not already inseribed on the pictures) from authoritative - ndi
are rendered into English rather of & pedestrisn nature and not infrequently has Mr. Gangaly miwndermood the
verses. The Englsh renderings are not slways clesr nor do they accorately give the meaning of the crgnal texts.
Assthetic orificsm or chronological questions connected with the pictures are generally sbsent so far a3 Volume
Il is concemed. k is something howsver that the asuthor has generally related the 101 Rigas and the Rigipis
tathe varipus types of Miyakas and Miylds with which they are so intimately connected.  He has however tailed
o relate the various RBgamdla pictures o the sewons. The awhor made use of Deva's (written “Dieo™) famous
Hindi books, but he has aoperently not seen his Agtayima. There are & number of new idensifications. The
welllnown picture of # pair of gils dancing together from the Bhant Kula Parigad i shewn to be Rigmi
Hamwiri. A rnumber of picures fomerly clasified as Miyika ptrss are idensified with illusratiors of the
Fagamals. :

Volume | corsists of 85 pages of texr and 4 pages of bibliography. h will be an underestimate to say
that there are on an average 3 misprints or mistakes of spelling per page.

The result of these numercus jnaccuracies s ofien diverting : ‘Dipakatign 1 ravichingly graceful as he
tidies (rides) on o ruted (sic) clephant’. “The heoois & weoder-heated young man’ (page 63). “Solidwity’ changss
into "sifidarity’ (page 40); ‘bespesls’ into ‘despraks’ ; Kakubh into Kulabh ; “wrgd’ into ‘wrbid’ (page 70) & 1627 ()
into 162y A. D. {page 65) ; hybrid into hybird (page 74). These samples must suffics.

The object of Mr. Gangoly's work §s "not s contribution to the sdentific sudy of Indian music, but to survey |
& phase of Indian painting which has for it subject maner the mythological Indian melodiss. It bs an endesvour 1o look
o music through the spectacles of painiing. Mr. Gangoly's claim to have “put together a large amount of materialg
whichare widely scattered and are inaccemsible to many siudents’ s undoutkedly jusifisd. What was expeced,
hawever, in & work of this kind was a more exhaustive analysis of the Rigamalia from the point of view of painting than
what is actually given. More than half the work has been then up with an historical sketch of the axtiant literature oa
Indian music. ‘This portion s likely to be of some use 1o foreign sudants of Indian music. The writing s dificule and
the overloading of it with Sansirit words in the text as well as with original texts in the footnotes makes it aven more
farbidding. hwﬂhhhﬁﬁhmmmmmﬂnhmwhhlwoﬂm
mitic given in & general narrative.

Consideruble space has been devoted to the examination of the Rigamalh texts, Sanskeit, Hindi and ta a small
extenl Persian and Bengall. This part of the boak cannot by its very nature be exhaustive, The bulk of the Rigumiia
letarature & in Hindi and it is interesting to note that the Hindi language in the past apoesrs 1o have Ffurnishad & comman
repertoira for songs, not coly to the Hindi speaking parts, but alio further south. It s well known that seversl wiicess of
Gujarati and Marathi have in the past composed their songs in Hindi or rather the Braj dislect of 2. It s also noticeable
that the repertoire of Northern Indian music i chiefly old Hindi which slo was the medium in which the mediseval
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minstrely and wandering devotzes conveyed their memage of bhalti to the masses. I s cwious that Mr. Gangoly has
overlocked the musical chancier of the Rips wsed inthe famous and so frequently Mlumrated Glta Govinda of
Jayadeva.

. The material gathered by Mr, Gangoly as regards the history of Indian music sy well as the Ragamals texts is
undoultedly valusble. The principal contribution, however, which was expected from Mr, Gangoly was the nature snd
the exvent of the relationship between music and its pictorial frestment af the Hands of the artiss from the 16th 1o ‘sbour
the middle of 19th century, and it s in this respest that the book has very linde to offer in the way of any sppreciable
addition 1o our existing knawledge. The chisf question has hitherto been whether the pictarial representations of indivi-
mmmhmm&nmhmmmmhhmm&mwm
and it remains sl unsolved. It has been known that & good number of Rigamill picures owe their origin o, and are
inspired by, the motifs of seasonal changes, of the rhetorical convenfions of ancient. Kivyas. For instance, several of
hhmmmmmhwuw»hmwmm Similarly a Fair
number of the RigamilEs can be shown to have been definitely derived from the conwventiona) descriptiom of rhe various
types of herces and hersines in older Kivwwa Titerature, How s it tha pictures drawing their inspiration from the
Mnﬂmﬂdmmmmmﬂﬂymm:mﬂmm#m
- patterns 7 No musichan has hitherto attempted 10 relate the pictorial versions of the Ragamalts with the feeling or the
H'mwﬁm:whdhydhmﬁndcmnfhwﬂlm

There can be but fitle doubt that the Rigamila picrures have nothing to do with the purely musical srocwure of
the Rigas. Some of the pictures of the Riga Megha and s desivatives are obvicusly pictorial traracripes of the canvens
tional ideas essociaied with the monscon, It i also noticeable that songs of this panticular Rigs Meghs are abo generally
amociated with the cnser of the rains.  The quesion, however, whether there & any erganie relatiorship berween the

Therz is for example no organic relationship between the melodic structure or the Madamays Sariea and the iconegraphic
o the Devamaya trestment of a perticular Riga. Itis also 1o be remembered that old Sanskrie writings on rhetoric and
music erdinarily asociated particular colours with specific Devatis and Rasas for which po rational explanation has
hitherto been farthcoming, Even the various notes are said 1o have their specific eclours and presicting delfier.  In this
mkﬂthMMlhh&mMmmnﬁﬁdmdrMhMﬂmm‘
MMMHMMMHdHIVMTMHm ﬁ-'ilﬂufﬂﬂ:'rlhmi.ﬂ.hmhl"
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ARCHAEOLOGICAL TRACES OF THE VEDIC ARYANS

By ROBERT HEINE-GELDERN

While plenty of efforts have been made to ascertain the origin of the Vedic
Aryans and the date of their immigration into India by philological, linguistical and
even astronomical methods, archacology has until now taken no part in this
research. Indeed, not the slightest archaeological trace, no finds whatever made in
Indian soil could with any probability be ascribed to the Aryans of the early Vedic
period.  As late as 1921 Sir John Marshall, in the first volume of the Cambridge
History of India, still mentions the tumuli of Laurys Nandangark in Bihar as the

-only monuments possibly dating from Vedic, i. e, in this case, from late Vedic times
(8th or 7th century B. C.).

Since the excavations at Mohenjo-daro and Harappd, however, a series of
North-Indian finds begin to distinguish themselves from the pre-Aryan culture
discovered at these sites, finds we are now bound to discern as from a later date
than the Indus civilization and possibly belonging to the Vedic age. They will
form the subject of the following investigations.

B I. The trunnion-axe from the Kurram-Valley

The Annual Report of the Archasological Survey of India for the year 1913.14 reproduced a trunnion axe
found near the village of Shalozan in the valley of the river Kurram, & ributary of the [ndus in the region of the Indo-
Afghan frontir (Fig. 1)*. The type does not occurin Mohenjo-daro and Harappl, neither is it known from ehe
where in India. However, it is far spread in the Nesr East and in Europe (Fig. 7, p. 91) and we may thus be able 1o
draw certain conclusions from its ocourrence in the Kurram Valley, concerning cultural connections between India and
the West during a definite periad.

Trunnion axes of copper or beonze have been found in Essem Russia, in Crimea, North-Persia, Caicasia,
Asia Minor, Syria, Palestine, Egvpt, Rhodos, Crete, Creece, lialy, Sicily, Sardinia, Spain, Hungary, Germany, Holland,
England and Ireland. Later, during the Hallstan Period, the mme form has been wrought in iron.

I. Annual Report of the Aschaeclogical Survey of India [913/14, p. 247, pl. LXVIL Hirdnands Sactsd,
Recent additions 1o our kmowledge of the copper age antiquities of the Indian Empire, Journ. and Proc. of the Asiatic
Soc. of Bengal XI(1925) gl V.
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If we try to wystematise the trunnion axes from a typological point of view, we shall find axes with no real
trunnions at all, but with a siight swelling of the sides only, at one end of the row, and st the other one axes with
distinctly modelled trunnions setting off at right angles from the narrow sides of the axe Sir Flinders Petrie has
pointed out that it is sbvious which way the development took®. The more or lens straightdined axes with highly
developed trunnions, whether of bronze ar Tron, have been—uwith the exception of ode ron axa from Asis Minor—
found only in Europe and belong to the Hallstatt civilization or to s contemporaty period, e, to the first millenium
B. C., whereas the shapes with slightly indicated trunnions show up as early as the first half of the second millenium B, C.

Even among the very earlizst trunnion axes we may discemn three diffrent types which | shall denote with 1, 11,
ard lil. These three types are closely related to mach other and probably descend from & comman root.®

Tvpe | shows & sharply separated bun and forepart, the former being much narrower than the lamer.  Axes of
this type might really rather be called shoulder axes ; they are, however, not to be sepwrated genetically from the
trunnion axes, An axe of thit type ha been found in the Canaanitic layer at Jericho and certinly dates from

the firm half of the second milledium B, C. * Thetypeis very rare and only known from Paleming, Egypt. South
Ialy, Sicily and Serdinia (Fig. 7 [1, 2, 3.

The oldent form of type Il, which | ghall call type lla, B best repeesented by an axe from Haghia Triada
onthe uls of Crete (Fig. 7 [4)) * Though the circumstances of thia find have not been made quite clear, we can
still presume almost with certainty that it belongs to the 16th century B. C. Its characteristics are the trapesoid
shape of the bum part and the strongly concave edges of the forepart, The spots, where in later periods the trunnions
show up, are only marked by & slight swelling. The Berin Archasological Seminary owns an axe of this type from
l]';‘d:l Hittite capisal at Boghazkoey in Asia Minor, A third one ha been excavated at Kol-Tepe in Cappadocia
(Gig. 7 [51)*.

Type lls must have developed, probably about the middle of the second millenium B C., into type llb
met a5 yot only in Eastern Asia Minor, Type b has real trunnions, though thess are st off distincily from the
bunt-part only. merging without interruption into the forepart. The butt part is trapercid in shape, the forepan.
awing to s concave edges, very slender in the middle, reaching the width of the butt-part in the cutting edge only
(Fug. 716, 7, B1). Axes of this type have been found at Bogharkoey, in the vicinity of Kaisery, and at Alishar Hoyok *.

The axe from Alishar Hayk, (Fig. 7.16]) having been found by Von der Outen in the stratum which cormresponds to
the Hittite Empire, is certainly older than 1200 B.C.

The butt-pant of type llc mostly approaches the rectangular shape, thaugh trapesoid shapes siill occur. But
the principal difference between types llc and Ilb lies in the trunnions which are no more sharply set off from the

I. W.M. Flinders Pewie, Tools and weapoos, ilussrated by the Egyptian collection in University College,
Lendon, British School of Archazology in Egypt and Egyptian Research Account, 22nd year (1916) g, 17.

2. Professar Praaworsid hat recently given a classificstion of trunsion axes differing from mine. See : Stefan
Przeworski, Der Grottenfund von Ordu, Archiv Orientaloy VI (1935) pp, 408414, VIl (1938) pp, 4957, |shall, of

course, onoly deal with the question as far aa it is of importance for ascertaining the and affinities of the runnion
axe from the Kurram Valley, . ides .

wﬂlﬁ::ﬂEStﬂnundC_WlW:JﬁlﬂtLﬁlﬂlﬂp,llﬂ.twmmmum
4. F. Halbherr, Resti dell' eta Micenes scoperti ad Haghis Trisds preso Phaestos, Montmenti Anfichi X1
{1903) pp. £3.70. \

. 5'.‘ Przewaondd, op. cit, Vilp, 409, p, 411,
Asie occidentale, Mission en Cappadocs 15931894,

6 Chantre, op. cit, p. 79. H, WincMler, Vorlseufige Nachrichten ober die Ausgrabungen in Boghazoe,
MﬂhTﬂd& Deutschen Orientgesellschafi XXXV (1907) pp. -8, H. Boonet, Die Walfen der Voelker des alten
Qfm_ FﬁfﬂﬂnﬁHaHr&:mhﬂthMlmlﬂi.Md
Chicago, Oriental Institute mmunkcations XV (1933 5051,

Ib pl XLIX &, b pl. L o iy Aree % S a4 £

fig. la.pl. Lb. E Chantre, Recherches archeslogiquei dans 1!
[Fuilmhﬂ.
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bunt-part, but simply sprout from it in & curve, the mme as from the forepart (Fig. 7 (91211, The butt-part being
the same as in types lla nnd [ib, broad snd heavy, and the forspart in relation to it wery slender, it looks if wwo
differers pieces were joined together rather unharmoniously. This disharmony berween bun-part and forepart s indeed
the most characteristic feature of all axes of type Il

Am&wlhmhnnﬁﬂhh{ﬁ.?llﬂhm, ¥ arilikaya. Alishar Haytik, and Ordu, all
thess places being situsted in Esstern Asia Miner, and from Kensh in Crimea®, At Boghazioey as well as az Alishar
Hoyuk (Fig. 7 [10]) such axss have bsen found in the pos-Hinite, ie. Phryglan wratum. There s thus oo doubg
that they belong to a later date than 12008 C, Az Alishar Hoyok & stone mould of a llc axe haseven been found
n a stratum of the first millenium B.C* The find of Ordu which contained an axe of this type {Fig. 7191} has
been assigned by Prosworsk afier thorough examimation 10 the 12th century B. C.%. Tha age of the axe of Ketmsh
{Fg. 7[121) may be infored from its engraved omaments in the style of Koban. Tallgren thinks it 1o belong to the
pariod about 1000 B C,, whils Praeworki dates it in the 12thor 1lth century®, Thiss it i evident that type llc
ﬁwlmu*rlmkuhpddmmnh,mminfmmnhwdm Whils types lla and [Ib
belong to the Hitlite period and are, a5 far as we can date them, il older than 1200 B. C., lic belongs to post-
Histise Gimes and il datable axes of this type are youngsr than 1200 Daubklessly, lic has developed from [lb, maybe
under the influence of axes of type Il An axs of trp:lﬂnlrmﬁmhmﬁinmhhlhtpmuhnddu
misseum at Stockholm®.  Type Illb, as we lster shall ses, had found its way as well 1o the West of Asia Minoe
Tray, Rhodos} as into its Eastern neighbourhood { Transcausasial.

Inmﬂﬁmnhmiwnm#wmmlu.nmmnMnmumhum
than forepart. Wﬁﬂhhnhhmdﬂﬁmﬂumddlshhﬂmmm“dﬂmw
ate rot much more than a lsteral swelling of the blade. The aldesi known axe of this typs is probably the ons Macalister
found in the wrstum ih&nﬁmﬁ:pﬂuuﬁu.duhﬁmmﬁmhdfufdnmduﬂmhmﬂ.ﬂ.ﬁ
7 {130}, Another axe of the sume typs (Fg. T (14]) wias excavated in the second Semitic sratum (1600 1o 1200 B. )
dtﬁdubimhhwdﬁwﬁm&m&umkwﬂunhuﬂmmm
i3th century B.C.* Two other axes, not yet published, are said to have been found at Tell el-Mutesellim in . grave
of the period about 1500 B. C.'  An axe from Beisan i Palestioe. (Fig. 7 [15]) dates from the reign of the Egyptian
king Seti |, um-:mnc.}.ﬂm«-mmmfm&uﬁlAhuﬂamarmmdu pericd betwesn
1100 and 925 B.C.%. mmdﬁwmmmmsﬂumwum Beth-Pelet, Tell

|. Kurt Binel, Die James Simon.Grabung in Bogazkoey September 1931, Minsilungen der Deutschen:
Orierngesellschafi 10X (1932) pa 15; MNeuse MMHHMWMIM
m!%!ﬁ:hﬁw‘Mmdﬂmm&rWMHiﬂbﬁ.ﬂmMIﬂﬂ
pp. 52.53 ; Vorlseufiger Bericht aber die Ausgrabungen mwlmw&-mw
LXKV (1938) p. 54 Praewarski, op. cit, Vil pp. 408410; pl. XLVIl & Remzi Oguz, Anadolu arkeologys
tatibinde Aligar haiipaii, Tork Tasih, Arkeologya ve Etnografya Dergisi | (1933) p. 53, fig. 53, W. Gresnwall, On some
mhmﬂhmmﬁWMLWlumi pe 12

= \thﬁmuﬂp-ﬂ-rﬂ-ﬂ.ﬁ

3. Praeworski, op. cit., VI, pp. 57, 61, _
4. A M. Tallgrey Die kupfernen Flachaexte mit seitlichen Zapfen, Firsha Fumnmw

Tiddoift X¥VI (1912) p. 22; La mwmlmumumw
Antiqua Il (1926) p. 179. Preeworski, op. cit., Vill, pp. 50-51.

5. Preeworsd, op. cit., VIl p, 409, pl. XLIX d.

6. R A S. Macalimer, The excavations of Geser (London 1912 I, pp: 334.335, 11, p- 243, I, pl. LXXXIX
17,pL CXCIN 7, 8. Presworshd, op. cits VIII, p. 53 About the dases of the fiest and secand Semiiic periods see : P.
me.muvmmhmnmmpm

7. Binel, Bogarkoey, pp. 52-53. :
B mmmmummmmuunnpmmw.ﬂm Excavations

ufmmmmwdhwdmhmw (1935) p. 26,
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Addaul, and el-Mistrife!. Thus, while typz Il of the trunnion axe origmated in Asis Minor and Crete, type lll, o
rluuihddnumb-lyp-r,lllnMhmlhmmhﬂwhuﬂh@mwh:hmhhubmh_ﬁ‘mhﬁ!ﬂ
1600 yo sbout 1000 B. C.

Type s is charasterized by the side-edges of the forepurt being the straight fined prolongation of the edges of
the butt-part, the whole axe thus having grown into one complex kmddmﬂmmhdlrw
pormas before. The small prowberances ar the sides, M.MMMWMIMM
(Fig. 71%33]) In some rather rare' cases ﬂmwnﬂmummdbwhwudamﬁmduw aof elawe
{Fig. 7 [34.35]).

Aundwl!&hubunhurﬂhEﬂﬂmhﬂmofhrhmhmuﬂ Bielaia), on the isle of Rhodos,
in haly, Skily, Sardinia, Spain, England, ireland, snd Halland * ; Further Nonh Persis { Tureng Type near Astrabad)
and Cegrgla, * Mww.m!d:nf:uﬁuuhw:hun&wuﬂwwuﬂwhﬁhﬁulﬁ? 22, 30)). *
Type lllb thur cccurs, with the exception of Gezer, only in the extreme West of Asia Minor, in the Northern
bar:lnlmd:afﬁmhmhﬂl,hEmRunimlndinthcmuiﬁquSamhﬂnﬂdWmhﬂ
From this eurious diribution Tallgren congluded that the trunnion axe had been spread by & seafaring nation whe
used to visit distant counties in search for metals. H=W&Nmmmﬁmwm
consequently, the truarion axe had origimted in Syria, * Hwhmm.mmdmummmhﬂdt
to England and lreland from the Mediterranesn regiona by way of the Atlintic. *

Sg.n-in.B:iH.w:mnnry;ubleI;Mwwmwmﬂwlﬂlmlllhtmkphuh Syria or, maybe,
in the Aegean regions The mould from Gezer, though hﬁqudu@ndhnﬁglwhdﬂhm,hﬂ
eniitle us to presums thar this development has actually raken place in Syrias bﬁuluulhnlﬁlﬂ-._iﬂﬂ*
pmi‘blybaduutnﬂwhmninﬂummprwduuumhpuhdin Palestine,

l. Flinders Perie, Bath.Pelet, Briish Sehool of Archasology in Egypt (Landen. 1950) pl. L, Fig- 584 ; Tocks
and wespans, p. 17, pl XV, fig. 111, Comte du Misssil du Buiron, L'ancienne Ouatna oy les ruines o el-Mishrifd
144 N-E. de Homs, Syria VIIL (1927) p. 285, pl, LXIX 1, pl, 13X 2. '

2. A M, Tallgren, Collectian Zaoussailov sl Musde Historique de Finlande a Helsingfors, | (Hlsingfors 1916)
Bp. 21&:3&%%“&,9&2'-22,:5. Chr. Blinkenberg et K. F. Kinch, Lindos, | (Berlin 1931) p. 67,
pl. 3, fig. 7. P. Orsi. Ascie piante in rame e bronzo dalla Sicilia, Bullsting di Paletnologia ltalians XXIV (1898)
ppi 162163, G. A. Collini, Le antichis di Tolfa e di Allumiere & il principio dells eta del farro in lalia, ibidem
XXXVE (1911) . 114, G, Pinza, Monumenti prieitivi della, Sardegna, Meonumenti Antichi X1 (1901) pp. 155, 172,
ol XVl fig. 16 21. L. Siret, Questions de chronclogie e & ethnographie ibériques (Paris 1913) pp. 361367, John
Enm.L'latduhrmiumnms.mﬂnnm‘mh le Grande Bretagne et de 1'lrlande (Paris 1882) ppr 73.74,
!13, 182183, O, Montelius, The chranclogy of the ‘Britich bronze age, Archaeclogia LX] (1508) p. 138. W. &
Hemp, The trunnion cekt in Britain, Antiqusties Journal V (1925) pp, 5154, E. Rademacher, Holland, Reallexikon

! +Pl
Antiqua VIl (1932} p. &7. .
4 h.ﬂmmh:W.Dmﬂdd.Tmuﬂmmlﬁhulm- 405. Macalister, 1, p. 266,
3 Jaliyen. Die kupfernen Fiachaeste s, pp. 27.2, i PRI By
- Hawkes, Die Erforschung der
lmbam:.m.mhmgm,_mwx”m‘;mzﬂhﬁmmdwum
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Type lllc hay been certainly developad from lllb oa Eurapesn soil. The trunnions are longer and decidedly more
marked, They are blunt and show no more triangular sideviews but trepersid or rectangular cutlines (Fig. 7 [36-35]).
Bronze sves of this type are not frequent, We know some frame Dodona in Epirus, from Allumiere in Middle luly
isransitional period from brones to on age), from Kis-Koemsg in Hungary (esrly Hallsazt Period), from England and
Scotland. ¥ The earliest pecurrence of this type may be traced 1o about 1000 B, C. As is well known, it reoczurs in iron
lhdhunmdlh:nmd&uﬁqﬁmi‘hihﬂPﬂiﬂdnfC:ﬂh'dElﬂpllﬂlﬂnHﬁmmB.C.

The appearance of type lllc forms, in South and West Europe ai lesst, s terminus antz quem for [llb, the
lantzr thus having scarcely cutlasted the end of the second millenium B. C. In general, axes of type b will b
scribed 1o the Iast phases of the bronse age, Le. the last centuries of the second millenium B. C. Hawkes, for
irstance, comsiders the late bronze age of Britain, at which period the trunnion sxe made s first appearance in
that country, to have begun about 1100 B.C.* The mould from Gezer (Fig. 7 [29]) was found in the sratum
ﬂhmmw,hmm‘mwmmm1mmm&c.'. Caoncerning the
date of the mould frem Troy (Big. 7 [30]) we are dependent on presumptions only, no suthentic statements ahout
the stratum where it had been found having been made. Goetze thinks it1o belong to the seventh stratum, consider-
ing ity Nkeness to European axesd. If bais right, as he probsbly is, thin would mean—as only stratum Vilb will

I. C.Carspanos, Dodone et et rulnes (Paris 1378) pp. 100101, pl. LIV fgs. 7, % 10, Collini, op. cir.,
P 113, M, Hosrnes, Eine hoschm selienz Form von Bronsebeilen, Wiener Prachistorische Zeitschrift IV (1917) pp.
3940, Bvant, op. cit,, fig. 195, 197, 198 L.F. Chitty, Theee bronze implements from the Edgebold brickyard,
Mesle Beace, Shropshive, Antiquaries Journal V' (1925) p. 405.

2, Siret, op. cit., pp.361 f, Hemp, op. oit, p. 53. Hawkes, op. city pp. 87,90

3. Macalister, op. cit., I, p. 266, Thomsen, op. cit, p- 326.

4. Goetzs, op. dt., p- 405
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have to be conuidered that the mould it not alder than 1200 B, C. Indirect conclusions us to the date of the appear-
ance of type lllb in Asia Minor and the borderlands of the Black Sea may perhaps be drawn from the influence
that b seems to have had on type 1l in these tegions, | recall the fact that type Nl which, as ntﬁuﬂ.:!h_!w.
developed from IIb probably under influsnce of lllb, wrned up after the breskdown of the Hintite Empirs abous

As wa presently shall see, a discussion of the chronological position of the Georgian and Persian trunnicn
axes of lllb type shall sgain yield the same result, Le. a date between 1200 and 1000 B, C,

I shall dencte as type IV & shape only known from Trarscancasia. This type shows & very short rectangular
butt-part, runnions murned backwards, and a forepart with mrongly curved edges (Fig. 7 [39, 40]). * Concerning
its date, Nioradze thinks that the find of Kvemo.Sasivethi which contsined two such axes, could not be more ancient
than the 13th century B. C. Proeworshi, afier thorough examination, comes 1o the eonglusion that it must belong.
tothe 12th century. * By this we gather an indirect indication concerning the date of the Transcavcasian aves of
type b roo, Misrades has teproduced, besides an axs of pure [Itb type from Lecchum in, West  Georgla (Fig. 7
[32)) and another one with doubled trunnions from Bakurciche in East Geoegis, (Fig. 7 [31]), two axes, one
ﬁmS-ﬁrmhiLuEmGwﬁludnmﬁandiMh mm%mmmdmllﬁ
and V. Thzfmtuflhmuumupmm to that of type llib, while the butt-part is identical with. that
of type IV, bath types of wunnions being united on one and the smme axe (Fige 7[41-42]). We may conclude

Fom this that both dhapes were simultaneously in use in Tramscaucasla, Thus type llib, 100, may be inferred almont
whhwﬁmrlnbeimghuemdui%mwﬂ.f:.

trunnion axes, doubtlessly of type Ill, but somewhat differing in shape from the wsual forms, thus not allowing & certain
statement whether they belong ganetically to [lls or lllb (Fg. T[151TD, * An one of thise axes has been found in
aptntuwhn-wnh-Iu:q;mwd.mnhumldeuuppwmwﬂrhllulmdp-n of the Talish bronze age, this
shaps chviously belongs mlhuumdadﬁrdpnhdsofﬂuh:dhmmmimwﬁdymﬁmmﬁ. Hancar,
cover the interval berween 1200 and 1000 BG4 These two Northwest Persian trunnion axes, 100, thus belong
t the |sst twa centuries of the second milleniim,

In s imdlmunddthmemmrMﬂuthmhhﬂl, Woulsia found a branze trunnion axe of
type b which does not, however, ﬁm:hu:uﬂﬂiﬁmﬂhmhmﬂmww (Figs. 3, 7
13510, It was excavared fram & grave which, considering its stratigraphic situation, we may discern as of lata bronze
aget Az | ﬂullhw:mﬂphhh:umthnw-mbﬁhmmlhwhdhﬂwmlﬂ!ﬂdlm BEc

Lﬂmrmuﬂumﬁmihdmn!nlh!ﬂnumullw. A glance af figures | snd 7 will suffise 1o show
that It belongs to type HIb. The nesrest regions where axes of this ldnd have been found are Tureng Tepe (near
| Asrabad}, Georgia, and East Russia, The nearest in shape to the Indisn axe are those from Georgia. Wheress the
East Russian axes (Fig. 7 [27,28]), like most Eurapean ones and like the mould from Tray show steaight-fined edges,
those of the Gaorgian axes (Fig. 7 B1,32]) are curved like the edges of the axe from the Kurram valley (Rg. 7 [331).
This pleads for anancient intercourse between India snd Transcaucasia The axes from Talish (Fig. 7 [16,17]), though

1. E. Roesler, Neue Ausgrabungen und srchasologiiche Forschungwreisen in Transkaukasien, Zeitschrifi far
Mm{lmwmndlmp. 443, A. A vanoviki, Po Zavkavkasiu, Materialy po Archeologii Kaviaza
VE(ISHL) pls. IV, XVI. Nioradze, op. cit., pp, B5.87, Preeworski, op, cit., Vill, . 51,

2. Mioradze, op, cit., p. 97, Praewonki, op. cit., VI, pp. 60,61.

3 J.d-Mum.Hhﬂmﬁuﬁqumlewl (Paris 1896) p. 77 ; La peéhistoire orientale, il (Paris 1227)
pp. 207-208. H. de Morgan, Recherches au Talyche pertan, Délégation en ‘Perse, Mémoires VIl (Paris 1905)

4. F. Hanear, Kaukasus-Luristan, Eurasia Septentrionalis Antiqua [X (1934} p. 65,
5. Walsin, op. cit, p, 12, pl, XX,
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belonging 1o type Il are of forms teo unique to be reckansd amang the dircet genstic ancestors of the [ndian axa.
The same is true of the sx= from Tureng Tepe near Asirabad iFig. 7 [35]). The latter differs fram the Indian axe by
its much prolonged butt-part and the clawike trunnicns. It sbviously belongs to the sbowe mentioned secondary
form of type lllb with clawdike trunnions, specimens of which are known from Rhodos, Spain, Beitain, and
Ireland.t  The shape with claw-like and the one with triangular trunnions have, however, probably spread at the ssme
periad, any'ﬂmhtmddﬂﬁumﬁanme—d&md:umHymﬂumrﬂandﬂm
m&mhkmm—unmdhmwndmdwmmmmﬂuwm-uﬁme
caucasia 1o Indis. Wtdnﬂmhthtm::uhmwﬂmﬁmqTepehuyh!:ledmmuﬂwﬁquuu
whhhmuhmnmdndﬂmhhﬂmdhﬁgmmﬁmﬂumh?muﬁmu shout the same
period. The trunnion aes from Talish, though differing somewhat in shape, may with some probabiliiy be
contidered as snother trace of this same migration,

As we have seen, the wrunnion xes of the type [llb, as far a5 thers b a possibility of dating them,
are to bs smigned in Europe as well as in Palesiine, Asia Minor, Gadrgis, and Morth  Pergla,  without
exception to the period between (200 and 1000 B. C.. We shall be justified therefore to assume that the
ethnical or cultural movement which brought the trunnion axe from Tesnscaucasia through MNorth Persia 1o
India, must have taken place between 1200 and 1000 B. C.

2. An axe-adze from Mohenjo-daro

I the winter of 1927.28 s bronze axeadss of the type with a rubular collar was found in the upper strats of
Mohenjodaro (Fig. 8). It is the only one of its kind and, in fact, the only axe with & shafi-hole known 1o have ever
been found In Indis. “That it ‘belongs to the late period s cartaln™, says Mackay, “for it wes found at & level well
sbove that of the intermediste period™. From & remark by Childe probably bused on ol information we lzam
that “it is regarded by its discoverer, Dr. Machay, as= late nruder”. * | am inclined 1o doubt, indesd, that it is
""1‘3"“mwwﬁmv&hhﬂpﬂiﬂnfihuuwﬁmﬂyﬁﬁﬂwﬁmﬁﬂ&mﬂdwnunf
much later date. ]

Similar axe-adzes have been found at five different points af Iran and the Near Esst ¢ at Tureng Tepz near
Astrabad, at Tepe Hissar near Damghan, both in North Persia, in the temple of Anu-Adsd at Awut, and. st Fasiau and
Maikop in Merth Cattasta,

Two copper axe-adzes of the same shape as the Indian one were amang the so-ealled “treanre of Astrabad",
found at Tureng Tepe simost » century ago and published by Bode in 1848, * E. F. Schmid found similsr copper
exe-adzes in Hissar (1L, the most recent stratum of Tepe Hissar near Damghan (Fig. 101, * Damghan and Astrabad
are only about 90 kilomesres distant from each other, and a8 Contenau has pointed out, Hissar 11l and the late bronze
Sge stratum of Tureng Tepe, the same that yielded the shove mentioned trunnion axe and from which came In all
probability Bode's axe-adzes, too, belong fundamentally to the same culture. * 1f we are able to date Hissar Il and
the contemporary sirats of Tureng Tepe, we shall sttain the dute of the axe-adses too,

L. Siret, op. cit,, p. 362. Evans, op. cit,, 113, Hamp, op. cit., p. 51, Blinkenberg et Kinch, op, cit., pl. 3, fig. 7.

2 E L H. Macky, Excavations a1 Mohenjodaro, Annual Report of the Archaeslogical Survey of India
192728, p. 76, pl. XXV, V. Gordon Childe, Eurasisn shafi-hole axes, Eurasia Seprentrionalis Antiqua [X (1934)
P 164,

3. C. A deBode, On & recently opened tumulus in the neighbourhood of Astrabad, Archasologia XO{(X
(1844) pl. XVIL
dis 4. E F. Schmidt, Tepe Hissar excavations 1931, Muszum Journal XX (1933) pp, 400, 444, ple. CXVII,
I, CLm.

- 5. G. Contenau, Le trdsor d'Astrabad e les Fouills de Tépd-Hissar, Revus d'Asyriologie XXXI (1934)
80,

v
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Rostovtzay thought to recognise Sumerian traits in the “weasure of Astrabad™ and was of opinion that & could
not originate Fom & laier date than 3000 B C.* Salomon Reinach, again, would find Mycenean influence in the
Vpeasure” and believed the middle of the second millenium B, C. 10 be its right date. * Contenan s of very much
the ssme opinion and dates the treasure in the later haif of the second millenium, By resson of a distinet relaticaship
betwesn the gray ponery of Hissar 1l and the ceramics found in the uppermost layert of Tepe Giyan near Nehavend,
he drew the conclusion that Hisssr lll sssigned by E. F. Schmidt and Pope to the fint half of the sesond millenium
may have laed il shout 1300 or 1250 B. C. *. Anyway, sfier the finds of Tepe Hisar have been made, there san
ba no more discussion of dating back the “wessure of Astrabad” into the fourth millenium B.C. | even believe
that & further reduction of Contenau’s and Reinach’s dating may be more to the pownt.

Schmidt wes sble to discern three successive cultures at Tepe Hissar, one with painted ceramics (Hissar 1) and
two with grey ceramics (Hisar Il and Il He believes that the change from Hissar | to Hissar I was due to the
nvasion of forelgn canquerces, but that on the contrary Hissar 1| slowly developed into Hissar LIl panly under Western
nfiyences. ¢ Recemtly, E. F. Schmidt informed Dy, Hancar by letter, that by now he discernea in Hissar [l three
different stages.,

We need not trouble about the chronology of Hisar |, Concerning the dating of Hissar 1l the pins with heads in
formz of double loops or double eralls® may perhaps give us some indication, &s we are able 1o compare them with those
of Troy. Unfortunately the date of the latter &5 not yet definitely determined, Goerze reproduces them amang objects
from the periods Il to V, though he has some doubts about the loop-headed pins belonging o Troy Il 1o V and nat to
u later perind and though he thinks that the double seroll pins may even have lastsd tfl Troy VIL* Hancar believes
that these types of pins belong 1o Troy V1 and argues from these and from crher connestions with Troy, that the
Tramcaucasian Gandsha-Karabagh Culture which comprises soroll headed pins must have taken birth between 1400
and 1250 B.C. He even follows up these relations, by reason of the pin types, as far as the province of Talish on the
Caspian Sea'. Here we may recall the relatiors betwesn bronze-sge wespans from Talsh and from the
Aegean regions noticed by Déchelette®. It is not s very great distance fram Talith to Damghan (Tepe Hissar), and the
relations of the pin-shspes of Hissar || with those of Troy V1 would certainly conform to the Mycenean influgnces which
§. Reinach and Contenay thought 1o discover in Hisar [l According to this we might be eniitled to date Hissar Il
between 140) and 1200 B. C., though, considering the uncertainty about the dating of the Troyan finds, we shall have
1o face the possibility and, | think, even probability, that the pins in question belong to Troy Il il V' and that the
connections between the Asgean regions and Hissar Il will belong to this period.  The fact that Hissar Il as well as Troy
1 had daggers with crooked tangs seems to confirm this hypothesis®, But if it proves true, as is my opinion, that there
eximtt & relation batween Hissar | and Troy 114l V, this would mean that the beginnings of Hissar Ii reach back at
least to the beginning of the secand millersum B.C., if not even into the later centuries of the third. However, | see 0o

l. M, Rosioviaev, The Sumerian treasure of Aswabad, Journal of Egyptian Archaeology VI (1920) pp. 427§
The Sumerian tressure of Astrabad again, Studies presented to F. L. Griffith (London 1932) pp. 341-345.

2. S, Reinach, La reprédenution du galop dans V'art ancien @t moderne, Revue Archéologiqus, Jme
série JOUKVII (1900) pp. 252—254,

3. G.Contenau, L'ancienne civilisstion de I kan, Gazeite des Beaux-Arts LXXIV-2 (1932) p. 10; Le wrésor
d'Astrabad etc., pp. 77-80. G. Contenau et R. Ghirshman, Foullles du TépbGhyan prés de Néhavend 1931—1932,
Musée du Louvre, Départemant des Antiquitds Orientales, Sdrie Archdologique, [Il (Paris 1935) pp. B6-87, Schmidt,
opcit, p. 390, A Upham Pope, Mew light on the art of prahistoric Persia, lllustrated London Mews, January 28, 1933,
g 116 .

4. Schmidt, op.cit, pp. 341, 365, 366, 389, 472—474,

5. Schmidt, op. cit,, p. 377, pl. CIV,

6 Gostre, op.cit., pp. 356-357, 395, 406,

7. F.Huncar, Die Nadelformen des prachisorischen Kaukasusgebietes, Eurasia Septentrionalis Antiqua VII
Ilﬁﬂmlﬂ—lﬂ.

8. J. Déchelene, Note sur les influences égbennes au Caucase, L' Anthropolegie XXI (1910) pp. 425-434.

9. Gostze, op. cit,, pp. 329, 344, Schmidy, op.eit., p. 377, pl. Clll.
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reason as yet to jusiify Pope's dating of Hissas Il between 3000 and 2000 B.C. As mentioned before, the chronclogy of
th_mrll'-mdnfﬂuwmpn:rdemenmthofrpﬁhlimpmmmm on sceoont of thelr
relations to India, both the axeadzs and the trunnion axe occuring &t this ‘pericd. | think that it shall not prove
impomsitle to sscertain it approximate date,

The large two-prongad capper forks found e well in Hisar 11l (Fig. 44) a5 st Tureng Tepe are most dosely
related to simitar beonze forks from Central and Western Persin and Tramcaucasia (Fig. 43)% Such forks were
emvmd.mmm-nmﬁdhwhkmmuMthﬂhﬁmemm
dating in the opinion of Ghinhman from the 12th or 1ith century®. The very same kind of forks are o be found in
the Transcaucasian Gandsha-Karsbagh Culture, dated by Hancar betwesn 1400 and 700 B. C. This wide range of time
mmmhmmmmwmmmﬂthwn;w
mmhmmmhmmamﬂﬁpwuwmmm&
any trace of irom, we way exclude a later date than 1000B.C Though we know that the farther we g0
m.mm“mmmm“mmmmmmmummﬂh tima between the
beginnings of the lron age on the Southwest coast of the Caspign Sea, in Talish, according o Hancar sbout 1000
B lrdh&:rﬁunmnd&nw“:d&mnumnﬁunudﬁwﬁd.m-mhp

che,

Sclml&f:rundin!-ﬁu-rIﬂsmﬂal»!:h:l.ﬁunhmm&rnfiuﬁrﬂ.nhﬁhﬁmqhmhlhlﬁmlﬂ-
“Had this ﬂhmﬂhﬂ%.%bmﬂdﬂﬂm'hw.mmm«bﬂMﬂmdﬁl
it as an exaggersted hairpin, sioce it leaned againa the right lower and pasericr part of the hull™.* in my opinion it
b indeed not to be doulbied ﬂﬂbﬂ:mhnndﬂ%:ﬂ@adphﬁm&aymhhﬂh“uﬂ
& in muhwmhdwmmthmmﬁmh
Campare the rows of knobs on the fim] Tha Hisar ph,iilhﬂn.liﬁ:ﬂfmmﬂmfrmﬂhuimnhiumu
(copper) and it sz (it & jur double the sizs of the leges Luristan pins reproduced by Godurd), but this is not
emential, The position in the grave, on the right-hand side of the dead man's head, eorrespondds 1o the way the big
disk-headed pins were placed in the Nonh Caucssisn graveyards of the region of Koban." In Caucasia these pins
had been worn mn hesdegesr by women, whereas u ka&mﬂnuﬁuuh:p:ﬁmwnhmdhnm‘lpm
However, to my opinion, this does not entitle us 1o dispats its nature as a pin.  Maybe it had been used for soma ritus]
TR, Wlmﬂ*ﬂﬂhh&mu,ﬁth“&m#m",wﬁhmmuhﬂnﬂmﬁﬂupﬂpﬂm
it s signifcant that Schmidk supposes the grave in which the pin-head was found by resson of some unusual objscts it
conained, to have been that of & pries.”

Anyhow, the solitaty diskheaded pin of Tepe Hissar must be considered there a5 & foesign elemer. Fram
where had this shape come 7 | think it rather improbsble that it had been taken over from Lurigan, as its omaments
mmhﬂmwﬁwmm&&nmmmmm Remidhes, the Hixsar pin shows on
both sides the remnants of braidings fising into its chased ornaments, evidently concentric circle pattems.  Now one of
the Luristan disk-headed pins repeoduced by Godard is decorated with consentric braidal motives, and it seems rather
plausible that this ormasmens is an imitation of real braidings like those of the Hisar pin. If this proves rmue we shauld
niturally have to consider the Hissar pin as the mare ancient form, We shall meat with the same phenomenon when

I. Bode, op. cit. pl XVI. Schmidt, op. ¢it., pp. 400, 443444, pls. OXX, CLH, CLil. J.Hummel, Zur
Archaologie Azerbeidzans, Eurasia Septentrionalis Antiqus VIII (1933) pp. 223-224, 234, F. Hancar, Kaukssus-
Luristan, Eurasia Septentrionalis Antiqua IX (1934) pp. 50-52, figs. &, 14.

2, R Ghirshman, Fapport préliminsire sur les fouilles da Tépé Sialk pris de Kashan (lran), Syria XVI (1935
PP 244, 245,

3, Hancar, Ksubasus-Luristan, p. 81

4. Schmidt, op. <it., pp. 401, 446, pls. XXM, CLIL, CLIL

5. A, Godard, Bronzes du Luristan, Ars Asiatica XVil (Paris 1931) p. 72, pl. XXXIV.

6. Hancar, Die Madelformen e, p. 152

7. Schmids, op. cit,, pp. 417, 444445,
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du!ﬂwﬁrduam-ul__leu&upuldmliddnmm of Hisar |l besring & more archaic charscter than thess of
Lusristan,

Godard and Hancar have already pointed out that the dak-huaded pins of Luristan must be related 1o those of
the Koban Cuiture and form part of & cultural eomplex of MNorth Causasian origin Sﬁﬁ,ldunﬂ'ﬂ'ﬂipm&m

of Lurinan end Hisar. We may find perhaps the closest connecrions of the Morth and West Persian pins among
those of the early bronze age of Hungary snd Central Eurcpe (Fg. 17).* Douttlessly, ﬂm:hnp‘_ui:m
between the two, comidering thalr unmistakabls conformity ludw:-ndm.thwﬂtwdnmmurﬂhi
coanecting links. The ethnic or culural cirrent which brought thess farms from Europe 1o Asia, was forced to taks
its way rmlhcm.'u.wmaubwmdhmmmhﬂuwmc.mim.hwarm
locally somewhat ‘changed shapes, most probably to be considersd A graces of this migrarion,  This interpresation is
qduhmdlmﬂthlwuunﬁﬁm.mmﬁudmﬂmhﬂuhm&ﬂnn:wmu:ndbywﬂfl?ltsmﬂ'i
Russisn Steppe Culiure both with ﬂubrmmdviﬂnﬁmufﬂummhmmdhnmhudwﬂih_m
Culure®
m&mh&HanMummnbwwhﬁumm;m&mﬁNkfuﬂmhm
was found by Schmidi in a Hissar 1l grave of a linle gird, Schmidt belicves it to be a flat spron or stizrer®. To me
there s lit'e doubt that we have got here 3 specimen of & racquet-pin, sithaugh ithe typicall soroll of such pins is mining
(Fig. 36). The racquet-pin makes ks appearance &t U in Babylonin a1 early &1 the third millenium B, C, Then it
disappesrs again, hEmkbdmpuﬂmwbhmmhﬂ-Huﬂ:mﬂmumhhﬂw
(F1g. 35"  The latter comprites, according to Taligren, the periad from about the 1%h into the Sth century, while
Hancar assumes as its date the time between [200 and 1000 B.C.* Lissusr's srgument of & genetic connection
between the racquetpins of the Koban Culture and 1@#&%“*&%&&@.&@ out of
qmnmmah}ﬁﬁ&:dh!mmhdut';ﬁmmnmﬁmm with & mere ocoincidence will to-day
certainly no more be sccepled as valid, Manifold srchaslogical as well as athnological experiences have taught us

L P. Reinecke, Mnm-ummmmm&wmm Mittellungen cer Anthropolagischen
Gesellichaft in Wien XXX (1902 P- 112, A, Lissauer, Erster Beriche gher die Taetighsit der von der Dautschen
Anthropologishen Gesellschafi gewaehhten Kommission for prachistorische Typenkarten, Zeinchift far Eshnologie XXXVI
(1904) pp, 574576, K von Miske, Versuch ﬁlmmﬁmdﬂwm Arciuv for
Anthropologie XLUI (1917) pp. 255, 256. G. Behrons, Fruhbronzeseitliche Graeber sus Ungarn, Prachistorische Zeit-
scheift X, XL (1919, 1520) pp. 119, 120. V. Gorden Childe, The Dsrishe & prehistory (Oaford 1929) pl. IX,
fig. A 6.

Z Emmﬂdmﬁmnw”cmmmt?uklmmxnﬂ,mhltm
Uvarov, Mogilniki sievernave Kavkazs, Materialy po Archeslogi Kavkaza Vill (1900) ple, XXVI 3, XXVIll 3, J. de
Morgan, La préhistoire orientale, 11 (Paris 1927) p. 319. Hancar, Die Madelformen etc., pp. 141, 143, 154155,
172,173,

3 A M. Taigen, Erodes s le Cauzase du nord, Burasia Septentrionalis Antqua 1V (1529) p. 40;
cmnm:mmm:ﬁuxuummuﬁmvummmlmm;zudummmm
ibidem VI {1931) p. 145,

4. Schmidy, op, i, pp. 401, 452, pl. CXXI, fig. A. :

5 V. Gerdon Childe, The most ancient East (London 1928 p. 189 ; The Danube in prehintory, fg. 132,
pl. IX, fig. A 5. Reeinecke, op. cit, pp. 115116, Lissauer, op. cit., pp. 573.574. Chantre, Recherches anthropologiques etc.,
ple XIX,figs. 14, Unarow, op. cit gl XXV, g 4, XXVII, e 1, 2, XKVAIL i 1, 2. R, Viechow, Das Grasherfeld
von Koban (Berlin 1883) ple. IV, 6g. 14, V, fig. 2, VI, fign. 1, 2. Hancar, Die Madelformen etc., pp. 141142,

Kaban,

7. Limaver, op, cit, p, 574.

ok









97

H. Frankfort & of opinion that the racquet-pings originated primarily in the Cavcasian regions whence
they spread at different times south inta Bibylonia and west into Europe.®  However, | think it will mare probable th st
they are of old ariental (Babylonian ?) origin and that they found their way ta Europs in the esrly brones age and were
mMnhmmmmmmtmhmmmhhmm
shiftings of cultures and peoples.  Anyhow, | think we can safely bring the pin from Hissar l—if, as is mosr probable,
it proves 1o be ‘one——into connectian with the moquet-pins of the North Capcssus,  This again allows us ta presime
relations between Hissar [1l-and the Koban Culture. As we shall peesently see, thete are still other finds that will roveal
srong Koban influences on the Hissar 1l culture:

In graves of Hissar Nl which, considering their sites and the death offwings they contained, ware moat prabably
the burial-places of nobles, Schmidt umally found smong others a small copper wand, &s upper end being shaped nta
same: figure o group of figures (Fig. 21). Pope states that such wands will only be found in the lstest of the thres perinds
of Hissar UL, whizh | shall call Hizzar lllc, One of these graver contained o wand fixed in & small, narrow-mauthed
ewrthen-ware vessel,  In some other cases o small flask of copper (FRg. 21, lower lefi-hand corner) or Jead (Fig. 18} served
the mme purpsse.®  Schmidt pointed out the conformity of these obfects and the so-called  sepulcheal idals of Loristan,
the larer being fixed it bronze flacks by way of sockets (Figs. 19, 200, A connection between the two b Indeed
obvious

Dusssaud beliewes to be able to tace the stylistic features of the sepulchral idols of Luristan to the an of the Naw
Babylonian Empire (Tth 1o 6th eentury BUC.), but he thinks that the majority of the actual idels known until now belong
tothe Parthian pariad.  Rostovizey thinks that the Luristen art culminated in the time from the Tth 1o the %h century,
while Hancar and Koenig date the greater part of the Luristan bronzes between 700 and 600 B.C. % If the
Luristan idols actunlly belong to the firt millenium, Luriitan could never have had an influence on Hissar [, But even
shonld we, aceording 1o Godard, date them in the second millentum, till it would ramain impossible 1o deduct the Marth
Perslan idols from those of Luristan., It suffices 1o compare the simple shaped wands of Hissar llle with the ample
arnamental and plastic modelling of the Lurktan fnds, the latter being moreover built up in three separate parts and
their sockets much beter fitted to their use than the simple metal or earthenware vessel in which the Hissar wands were
fixed, Thess small vessals from Hissar give indesd the Impression of being the original form from which the Luristan
sockets were devaloped. We may conclude that the idols of Hissar llic and those of Luristan are connected in a
timiler way as tha disk-hieaded ping of these same regions,

Comidering all this we might be entitled 1o presume that the idols of Luristan are genetic_dsscendants of those af
North Persia and that they only changed into more mpihnddupuund:rhhyhnhnhﬁam Howevar, to my
mirid it seems more probable that both forms had developed from a common roof; and just as for the disk-headed pins,
we may probably amign Morth Caucasia for this toa.  The crowning of the idol wands of Hissar Il k= quite unmistakably
like the crowning of North Caucasian pins from Koban, Compare Fige. 21, 22, 23 and 24. Among the Hissar wands we
may distinguish some with their pronged ends ending each in ananimal head ; som= are crowned by animal shapes, some
Wm&mm-mmhm.mumm All of these forms are 1o be found as crownings of Koban
ping 100 (Fige, 22, 23, 251,  Moreover, there ssams to be a sort of funcriomal relationship between the copper wands

o L. H. Frankfort, Archaeslogy ind the Sumerian problem, Studies in Ancient Oriensal Civilization IV (Chicage
2) pp. 5255,

2. Schmidt, op.cit., pp 407, 414417, 442, 444, 446, 52, pls. CXXVIIL, (Fig. 460) TXX¥I, CXXXIV A,
CLI, CLIN. Pope, op.cit,, pp. 116-117, fige. 4, 7.

3. R, Dusssud, Haches a douilles de type asistique, Syria XI (1930) pp. 254, 257258, 269. M. Rostovezefl,
MMmemmmm und ethnographische Kuns 1931, p. 55. Hangar,
KaulasusLuristan, pp. 106107, F. W. Kosnig, Asheste Geschichte der Meder und Perser, Dar Alie Orient XXXII,
fase. 3]4 (Leipzig 1934) p. 32.

4. Schmidi, op.cit., pl. CXXXI. Chartre, Recherches anthropologiques etc., pli. XIX bis, figs. 6,7, XX, figs, 2.4,
XXbis, fig, 5. Uvarav, op.cit, fig. 52. pls. XXIV, fig. 4 XXIX, fig. 4, XXXIX, figs. 5 6. Hancw, Die Nadeiformen
e, pp. [45.148,
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dkhrﬂhlhnmimdmﬁuuﬁqhﬁuhphdhﬂuﬁhﬁnﬂdthhm&h
Hancar point=d out the connscrion between many of the Lurisan pins and pins of Koban ' We may add that
similarities sre recogrisshle, 190, between the heads of Lurisan pins and crownings of Hissar waneds {compare Fige 21
and 24). Here aguin the laner are mere closmly related 19 the Koban pins than the Lusisan girs. We are thus
again led to establish a distinat connection of Hissar lllc with North Caucasia in the time between 1200 and 1000 BC

In Fiissar 11l small doubls srimal-prommes made of copper or serpentine were found by Schmidt (Fig. 5).
They are very much like the bronte double animal-protomes of Armenia, Transcsucasia and Morth Cagcasia srd ste
doubtlesily connected with them. |t bs & characteristic symptorn that they are 1 be found in Luristan 100 (Fig. 6™
T of such doubls animals from Kedabeg Kalakent in Gandshs, Transcaucasis, (Fig- 4) show the greatest likensss 1o
those of Hissar 1l As they belong io the Gandshs-Karabagh Culture, they will have to be dated in the ssma period
a3 the coppar forks, oc:urring also in Hissar I, ie the last centuries of the second milleniom B.C.

As mentioned before, » digger with a crooked tang found in Himar [l is very much like similsr daggers from
Troy Il and, as these 100, & doubtiegsly relared 1o the deggers of Cyprus.  The same shape hias survived in Hiusr 1l
though here and in Tureng Tepa It underwent some further development, In particular the pointed end of the mng was
changed toa knob (Fig. 3, the dagger to the right)®, Besides these we find daggens or epear-heads with & middle
ridgs and a stop for the hilt or, as thecase may be, the shaft, they too having crooked tangs (Fig. 3, the cenital
dagges)®. Aa Prof, Menghin poiated out 1o me, we have 1o deal hers with = form belonging to the South Russan
Sieome Culture, Similar duggers for speas-heads 7), with the sole diffietence that the tang is broad, short and
siraight instesd of long and crocked, are widely spread between Kiew lﬁﬁ?ﬂhﬁ‘z}-" There 1t ne doutk
that this shape originited in the South Russian steppes, wheze we are able 1o trace its developmemt back t2
primitive. At copper daggen'. Asup fill now it has not been found in Caycmsia we can not yet decide which
way it took coming to Naorth Persis. If & was not afier all through the Caucasus, i must have come either
along the Esst caast of the Casplan Sex or, maybe, by the sea itself. * | dhall return  to this question  once maore.

In MNorth Persia the sraight tang had, under influence of the Cyprian-Troyan daggen which had been in use
since Himsr ||, changed to s crocked one, sometimes with a knobbed end. We should beinclined, therefore, 1o
call these waapons dagasrs—Tallgren doas bt decide this pointin the case of Rusia—if Pope had not reproduced
sblade of this kind together with & lanceshaft, both being found together and, in his opinion, belonging to sach
other. * Howsver, be it dagger or spsarche=ad, thess waapons will yield yet another clue for the dating of Hisar

I, Hancar, Ksukssus-Luristan, pp. 95-100. _

2. Schmidt, op.cit, p. 418, plu CXXXII “H 488", “H 458", CXOXIV “H 763", Uvarow, op et
pl. XCIl, fig. 13, vancvski, op. cit. Pl, VI, figs. 1, 2 E. H. Minos, Small bronzes from MNorthern Asia, Antiquasies
Journal X (19500 p. 20, plv. lil, IV. F. von Rewroth, Bromwen aus Luriman, Omssistische Zelschrift XVill (1932)
figs. 15, 18,

3. Selnkma-i-Pirs [X (Teb#fan 1934) p 38, Walsin,d op. cit, pl. XX. Pope, op. cit. fig. 2 A similar
dagger, alleged 1o have been found in Kurdistan, was reproduced by J. de Morgan, Prdhingire orientale, p. 233

4. Bode, op. cit, fig. 10, Schmidt, op. cit. p. 400, pl. CXIX, Wulsn, op. cit, pl. XX. Here in one
case there is no stop, the tang being direcily united 1o the blade,

5. Tallgren, Collection Zacussilov etc., | p. 26, pl. VI, figs 1, 27 La Pontide préscythique etc ipp- 196-200,
figs. B3 (4, 5), B6 (2), 109 [4, 7-9),

6. Tallgren, Collection Zamsssilov ez, |, pp. 7326, pl. V, figs. 1:5 ; La Pontide préscythigue ete., pp- 105106,
198, figs. 46 (7, B), 53 (2), 109 (m 1-3),

7. A dagger {or speac-head) with middle ridge and tang, but without & stop, was found in-a bronze sge dolmen
of Abchasia in the Wemern Camessus. Cf, M. M. lvascenko, Beiraege zur Vorgeschichte Abchasiens, Eusasis
Sepvectrionalis Antique VIl (1932) fig. | (4). This wespon is similar to the one from Tureng Tepe reproduced here
in Fig 3 (the firs from the lefi-hand side), the sole difference being that the tang is not crooked as in the lsmer, bui
amight. This pleads for the diffusion of the weapons in question by way of Caveade.

8. Pope, op. cit. g 5. One wonders whether the blade and the hoaps from which latter the shaftwa
recomtructed, really belong to each other,
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Il and Tureng Teps, Actarding to Tallgren, in Russia this kind of weapon belongs 1o the bronze sge. *  Now the
flat daggers with tang 2nd stop which precedad i, do not ocour before the period .of the wooden chamber tombs, &
period which Tallgren primarily dated from 1490 to 1100 B.C., but latrer on rectified to 1300 dill 1000B.C. % Itis
obwvious that the afore menrioned weapons must belong 1o s later date than the flar shaped cnes from which they had
developed. However, they can be proved o have existed sbout 1100 or, at the vary latest, 1000 B. C. by two casting
moulds of this period found at Darewnaya near Kiew, while two specimens from the Government Yiekatarinoslaw may,
by resson of their engraved ornaments, be dated between 1300 and 1000 B. C.* We shall not be wrong, therefore,
if we astume that the tanged daggers (or spesr-heads) with sop belong to the period from 1200 1o 1000 B. C.  Qur
dating of Hissar [llc and Tureng Tepe from 1200 to 1000 B. C. was derived from the connections of these sites with
Kaban and Tramscaucasia ; here, from a quite difierent region, we find & new assertion of these dates.

We may sill raise the question, however, whether this dating i valid for the whole of Hisar Ill or for & part
cnly of this perind.  In hit first account, Schmidy corsidered Hissar 11l -s3 a unity, but later on, as mentioned before, be
thaught to discern within Hisar |1l three diffterent periods, though unfortunately nothing has been published about this as
vet. Pope's statement that the wand-shaped grave idols only occur in the latest period which | have called lllc gives
us same indication, Maw, copper forks, disk-headed pin, racquet-pin, double animal-protomes and daggers (o spearheads)
with stop and crooked tang were all found in graves which contsined wandshaped grave-idols 1o, 30 that it is obvious
that they all belong to this same Hissar Ilie period, and that it is this last period of Hissar IIT only which & 1o be dated
between 1200 and 1000 B. C. As this investigation inta the chronclogical position of Hissar fll has been made with
the object of dating the copper axe-adzes, it s of great importance that such an oxe-adze has been found in s grave
togather with & wand-shaped grave-idol and a copper fork.*  This proves that the axe-adde, too, belargs to Hissar lllc
end i to be dated therefore from 1200 to 1000 B. C.

Copper forks, trunnion axe snd doubls animal-protomes hawe shown us the connections of Hissar [liz snd the
contemporacy strata or Tureng Tepe with Trarmcaucssia, disk-headed pin, racquet-pin and wandshaped idols the
connections with MNorth Caucasia (Koban), and the daggers or spear-heads with stop, the relatians with the South Russian
steppes.  The question arfies, whether the axe-adze, 100, has come from the Weat to Nerth Persia and India. | think
this may be answered in the affirmative.

Undernesth the foundations of the Anu-Adad temple at Assur, erected by the Asprisn king Salmansser
lll, (859—824 B. C.), eight small sxe-adzes were found, which had peobably been deposited there ms a sort of
sacrifice or as symbols of the deity *. In shape they sre almost identical with thoss fram Tepe Hissar, Tureng
Tepe, and Mshenjo-dars, though they differ from them very much in size, the hesd of the largest being no
moee than 8,2 centimetres in length. Thek handle s & bronze staff half & centimetre thick (Fig. 13). Obyiousty
they are small models intended for ritusl purpose only and never put 1o practical use. Naurally, it is quite
cut of the question to deduct the Maorth Persian axe-adres from thess much younger Assyrian ones. The same
may be said concerning & bronze pickaxe from Faskau in the North Caucasus, now in the possession of the
Vienna Ethnographical Mimeum (Fig. 12) . [Excepfing that a pick takes the place of the adss, it conforms
2o completely with the axe-adzes from Assyria, Morth Persia, and Indis, that we may safely presume & connection.
However, as Dr. Hancar kindly informs me, the i
finds from Faskau belong lies between 900 and
veunger than the Narth Persian axe-adzes.

I Taligren, Collection Zaoussailov etc,, |, p. 26, _

2 Tallgren, La Pontide priscythique etc, pp. 106, 142; Zur Chronologie der ost-europasischen Bronzezeit,
Mineilungen der Anthropologischen Gesellschaft in Wien LXI1 (1931) p. 9.

3. Tallgren, La Pontide préscythique etc., pp, 148149, 200 ; Zur Chronologie ete., p. 91

4. Schmidt, op.cit., pp. 442444, ple. CLII, CLIIT A,

5. W. Andrse, Der Anu-Adad-Tempel in Assur (Lelpaig 1909) pp. 5354, .

6. I owe the phowgraph of this ebject to the amiibilty of Dr. Hancar who is about to publish the
Caucasian callections of the Vienna “Museum far Voelkerkunde'.
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A copper axe-adez from Maikop in the Kuban region (Morthwest Caucasia), on the contrary, can be of
no eatlier origin than the middle of the second millenium B, C., whatzver opinion we may sccept concering
the much dispured dating of Maikop . Unfortunarely, the insufficlent reproductions (Fig. 14) do not allow us
to discern with certinty, whether the axs from Maikop has a genuine wbular collar for the shaft like the Asatic
specimens hitherto mentioned. of only a narrow ring round the shafi-hole like some of the Europsan axe-adess.

In Europe, copper ase-adzes of the esrllest type, without collsr ar all, msake their appesrance about
2000 to 1500 B. C. in Crete a3 well as in the Ballans and in the regions north of the lower Danube
{Rumania, Transylvenia, Galicia, Ukraing, etc.). Somewhar later, this rype gets & nerrow collar in shape of &
ring surrodnding the shaft-hole. At las, # developes Into the type with a tubular collar, known from Pumani,
Transylvanis (Fig. 9), snd Ulrains (Fig. 11) *. W2 shall not be wrong in dating this latest type of European
copper ase-sdzes into the second quarter of the second millenium B. ©.  The specimens from Caticasa, Assyria,
Morth Persis and Indis are o similar o these Europesn axs-adres with tubuler collar that & connection bet
_ween both cannot be doubted. At the same time, a3 the shape appesrs much sarlier in Burope than in Asa,
and as in Europe we can wace ity development fram a still earlier form, there can be no  doubt whatsver,
as to itz having spread from the West 1o the Easr where it locally survived at least 4l the 9ch century
B. C. (Faskau, Assur). From this we gather the impression, that the axe-adzes of Himar lllc, of Turerg Tepe,
and of Maohenjodaro give evidence of a cultural or more probably ethnical wave which Invaded Asia abter
starting from the South Russian steppes or even from the Danubian regions.

if we comider the fuct that in Hissar llle and st Tureng Tepe together with the awe-adres daggers
{or spear-hezads) were found, the shagds of which originated also in the South Russian steppes, it will seem
exremely probable that both, sxe-adzes and daggers (or spearcheads) with sop, were brought not only from the
same region, but a1 the same time and by the same migration to MNotth Persia, where they wera found in the
same strata. ﬂwmmw:mydmdﬁsmmbnmlmmLWB.QM&MH
spearheads we heve loft the question unanswered, whether they reached MNorth Persia by crosing Caucasia or
round the East Coast of the Caspian Ses. However, the occurrence of the axeadze ar Maikop before 1500
B.C and, though at a much later date, st Faskay and Assur, entifles us fo presume that this South Russian
Tgration ook its way through Cavcass and Marthwest lran,

Consequently, we may sate, a5 a result of this investigation, that the axe-sdze must have been brought

to Indis betwesn (200 and 1000 B. C. by a migrarion from the South Russian steppes passing through Caucasia
and Morth Persia.

3. A bronze dagger from the Panjab

mmed&ﬁquﬁnuHMHpmnw&m:wﬁmWhﬁb,wu
& gift 5 the mimeum by J. M. Douie in |1883*, Unfartenarely, no further particelars are known abiout the circumstances
of this find. Hitand blade we of onecass. The length of the hil is 11 cantimetres, the length of the blade about 35

l. M. Rostovzev, L'age du cuivre dans le Caucase septantrional, Revue Archéslogique, 5 me sére XiI
{1920} p. &

2 M. Roska, Die suratigaphiche Lige der Doppelbeile mit gehreusten Schoeiden aus Rotkupfer in
Siebenbirgen, Archacologiai Eresitos XIIl (1928) pp. 4853, 305306, Childe, The Danube in prehistory, pp.
204-205. Jon Nestor, Der Stand der Vorgsschichtsforschung in Rumaenien, 22. Bericht der Rosmisch-Germanischen
Kommission (1932} pp. 7679, Taligren, La Pontide préscythique ete., pp, 172173, fig. 99 (6). | am obliged
to the Direstors of th: Mational Muszum of Hungary st Badapest for the kind permisslaa to publish the photogragh
of an axs-adee from Zsiberk, Tranylvania, reproduced in Fig. 9.

3, ?.Aﬂﬁhmmmmm&mWMdlﬁ Indisn Antiquary XXXV
(1905) p, 243.
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m&m‘ The hilt shows cavities, formerly probably incrusted with some other material, wood, bome or ivery
{

To my knowledge, no other similar object has been found in India. However, this kind of dagger ks commen in
ancient Western Asia. Shapes resembling it oocur in Egyprand Palestine from the Hyksos period down to the
18th dynasty. Sir Fiinders Petrie thinks that they came from the Bast %, Another region where deggers of this kind
are widely spread is Western Persia ; but there they belong to much more recent times. In the Northwest, in Talish,
ﬂwhhunﬂuiuﬂdufﬂuhwnzmuduhbqnmhuﬂﬂumﬂmmmhhﬂHWEm 1200

t2 1000 or 900 B. C. *. These Talish weapons are similar o the Indisn  dagger in size and in shape of the blade as well
udthepmmnlnfthhik, and their hils show cavities for incrustaions ; but they differ from the Panjib dagger in
that they show no forth-juiting angles st the hill, which is, on the contrary, quite sraightlined (Fg. 26), A glance
st the figures 28 to 31 will reach us that the dagger from the Panjib sems 1o be siill nearer connected with the daggers
from Luristan (Figs. 28, 29), Nehavend, Kirmanshah, and Kashan, whose hils all show the charssteristic cutline with
forth-juting angles. They belong to the mame period ax the daggers from Talish. In the graves of the uppermast
stratum of Tepe Giyan near Nehavend a bronze dagger of the above described type was found (Fig. 30), the same
stratum coniaining & few iron daggers and other objects which evidently were to be dated shortly befors 1000 B, C.
Cummudmﬂww*ﬂ:nmmbﬂwmlmmm&c. ﬁdlnﬂurfﬂnlunlihdmﬁ:undbjrﬁzdmu
nmmlym&gmwu&u!inlh.mhﬂunh&wﬂhmumﬂymuidudunhll&:uimm
Finally sne of two daggers found together near Kirmanshsh and now in the possestion’ of the British Museum, shows an
inscription telling us that it was made during the reign of the Babylonian king Marduk-nadinakhe, whase rule lasted
from 1116 to 1101 B, C, {Fg. 31) *,

All this entitles us to data the Panjib dagger between 1200 and 1000 B. C. ‘W gain thus snather proof that |
India was subjected during this pericd to influences fram Western fran, from the region between Babyloria and Caycasia.

4. Antennae swords from the Ganges plain

I Fatehgarh on the river Ganges (Prodnce of Azra and Oudh) thirteen copper swards were found, four or
which, heing in the possession of the Indian Museam st Caloutta, were published by Vincent A, Smith (Fig. 32). At
Bithur on the river Gangss and in the Hardoi District some more were found *. With all of them hilt and blade are
of one cast.  Six of the nine swords which have been either reproduced or described have got ankennae hilts.  Another
‘antennas sward, probably alss from Fatehgarh, is in the British Museum, The “antennae” are vsually drawn to thin
ends, Hilt and blade are in one without the dlightest mark of separation, the blade being leafsheped with & distine:
middle ridge. The largest of the ywords published by Smith is about 74. 5, the smallést 42 centimetres, The wiord on

dagger from Bithur, reprodused by Hirlnands $tstrl, is sill smaller, being only sbout 375 centimetres in length (Fig. 34).

At Mohenjo-daro and Harappll no swords were found, as was 1o be expected, coniidering the reémote period of
these sites.  From what we know sbout the history of s spreading in ‘Western Asis, wa may take for granted, that the

I | am ocbliged to the coustesy of the Director of the Mational Museum of Antiquities in Edinburgh

for allowing me to publish this phatograph,

2. Petrie, Tools and weapans, p. 23, pl. XXXV 52, Watzinger, Denkmasler Palaestinas, figs. 50, 51. Bonnet
op. cit., pp. 470

3. H. de Morgan, ap. cit., figs. 462637,  J. de Morgan, Mission scientifique =iz, ppv 6568 ; La préhis-
toire orientale, {11, pp. 203-204, 268.269.

4. Goderd, op. cit., p. 38, pl. VIII, figs. 18, 19. L. Legrain, Lurisan beonzet in the University Museum
(Philadelohia 1934) pl. %I, fg. 42 C J. Gadd, More Luristan bronzes, British Museum Chuarterly VI (1932) p, 80,
ph XXX 2 ; Beonzes from Morth-West Persia, ibidem VIl (1933) pp. 4445, pl. XVIll. G. Contenau et R, Ghirshman,
Rapport préliminaire sur les foullles de Tépé-Giyan, pris Neéhavend (Perse), Syria XIV (1933) pp. 4, 10, pl | ; Fouilles

du Tépé-Giyan etc., pp, 4344, 76, 80, Ghirshman, Rapport préliminaire sur les foullles de Tépé Sialk etc., pp. 244, 245.
5. Smith, op. cit., pp. 232, 237, 241, pl. lll. Hirtnanda Ststrl, op. cit,, pp. 35, pls I, IV. J. Coggin Brown,

Cataloguz raisonnd of the prehistoric antiquities in the Indian Museum st Caleutta (Simla mnpp.l-u-mﬁ. 152.
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sword—a wespen of undoubted Eurcpean origin—cannor have reached India before the 13th century. MNevertheless
we may not asume too late & date for the |ndian copper sworde, as iron is mentioned already in the  Atharvaveds *,

To my kmowledge, swords with antennas hilts have not vet been found in Western Asia.  However, the Koban
Cu!lurtanmh&mﬁ#ﬂdmdhmnmhihmﬁlgﬁﬂLnﬁnﬂum&mﬁh Lﬂilﬂﬂdl,\
that we are bound to presome some connection Y, Bilduilw_‘:qhglhhﬂs:lﬁt. the only other difference in shape T
of real impartance is the distinct separation of hilt and blade with the Koban weapoms, while in India they are allin
one. WWith & one-cast weapon this feature could, however, easily have been dropped in the course of fime. An
antannse dagger from Bithur, reproduced by H. Sasr, and snother from Koban, belonging to the Museum a
Saint Germain are exactly the same uze. It is interesting that this weapon from Bithur has not got thin long antennae
like the other Indian copper swords, but short blunt ones, just like the Koban daggers (Fig. 34).

From this we may gather that the Indian antennae swerd, too, is due to Western influence, just as the trucaion
axe, the axe-adze, and the bronze dagger from the Panjsh, This time the influsnce seems to have come from
region of the Morth Caucasian Koban Cilture. Therewith the date of this influence sppears to be fixed + 1200 to
1000 B. C. A connection of the Indian swoeds beyond the Caucasus with the European swords of the late bronze age
i not to be doubted. ‘We may call to mind that in Egvpt, 100, the European sword turns up shortly before 1200 B, €.,

ata period when warriors from the Nonth in grest numbers came 1o that country, partly as invading enemies and
partly as mercenaries of the Egyptian kings.*

Gl

5. Harpoon-heads from the Ganges plain

A number of harpsoncheads wers found in the Western Ganges region, most of :lmncfuuppmlﬂ
bronze. Weare able to dissemn two types. With both types the round haf: finds itz continuation in & strong mi
ridge reaching to the point. The blade of type |is symmetrically barbed through its whole length (Fig. 371, With
tha szcond type, half of irs length is taken up by & simply barbed blade, Below this v the right and left of the haf
there are two or three thorn-shaped barbs (g, 41),4

It is extremely probable that these harpoons from the Ganges region belong to the ssme period as the copper
swords, though we cannot prove it as yer, Anyway, at Bithur, one of the principal find places of thesa harpoon-
heads, & copper antennas dagger was found too, as mentioned before,  The Indus civilization was devoid of harpoons.

Javelinhasds and arrovepoints with simple barbs and a haft prolanged into & middle ridge were found in
Trarcaucasis (Fig. 38), Talish, snd Luristsn (Figs. 39, 42).' They are excesdingly like the forepart of the second
typz of Indian harpoons (Fig. 41). Considering sll the other connections betwesn the twa regions, we may well be

allowed to put the gquestion, whether type |l of the Indian harpoons has not developed from javelin-heads like thesa
of Transcaucasia, Morthwest Persia and Luristan by simply adding & double row of barks,

""'_‘Smw_nfﬂﬂmkrﬂﬂpumwuﬂhﬂhmm{ﬂm representing  hunting scenes, show harpoans similar
_lmﬂmﬁamdhih- Ganges region, Cockbum, the discoverer of these rock paintings, thought that they represented

l: A A Macdonell and A. B. Keith, Vedic index of names and subjects (Londan 1912) 1 pp. 3132,
115, 1, p. 398,

2. Chantre, Recherches anthropologiques etc., pl. Vbis, fig. 2. Uvarov, op. cir., pl. [X, fig. 1. J. de Morgan

La préhistoire orientale, 11, fig. 322 (2, ]
.t Mi.‘l&.l;‘l.‘-hll‘&. Ein datiertes Bronzeschwen aus Aegypten, Prachistorische Zeitachrift [V (1912) p. 233,

_ #. Procsedings of the Astatic Society of Bengal 1868, p. 251. V. A. Smith, The copper age and prehi
storic bronze implements of Indis, Indian Antiquary XXXV (1905) pp, 251, 232, 234.235, 237-238, 242243,
plt. LIL IV ; ibidem XXXVI (1907) pp. 5354, pls. VI, VIl H. St op. eitu pp. 36, ple I, IL Il Brown,
op. cit. pp. 142-143, '

5. H.de Morgan, op. cit, figs. 575, 621. hanowski, op. cit, pl. VI, figs. 27, 32, 34, pl. XV, fge. 27, 28,

Godard, op. cit, p. 45l XIIL Hu:-r,huhum.hn-itm,pp.iﬂ.ﬁi.ﬂ.ﬁ.ﬁg.lﬁuﬁ, More Luristan bronzes,
pl. XXIX &,
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harpoons m-dugfwmdwihmmﬁ:m: fastened to them as barbst He may be right in some insances, type
| of the copper harpoons having most likely developed from a similar stone sge shape, But in other cases, especially
in the thinacerss hunting scene reproduced by him, we have, auuming rthat his drawings are comeet, got to desl with
a shape |dentical with type Il and almos: cercainly of metal. -
| presume that type Il of the Indian harpoocs resuled from the contact of the ndigenous type | with the
sbove mentioned javelin-heads of Western origin. The likelyhood of this hypothesis would gain by far, once we
could prove thet similar javelin-heads were used in India 1o, Vincent A, Smith, in facs, mentions & bronze spear-
hldvﬂh:inplubnhyuhﬂyﬁwﬂulummm%JmmMummlodum
Museum, though now, unforunately, no more 1o be maced. He describes.it as “a simply barbed lsnceclate blade
withour any extrs hooks or barks? Itmlhuhmminﬂwhdnhwdfﬁﬂmﬁ,md
Luristan. Cockburn further has reprodused & drawing of & lance from & cave-painiing miear Lohri, the shape of its
head being absolutely identical with that of the Luristan and Transcaucasian javelin-heads (Fig. 40).%, & is extramaly
probable, that & form of weapon similar to the latter has indesd been wsed in India too.  This gives o3 sill anather
link between India and West Asia. ﬁuﬁdﬁhﬁﬂwlhemdhhuﬁhqumbnbdmgmmsTmmdm
mw&mummmmm.m. took place during the last cenmuries of the
second millenium B.C.

Results and conclusions

We have succeeded in tracing the origins of five different prehistoric forms
found in Northern India, all of them undoubtedly belonging to a later period than
the Indus Civilization. Again and again we were led to state connections between
India and the regions reaching from the Caucasus to Luristan. Ever again we were
compelled to date these connections from 1200 to 1000 B.C. We may sum up the
results as follows.

L. Trunnion axe : Coming from Transcaucasia by way of North Persia ;s
date 1200 to 1000 B. C.

2. Axe-adze: Originating from the Danubian regions, South Russia and
North Caucasia, and come by way of North Persia ; date 1200 to 1000 B.C. *

I, J. Cockburn, On the recent existence of Rhinoceros Indicus in the North-Western Provinees, and =
description of & tracing of an archaic rock painting from Mirzapare representing the hunting of this animal, Journal of
+ the Adatic Society of Bangal LU (1883) Pant 1), pp. 58, 60-63, pbs. VII, VIl ; Cave drawings in the Kaimur Range,
Journal of the Royal Asiatic Society 1899, fig. 3, Rai Sahib Manoranjen Ghosh, Rock-paintings and other aniquities
of prehistoric and later times, Memoairs of the Archarological Survey of Indis, XXIV (Caleuns 1932) pl, XX b,
2. Smith, Indian Antiquary XXXIV, p. 241,
3. Cockburn, On the recent existence ete., p. 62, pl. VIl B,  Cackburn thought thai this drawing represented
a spesr with an ron head. | see no reason for this. |t may have baen of copper ar bronze as well,
4. If in facx the axe-adse of Mohenjodaro belongs 1o the late period of the Indus Civilization, as the Annual
Report of the Archaeological Survey informs us this would imply that the prehisioric city of Mohenjo<daro has not,
as was supposed until now, been deserted during the third millenium B.C., but that & was nill inhabited sbout 1200 B.C.
| However, | presume that this ax=.adee may have nothing whatever 10 do with the anciend city and that it got only
incidentally into its top layers.
27
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3. Bronze dagger fom the Panjab: The region of origin of this shape is
West Persia ; date 1200 to 1000 B. C.

.4 Antennae swords: Ultimately to be connected with European swords,
but strongly influenced by North Caucasian forms of the Koban Culture ; date
1200 to 1000 B. C.

5. Harmpoon-heads of type |l or the simply barbed spear-heads preceding
them : Region of origin Transcaucasia and West Persia ; date 1300 to 1000 B. C.
“ltis hardly to be doubted that trunnion axe and axe-adze were brought
to India by the same ethnical or cultural wave, both these implements occurring
within one and the same period at Tureng Tepe in North Persia. Whether this
presumption will prove true for the other three forms is not yet confirmed, though
Jt seems most probable. We may not as yet say with certainty whether these .
five shapes have been brought to India by trading intercourse or by an ethnical
migration. Both alternatives are possible. However, | think that there are far
more reasons speaking in favour of the latter; and it is this one | am going to
discuss.

We shall be able to appreciate the full import of these proofs of cultural
intercourse between India, North Persia and the regions between the Caucasus
and Luristan during the time from 1200 to 1000 B. C. if we consider the historical
facts of the same or a 'slightly earlier period, familiar to us from Egyptian and
West Asiatic written documents. We know that during the I5th and I4th
centuries B. C. Indo-Aryan princes and warriors ruled in Northern Mesopotamia,
Syria and Palestine, above all in the Mesopotamian kingdom of Mitanni. Moreover,
should it prove true, as it probably will, that the Indo-European words in the
Kassitic language are Indo-Aryan, this would give evidence of Indo-Aryan
colonisation of West Asian regions as far back as the first centuries of the second
millenium B. C,

The fact: that the Indo-Aryans in Mitanni and Syria were only a small
number of conquerors renders it very probable that the great masses of the Indo-
Aryan population from which these warriors had swarmed out, had remained
farther north or north-eastward, in Kurdistan, Armenia, or Transcaucasia. Hising
presumed that the genuine abode of the Indo-Aryans during the Mitanni period
must have been Armenia. Kretschmer has brought forth a series of arguments to
the point that Indo-Aryans resided in Armenia and Eastemn Asia Minor, He even
thinks that the Scythian name for the Caucasus, recorded by Plinius, Croucasis,
may be derived etymologically from an Indo-Aryan root, which would be another
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proof of Indo-Aryan tribes having aboded for a longer period in the neighbourhood
of these mountains.'

Oour scrutiny  of archaeological finds from Northern India has led us on to the
track of an ethnical or cultural wave, to be dated between 1200 and 1000 B. C,
a wave we were able to trace back into just those regions of Western Asia where
in all probability Indo-Aryans resided during the I4th century B. C. This may
justify us to raise the question whether this wave could not have been the same
that brought the Indo-Aryans from Western Asia to India, and whether the
archaeological finds treated here, might not be considered as traces of this migration.

The question has often been discussed, whether the Indo-Aryans who took
such a prominent part in the history of Western Asia during the ISth and I4th
centuries, were the direct ancestors of the Vedic Aryans of India, or whether they
represent only a side-branch, separated at an early period from the main bulk of
the people. Both eventualities are equally conceivable. Should it, however, prove
possible to discover in a larger measure traces of West Asian linguistic and
cultural influence in the idioms and civilizations of the Aryans of India, we might
presume with a high degree of probability that the Vedic Aryans were indeed the
true descendants of the Aryans of Western Asia.

In fact, Porzig thought to have found quite a number of West Asian
linguistic and cultural traces in India. He came to the conclusion that “the
Aryans found in Mitanni were no detached branch, but kept in closest touch with
the main bulk of the people. For all Aryans, including those who later populated
parts of India, have been subjected to influences which could only have occurred
in Mitanni or its neighbouring regions.” Kretschmer was able to disclose still
more important signs of influence from Asia Minor among the Aryans of India,
and Wiist suggests, by reason of the relatively numerous traces of West Asian
influences in the Sth mandala of the Rgveda, that this mapdala was written' in
Mitanni during the I5th or [4th century.’

|. Georg Husing, Die Inder wvon Boghaz-hoei, Prace lingwityezne cofisrowans Janowi Baudouinowi de
Courtenay (Krakaw 1921) p. 161 ; Die Wanderurg der arischen Inder, Mitteilungen der Anthropolognchen Gesellachaft
in Wien LVII (1927) Sitz Ber., pp. 121, 123, Paul Kretschmer, Der MName der Lykier und anders kleinaristiche
Voelkernamen, Kleinasiatiche Forschurgen | (1930) pp. 6-7; Weiteres zur Urgeschichte der Inder, Zeitachrife for
vergleichende Speachforschung, Meus Folge LY (1928) pp. 52-101.

3. W. Porsig, Kleinasiatisch-indische Besiehungen, Zeinchrift fir Indologie wnd lmnistik V' (1927) pp. 265
280, P. Kretschmer, Varuna und die Urgeschichte der Inder, Wiener Zeltwchrift fur die Kunde des Morgenlandes
XXX (1926) pp. 1-22 ; lodra und der hethitische Gott Inarss, Kleinesiatische Forschungen | (1930 pp. 297317 ;
Weiteres zur Urgeschichte der Inder, pp. 75-52, 9697, 'W. Wost, Ueber das Alrer des Bgveds und die Hauptfregen
MMW.MMM&MMWW\F {1927} pp. 171177,
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The great number of traces of ancient West Asian linguistic and cultural
influence in Aryan India, disclosed by Kretschmer, Porzig and Wuest, and those
pointed out at an earlier date by Oldenberg and B. Geiger,' are paralleled now
by the archaeclogical evidence commented upon. The descendence of the Vedic
Aryans of India from the Indo-Aryans of Western Asia gains thereby greatest
probability.

| beg to be allowed 'to assume for the time being as a certainty the hypothesis,
that the archaeological finds we discussed, are in fact traces of the Indo-Aryan
migration. Now let us see, which conclusions we are able to draw from this. )

The relations of the Indian finds as well as of those from Hissar lllc with
the Koban Culture of North Caucasia do not permit us to assume a date earlier
than 1200 B. C. However, the complete lack of any trace of iron in Hissar Illc
excludes with nearly absolute certainty any period later than about 1000 B. C.
So the migration of the Indo-Aryans must have come to pass—according to our
hypothesis—between 1200 and 1000 B. C. At the same time it becomes evident
that this migration did not begin in Mitanni, but was started by a branch of Indo-
Aryans living farther north or north-eastward, in Kurdistan, Armenia, North-west
Persia, or Transcaucasia, i. e. in the regions to which all archacological traces
pointed back as to their land of origin, and where, as mentioned before, the main
bulk of the Indo-Aryan people probably aboded during the Mitanni period.

Moreover, the finds we commented upon, yield indications as to the roads
along which the Indo-Aryan migration progressed. Brunnhofer, Hising, Hillebrandt,
and Wiist have mentioned numerous and, to my mind, absolutely convincing
instances, proving that the Vedic Aryans reached India by way of MNorthern lran
and that on their way they aboded some time in the frontier-regions of lran and
Turan, where they came in touch with the Parthians and fought Dahas and Parnians.?
And in this very same region, the only one where the Indo-Aryans could have come
across these peoples, we have been able to ascertain, at Tepe Hissar and at
Tureng Tepe, distinct traces of Caucasian and Transcaucasian influence, among

L H. Cidenberg, Die Religion des Veds (Berlin 1894) pp. 194-195,  Bernhard Geiger, Die' Amefa Spentaz,
Kais. Aksdemie der Wissenschafien in Wen, Philos.-histoe. Klasse, Siz. Ber. CLXXVIL 7. Abhandiung (Wien 1916)
po. 139-163.

2. H. Brunnhefer, Urgeschichte der Ader in Vordawnd Certralasien Leiprig 1893). G Husing
Voelkerschichten in lran, Mitteilungen der Anthropologischen Gesellschafi in Wien XXXXVI (1916) pp. 201202 ; Die
Wanderungen der srischen Inder, pp. 122-123. A. Hillebrands, Zur vedischen Mythologie und Voelkerbewegung,
Zeinschrift fur Indologie und Iranistik 11l (1924) pp. 1112, 15.16, 22 ; Viedische Mythologie, 2nd edition (Breslay 1927129
L pp- 492519, Il, pp. 239-248. Was, op. cit.. pp. 177-182.
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them two shapes, axe-adze and trunnion axe, both of which have reached India
too. The inhabitants of Hissar lllc were certainly no Vedic Aryans. The earth-
burial, practised without exception, and the complete lack of any signs of cremation,
are sufficient proof for that. Still, is it really too audacious to presume that the
South Russian, Caucasian, and Transcaucasian shapes were brought along from the
West to North Persia by the Indo-Aryans, or other nations taking part in their
migration, and that here we have to deal actually with traces, may be only with
indirect ones, of that great ethnical wave whose progress lead the Indo-Aryans to
India ? .

There is indeed one very strong argument in favour of the assumption that
all the shapes of weapons, tools, ornaments, and ritual objects from Hissar lllc and
Tureng Tepe we commented upon—trunnion axe, axe-adze, copper fork, dagger (or
spear-head) with stop, disk-headed pin, racquet-pin, double animal-protomes, wand-
shaped sepulchral idols—did not primarily form part of the local civilization, but were
of foreign origin : MNeither at Shah Tepe near Astrabad, distant 21 kilometers only
from Tureng Tepe, nor in the upper strata of Anau lll, has a single specimen of
the afore mentioned forms been found, though the cultures of both these sites are
closely related as well as contemporary with those of Tureng Tepe and Hissar ML
This can only be explained if we assume that these forms were of external origin
and that they were only taken up by the inhabitants of such places as came in
close contact with the foreign invaders, to whom they were special. Ame has
recently uttered the conjecture that the civilization of the gray-black ceramics in the
steppes near Astrabad (Shah Tepe, Tureng Tepe) may have been destroyed by the
first waves of immigrating Indo-Europeans® Apart from Ame’s much earlier
datings, this coincides absolutely with our conception. However, we may conclude
from the presence of the above mentioned Western forms at Hissar lllc and Tureng
Tepe, that these sites had been in touch with the invaders for a longer period before
their ultimate destruction.

On the other hand, the residence of the Indo-Aryans in North lran and the
region of the Turkestan frontier cannot have lasted an unlimited time. At the very
utmost we might give it two hundred years, though | personally am inclined to
believe that the whole migration of the Indo-Aryans from Northwest Persia, Armenia,

I. CF Hubert Schmidr, The archaeslogical excavations a1 Anau, Exploratiors in Turkestan, edited by Raghael
Pumpelly (Washington 1908) |, pp. 104-186, and T. J. Ame, The Swedish archasclogical enpedition to lran 1932-1930,
Acts Archaeologica VI (1935) pp. 148, '

2. T.J. Ame, La steppe turkomanne et ses antiquitds, Geografisks Annaler XV1I (1935) p. 42.

28
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or Transcaucasia to India did not take much longer than half a century. Considering
that the distance they had to cross is approximately the same the Vandals had to
travel when migrating within less than thirty years from Pannonia through Central
Europe, France and Spain to Africa, fifty years or may be less for the Indian
migration will not seem any more improbable. A domicile of a few decades in
North Iran would well suffice to engrave into the minds of the people the memory
of the battles against Dahas and Parnians which has left its sediment in the Rgveda.
Here, too, we may compare the short period of the “Heroic Age” during the Great
migration which has left so deep an impression on the minds of the Germanic people
and is still reflected by their poetry.

Sir Aurel Stein has pointed out, that the mentioning of two rather unimportant
rivers like Krumu and Gomati ( Kurram and Gumal) and their affluents Yavyivati and
Hariytipiya ( Zhob and Hariob ) in the Rgveda, might permit us the conclusion, that
the Aryans, when immigrating into India, aboded for a longer period in the region
of these rivers, i.e. in Waziristin,' |t may be mere chance that the only trunnion
axe known from India was found on the river Kurram, but still it would seem a
rather significant chance. If anywhere, here is the region, where excavations might
yield important results concerning the immigration of the Aryans into India and the
culture they brought with them.

What may have been the historical events which caused the Indo-Aryans to
migrate from their seats in the Northern parts of South-west Asia where they had
lived for at least three centuries, perhaps even for half a millenium or more ? We
might be inclined to accept the troubles which caused the destruction of the Mitanni
empire in the second half of the T4th century, as the primary impulse. But besides
that this date would seem about a century too early, we are not at all sure that the
Indo-Aryans from the North who undertook this migration had ever belonged to the
Mitanni empire. From the chronological point of view another possibility, pointed
out by Hiising, would seem to me much more satisfactory, viz. that this migrating
eastward of the Indo-Aryans was brought about by the so-called Aegean wandering,
more specially by the invasion of Asia Minor and Armenia by tribes of the Phrygo-

Thracian group of peoples, pushing forward towards the East in course of the 12th
century A, D

1. Sir Aurel Siein, An archssolagical tour in Wasiisin ﬂﬂm&mﬂmdhw
Survey of India XXXVl (1929) pp, 2.3 ; The indo-lranian borderlands = their prehistory in the light of geography and
ﬂmtenﬁnmmm&hhﬂmwmmtlmFm

2. Hosing, Die Wanderung der arischen Inder, p. 129,
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However, our archaeological investigations may suggest still another way
of explaining the facts. The occurrence in India of swords, which ultimately must be
derived from European swords of the late bronze age, and the shape of whose
hilts is derived from a North Caucasian type, and the occurrence, in India too, of an
axe-adze, whose ancestry may be traced back to the South Russian steppes and
to the region of the lower Danube, is remarkable in itself. It will become still more
remarkable if considered in connection with the North Caucasian and South Russian
influences traceable in  Hissar lllc and at Tureng Tepe.  As we have proved above,
the South Russian, North Caucasian, and Transcaucasian influences in Hissar llic
show up simultancously. It is extremely probable that this holds true of India too,
though we are notas yet able to prove it. This would mean, that in India, too,
elements of South Russian origin (axe-adze), of North Caucasian (antennae swords),
and of Transcaucasian and West Persian origin (trunnion axe, Panjab dagger,
harpoon-heads) made their appearance at the same time. We might explain this—
always presuming that the archaeological finds commented upon are in truth traces
of the Indo-Aryan migration—as follows :

The main bulk of the Indo-Aryans had resided since the first half of the second
millenium B. C. in Kurdistan, Armenia, Northwest Persia or Transcaucasia.
Occasionally conquering hosts swarmed out to the Kassites, to Mitanni, to Syria,
hosts, who after a longer or shorter period were again and again absorbed by the
conquered indigenous population. Sometime between 1200 and 1000 B.C., very
probably about or shortly after 1200, an ethnical wave, pressing forward from South
Russia across Caucasia, struck the main body of the Indo-Aryans, tearing them from
their abodes and occasioning therewith the migration which finally led them through
Northern Iran to India. The conglomerate of cultural elements from South Russia,
North Caucasia, Transcaucasia and West Persia. we were able to discern in North
Persia and India, would be easily explained by the numerous ethnical and cultyral
contacts which must have occurred in the course of these wanderings. For one thing
seems to be certain, according to the archacological circumstances : Not one
nation only took part in the migration whose traces we have been pursuing, but quite
a number of nations, the same as in the migration of the Phrygians, Philistines, etc.
about 1200 B. C.,, in the migration of the Scythians and Cimmerians in the 8th and
7th centuries, and in the great migration of the Huns, the Alanes, and the Germanic
nations in the days of the late Roman Empire.

We are not as yet able to ascertain which nation it was, that, coming from
the North by way of Caucasia, gave the first impuls to the Indo-Aryan migration.
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However, it seems to me highly probable that this impulse stood in causal connection
with the “Acgean” migration, which must have come to pass about the same period
or very little eadlier, and that it was most probably occasioned by the same events,
i.e. the expanding of the Thracians and Cimmerians over the Danube regions and
South Russia. The nations partaking in this movement would thus have progressed
on their way southward into Asia, along both the East and West coast of the Black
Sea. Considered from this point of view, the migration of the Indo-Aryans to
India does no more represent itself as a single event, but as a link in a large chain
of powerful ethnical fluctuations, which shook the whole ancient civilization from the
Pontus to Egypt and from Greece to the river Ganges, and brought about funda-
mental changes in the face of the old world.’

Concerning Luristan, Hancar claims a distinct historical difference between its
connections with the Transcaucasian Gandsha-Karabagh Culture and North-west
Dersian Talish Culture, and its relations to the culture of North Caucasia. Accord~
ing to his theory, the first named connections would have begun about 1300 B. C.,
and would have lasted till into the early iron age, while he as well as Koenig consi-
der the North Caucasian cultural elements of Luristan to be due to the invasion of
that country by Cimmerians and Scythians in the 7th century B, C*  However, if we
recall that North Caucasian and Transcaucasian elements and partly even the same
as in Luristan, are to be found in Hissar lllc occurring simultaneously not only in the
same stratum but in the very same graves, we may well raise the question whether
this assumption of two temporally differing groups of Northern influences for the
Luristan region is justified. There are many indications which, to my mind, are mose
in favour of the theory that swarms of the same host of wandering nations which,
migrating eastward, eventually reached North Persia and India, branched off south~
ward to Luristan, carrying along with them North Caucasian and Tmanscaucasian

I, CF. the postcript at the end of this article.—I want to mention =l ancther way of interpreting the archaes-
logical stste of things, but without crediting i with very much importance. We might assume that the main tulk of
the Indo-Atyans had not yet reashed West Asia about the middle of the second millenium, a3 we presumed befors, but
were will aboding o the North of the Caucasian mountsins. The Indo-Aryans in Mitancsi, Syria and Palestine would
then have been only casual groups of warmiors and congqueror, being in the same relsion 1o the main body of their
nation as were these Scythians who in the Tth century, founded an empire in Armenia, Asia Minor, and Syria, while
the chief masses of their people had remained to the Norh of the Cavcasus. Should this have been the case, the
Indo-Aryans themselves would, in all probability, have been the nation  which, starting from ihe Morth about 1200 R C.,
cromsed the Catscasus and pushed on to India, carrying along with them net -only foreign cultural elements which they
had taken up on their way through Caucasia and Northwest Persia, but probably, (100, some of the tribes they met in the
course of their migration.

-2. Hancar, Kaukasus-Lortan, pp. 87, 106-107, snd passim.  Koenig, op. <it., pp. 19, 32



It

cultural elements, all at the same period between 1200 and 1000 B, C.! This would
explain the conformity of the archacological finds from Luristan with those from
Tepe Hissar as well as with those from Northern India.
Letus recapitulate ¢

" Our research has proved with certainty that there must have been cultural
intercourse of some kind between Northemn Indéa on the one hand, and West Persia,
Transcaucasia, the Northern Caucasus, and South Russia on the other, during the
period from about 1200 to 1000 B. C., and that distinct traces of these connections
are to be found in North Persia (Hissar lllc, Tureng Tepe). Everything else, all inter-
pretation of these finds as traces of a great ethnical migration, their connection with
the Vedic Aryans, is as yet only hypothetical, though this hypothesis has extremely
strong rcasan speaking in its favour. We shall only gain certainty by systematic
field-work.

However, the aim of this essay would be achieved, should | have been able to
persuade the scientific world, that archaeology, having stood aside for so long,
deserves to take its place among the sciences who may help to elucidate the Indo-
Aryan problem. /

Before terminating, | want to express my sincerest thanks to Prof. Viktor
Chyistian, Prof. Oswald Menghin, Dr. Franz Hancar, and Dr. Eduard Beninger, who
all willingly obliged me by giving every information concerning the special sphere of
their work, and by helping me to attain the necessary literature, otherwise hardly
available in Vienna.

Postscript 1

| have repeatedly referred to the early iron age graveyard “B” at Sialk, near
Kashan, Central Persia, which contained bronze daggers of the West Persian type,
similar to the Panjab dagger, and bronze forks, similar to those of Transcaucasia,
Hissar lllc and Tureng Tepe. In his preliminary report, R. Ghirshman had observed
that distinct relations existed between the cultural contents of this graveyard, to be
dated according to him in the 12th or Ilth century, and the civilizations of Luristan
on the one hand, of Talish, Transcaucasia, North Caucasia (Koban), the Danubian
regions, Trace, Thessaly, and the Phrygian period of Asia Minor on the other.?
Ina recent article, just published, he further expounds his views about the historical

1. CL the postssript
2. Ghirshman, Rappon préliminaire sur les fouilles de Tépd Sialk e, p. 245,
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significance of these cultural relations.! He emphasises the radical difference
between the civilization of graveyard “B” at Sialk and the other local cultural strata.
At the same time he points out that a similar difference exists between the content of
some graves of Luristan affinities at Tepe Giyan near Nehavend, West Persia, and
all the earlier (or partly even contemporary) graves at that site. From all this he
infers that graveyard “B” of Sialk as well as the “Luristan graves” of Tepe Giyan
are to be considered as traces of a gfeat ethnical migration which, starting from the
regions of the lower Danube, passed through South Russia, Caucasia and Western
Persia, eventually reaching Luristan, while at the same time another wave went
southward from the same point of origin and, after crossing the Bosporus, invaded
Asia Minor. The parallels between objects from Sialk “B” and others from Armenia,
Transcaucasia, Koban, Thessaly ([2th to Ifth century), and the Phrygian strata of
Gordion in  Asia Minor, which Ghirshman produces in support of this hypothesis,
are most convincing. He concludes by raising the question, whether the latest in-
habitants of prehistoric Sialk, the people whose dead are burried in graveyard “B”,
might not have been the first tribes of Aryans to invade the lranian table-land.

| need not say how perfectly the views of Mr. Ghirshman agree with the
results attained above, conceming the date, the point of origin, and the way of that
great ethnic fluctsation which ultimately seems to have caused the Vedic Aryans to
move on to India, and concering its synchronism with the “Aegean” migration of the
Tracians, Phrygians, ‘etc. 1t is true that Ghirshman, in ascribing graveyard “B” of
Sialk to Aryans, thinks of lranians, while we concerned ourselves with the ancestors
of the Indo-Aryans. However, this is no contradiction, nextto nothing being
known as yet about the real nature of the early relations between Vedic Aryans
and Iranians. | have deliberately avoided to refer to this question, the archaeological
and historical evidence being, as yet, far to scant to allow us to tackle this difficult
problem.

| owe to the article of Ghirshman a reference to two earlier papers, the impor-
tance of which Tor the subject treated here confess to have overlooked.! In these
papers G, Wilke pointed out a great number of most remarkable conformities
between the early ‘iron age civilizations of Caucasia and the bronze age cultures of

33-5;: R. Chieshman, 'Notes sur les peuples et Fart de I'lran préhistorique, Revue des Arts Asistiques X (1936)
PP ;

Z G. Wilke, Archaeologische Parallelen aus deim Kaukssus und den unteren Donaulsendern, Zeischetli fir
Eshnologie XXXVI (194) po, 39.104 ; Vorgeschichliche Bosichungen zwischen Kaukasus upd dem  unteren
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the Danubian regions. From these connections he inferred that the Cimmerians,
starting from the region of the lower Danube, divided into two branches, one of
them wandering southward and invading Asia Minor from the West, taking along
with them the Tl:raci.]ns. Brigians, and Mysians, the other passing through South
Russia and the Caucasian mountains to Transcaucasia and Armenia which they
reached between 1250 and 1150 B.C. From these Eastern “Cimmerians” Wilke
derives the Aryans (in the restricted sense of lranians and Indo-Aryans), and he
even supposes, much as | have done, that the migration of the Indo-Aryans from
Transcaucasia or Armenia to India is to be considered as a direct continuation of
that great movement which had come froM the Northwest of the Black Sea,
Wilke was wrong, of course, in identifying the Aryans with the Cimmerians, and
many of his other details, too, will have to be rejected in the light of recent
research ; but on the whole, he shall probably prove to have corectly perceived the
principal traits of the historical events. His archacological evidence, as far at
least, as the connections between Caucasia and the West are concerned, seems to
corroborate our own results. Whether or not Cimmerian hosts, as early as 1200
B.C., crossed the Caucasus and invaded Transcaucasia and Armenia, as they
actually did five hundred years later, cannot, at present, be proved nor denied. |n
the opinion of Dr. Hancar, the Cimmerians, at this early period, came at least as
far as the valleys of the Northern slopes of the Caucasus, where they settled and
produced the Koban Culture.! It is, thus, not impossible that the ethnic wave
which, as | have expounded above, must have come from the North over the
Caucasus about 1200 B, C., and seems to have struck the Indo-Aryans, causing
them to move on to the East, may indeed have been Cimmerian.

l. Fanz Hancar, Dis Beile aun Koban in der Wiener Sammiung kaukasischer Alieriimer, Wiener Prachiso
rische Zeitschrify XX (1934) pp. 3941,
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Exp anation of signs on map
S}nﬁuw:wm-mdwﬂlhhwhnm
- o axe-adzes with tubular cellas have been found.
w ¥ dlmﬂﬂfWﬂme " e "
. copper swords (India) and bronze daggens (North Caucasia) with antennae hilts bave been
found, :
copper harpoan-heads of type | (India) and simply barbed brorae javelin and arrow-heads
(Transcavcasia, Talish, Lurkstan) havegdeen found.

prA > CdB4
T

Plate XVII, Figs. 1-6.

Fig. | : Trunnion axe from the Kuram Valley. (An. Rep. Asch. Surv. Ind.).

Fig. 2: Bronze daguer or spess-head, Souh Russia, {Taligren, La Pontide préscythiqus etz.).

Fa. 3: Bronze or copper trunnion axe and dagaers cr—ihe two 0 the left—spear-heads, Tureng Tepe, ness
Astrabad, North Persia. (Wulsin, op. cit.). :

Fig. 4: Double snimal.protome, bronze, Kedabeg-Kalakent, Transcaucasia. {vanovild, op. cit.).

Fig. 5 : Double animal-protome, copper, Tepe Hissar, Morth Persia, {Schmidt, op. cit.)s

Fig. 6 : Double animal-protome, bromze, Luristan. (Rexroth, op. cit).

Fg. 7(p. 91) t Trunnion axes of bronze or copper.

Plate XVII, Figs. 8-14.

Fig. 81 Bronze ane-adee, Mohenjo-dare. (An. Rep. Arch. Surv. Ind.),

Fig. 9 : Copper ane-ader, Ziiberk, Transylvania. (Masional Museum of Hungary, Budapes).
Fig. 101 Copper axe-adze, Tepe Hissar, Noith Persia. {Schmidr, op. it}

Fig- 11+ Axe-adze from the Upper Driepr, Russia. (Tallgren, La Portide préscythique sic).
Fig. 121 Pronze pickaxe, Faskau, Morth Caucasia, (Museum fir Voelkerkunde, Vienna).

Fig. 13 : Bronze axc-adra, Assur, Mesopotamin, (Andrag, op. cit).

Fig- 143 Copper axe-adse, Maikop, Morth Caucssia, (Restovzey, L'age du cuivre eic).

L)
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Plate XVIII, Figs 15-20.

Fig. 15 : Copper object, probably a pinhead, Tepe Hissar, North Persia. (Schmidt, op. cit.).

Fig. 16 : Bronze pins, Luristan, (Godard, op. cit.).

Fig. 17 : Bronze pin, Lower Austria, (Niederoesterreichisches Landesmuseum, Vienna),

Fia. 18 : Copper wand, *“sepulchral idol”, in lead flask, Tepe Himar, North Pensia. (Pope, op. cit.).
Figs. 19, 20 : Bronze “sepulchral idoh™, Luristan, (Godard, op. cit)h

Plate XVIII, Figs. 21-25,

Fig. 21 : Copper wands, “sepulchml idols™, and copper vessel used for fixing a wand, Tepe Hissar, Nocth
Persia. (Schmidt, op. cit.).

Fap. 22, 23, 75 : Bronze pins, Koban, Morth Caucasia,  (Uvarov, op. cit).

Fig- 24 : Beonze pin, Luristan. (Godard, op. cit).

Plate XIX, Figs. 26-3L

Fig. 26 ¢ Bronrs dagger, sarly iron age, Talish, North-west Pensia. (J. de Morgan, Préhistoire crientale).

Fig. 27 ; Bronze dagger, Panjib.  (Mational Museum of Antiquities; Edinburgh).

Fig. 28 : Bronze dageens, Luristan. (Codard, op, cit.).

Fig. 29 : Bronze dagger, Luristan. (British Muscum Quasterly),

Fig. 30 : Bronze dagger, Tepe Giyan, near Mebavend, West Persia. (Conterau et Ghinhman, op. dit.).

Fig. 31 ; Inscribed bronze daggers, the inscription of the one 9 the right dating it to the reign of king Marduk-
radin-akbe of Babylon, 1116-1101 B.C., Kirmanshah, West Persia. {Britnh Museum Cuarterly).

Plate XIX, Figs. 32-36.

Fig. 32 : Copper swords, Fatehgarh, United Provinces of Agra and Oodh, now Indian Museum, Caleutta. (Smith,
.. op. gt
Lv,ﬁ;g. : Bronze dagger, Koban, Morth Caucasia.  (Uwvarov, op. cit.).
Fig- 94 : Copper dagger, Bithur, Urited Provinces of Agra and Oudh,  (Sastr, op, cit.).
5 'H.'.. :MMWMMiwamm}

Plate XIX, Figs. 37-44.

Fig. 37 : Copper harpoon-head, Bithur, United Provinces of Agra and Oudh.  {Sutrl, op. cit.).

Fig- 38: Bronze javelin-head, Transcaucasia. (lvangwskd, op. cit.).

Fig. 39 ; Bronze javelin-head, Luriman. (Godard, op. ct).

Fig. 40 : From the drawing of & spear in a cave at Lohri, Kaimur Range. (Cockburne, On the recent existence of
Rhinoceres Indicus ete. ).

Fig. 41 : Copper harpoon-hesd, Riipur, Bijnor Districe, Uﬁdﬁmﬁmdﬁpﬁ%ﬁnﬂhmm

Fig- 42 : Bronze srrow-head, Luristan., (British Museurn Quarterly),

Fig. 43 ¢ Beorze fork, Kalakent, Transcavcasia, (Hancar, Kaukssus.Luristan),

Fg. 44 ;: Copper forks, Tepe Hissar, Morth Persia, (Schmidy, op. citl.




A LONG ROLL OF BUDDHIST IMAGES*

By HELEN B, CHAPIN

Part lll. Iconographical data : a description of the painting”
The Imperial procession

The label (much wom) reads : Li Chén Huang Ti Pliao Hsin hua, i. e, “The
Emperor Li Chén had this painting made.”

The procesion consists of six groups, & Follows :

. Bight barefooted warriors with halberds and sticks with fur (1) on top.

2. A mandard-besrer, carrying s huge dragon shicld in his left hand, attended by four officials {7), each bearing
a different kind of spear or other tall wespan, a falconer and & boy with & water-pot. Thhyhlhﬂﬂ:fﬂﬂfh
group who wears shoes.?

¥ Sﬂmﬂﬁdﬁhwkhmuluﬂhmnbﬁwﬂwﬂ.mﬂﬂmunﬂ‘uﬂﬁhﬂﬂm
brushes.  All wear elaborate costumes and shoes,

4, mmimwhm.mmnqmmmdmm;wd
Mﬁehﬁi&mﬂhiﬁwﬁn:ﬂp&pﬂﬁmﬂ,*ﬁhluﬂﬂuﬂﬂdhﬂn

5, Tluinmhmnbﬂ.mhlmﬁﬁudmdﬂdmudniim On his rabs,
we the ancient wymbols descsibed in the Shu ching, mountaing, haiche, the symbal § B, grains of rice, & pair of
dragons, and the sun and the moon. Both the laaier are representsd by discs ; that of the sun s red and hasa
crow in W, while thar of the moon am-.mh-dh“mufm.-ammnmﬂw-uﬂ*
in it ﬂuEmpuuwﬁ:mhmmhﬂhlﬁrﬂlhﬁuﬂlmhhiHnuhﬁlm
He is immedinely attended by two men, each wearing & black and red hat and caming & huge fan of
banner on & pole, and by two boys with bobbed hakr, one bewing a fywhisk and a drum (or cup 7), the
other holding in both hands something which looks like & sword wrapped in eloth.®

*  continued from JISOA. vol. IV, pp. |—24.

1. taken from notes mads in Peling, 1931-2 (incomplee).

2. Even to-day, serersl of the indigenous nhdhsmhmmphhm:hndmdm
m:n-y.hmm-mmmm&ma_mmﬂmmmwm
never exhibit the bare foot in public, An exceplion is perhaps to be noted of some
only home is & boat

3, hh?ﬂmpﬁﬂnﬂlhﬂhh&:pﬁuﬁmd?ﬂnﬂuﬂdmm‘[ﬂ*h
New York, and of which | have photogaphs, the minister of the ruler Shun Hua<hen (Chung Hising) &
mmdmm.mm#wmﬁdmhmHNuﬂ
lochinch'iu, who, according to the Nan Chas yeh shih | VS.Ch, chusn |, page 9 a; NCYSFr. page 31
received from T'si Tsung of T'ang in A, D. 649 the investiture of Shouding Ta Chiang-chtia, or Grand
Marshal Commandantin<hief. Shun Huschen reigned from B57 1o 902. It @ possible that the boy in our
pﬁdminmﬂunm&ivwm

:
i
]
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6. Infrone of the Emperor, s high official in & tall hat, black, red and gold, with two black stresmers, dressed
in gorgeous robas, carrying & sword in bis lefi hand and lecking back mt the Emperce. He is sccompanied by
& monk holding a begging bowl and & small boy in & geld coat with s collar,

The pantheon

The labels (partially illagible) read : Ta sheng 5o chih? ? and Ta sheng yu chih? 7 . lh all
probabifity, the two blanks in each case should be filled by the charscters Chin-lang which camesponds 1o the
Sunshrit vajra (thinderbolt),  The inscriptions would then respestively read 1 “The Grest Holy Visinplni (holder of
the vaira) of the leh” and “The Great Holy Vajrapioi of the right.”

“Two red Vairspini stand facing each other, each with & whiteskinnad attendant with red halr drested in
mﬂuﬂwh{ﬂhﬂ:hﬂmuﬁt;hhﬁ.d:m%“ hair) and & white lion.
Each group i on a conventionalized rock near a river (7) bank.

Second goup.  The Temptation of the Buddha by Mirs.  The scene, which is not labelled, shows in the upper
portion many demons with various kinds of wespons. The Buddha i seated in bhomigparfa mudrd on kuls grass on
a throne, upheld by two small stendsnts. The bodhi tree s not represented. In frore, apperently running sround
on the extension of the base of the throne, & seen u female figure, probably the earth goddess, whem the Buddha
has just callad to witness his worthines. To the proper right, s & torch bearer ; to the proper left, are demens in the
act of dropping their weapons and 1aking to fight. Below, in the centre, Mars, dressed in armour, s sested, writing on
the ground. In lndia, Dr. Coomarsswamy informs me, this attitude is & mack of fallure, of disappointment, With
Mara, are seven ladies, probably his daughters (suggesting the seven pamions), akthough mast accounts of the
Temptation mention only three, Below, to the left, are a man with & bow and two children ; to the right, are three seatad
figures, pomsibly—if the seven are not—intended for Mam's daughters.

Third goup. The central figure is » divinity of natural flesh colour with four heads, each of which i provided
with three eyes, and eight arms. A halo of fire, in which birde’ heads are sean, surrounds him.  Each top hand holds
& sword, each second hand, & vaira, each third, a spear, while the two fourth hands ase joined in & mudd in front,
He has two legs snd wears snakes for bracelets and anklen. He is sccompanied by four attendants, two of wham sre
Brshma (with a conch ; he should hold & mirror) and Indra (with flowens). Both Brahms and Indrs have headdresses
of a type which octurs in the Tun-huang painfings.  In front, is & dish containing jewels.

Fourth group.  The label reads :  Teo chih ching lung, “The Green Dragon on the lefu” The dragon king,
in human form, dresed in armour snd holding a halberd, stinds on a rock in the midst of a blue ses. Beside him is the
Green Dragon, He is stiended also by a white morster holding a vase and by o beautiful woman, who holds in her
uhdm:ﬂdmwhihwﬂnmlmmhhmmmmmw with
ban’ wha—-uﬂﬂnlm'pddﬂiulh ﬂfﬂﬂﬂﬂlﬁthmﬁmhmﬂvﬁlﬁﬁﬂmmhﬁ
victims. Inhmmbumm%lhﬂﬂnﬂim&uhﬁnﬂlwd&mm
& bowl and grames (7) to the right.  This latter may be & raingod ; and what Lhave called tentatively grasses may be
inzended for & willow branch. The Green Dragon precedes Buddhism in China a1 the force or god who presides over
the Eas,

Fifth group, The label reads @ Yu chih.pai by, “The Whita Tiger on the right.” The. Tiger King mands on
snother rock in the same sza, facing the Green Dragon. He s dressed in armait and holds & naked sword in his right
hand, Above him soars the White Tiger, looking like o dragon, except that he has hair instesd of ecalex.  The king i
wh‘ylmhlﬂﬂﬂpﬂwhﬂﬁﬂhﬂﬁlﬂﬂpﬂﬂﬂ"iﬂlﬁhﬂlﬂdb}flﬂlﬁ.ﬁﬂih
white, with & single white snake—a jewel on its hasd—tising behind and above her human head. She holds a dish
conaining & large jewel. The man amiendant is in the lower laft’ carner ; above him is & human fgsre, with three
birds’ heads on its single body, holding s bottle (7) made out of a tiger skin. The Migini stands on the water to the
proper left of the ¥ng. The White Tiger'is, of 'course, one of the Gods of the Four Directions, he who guards the
West : but because two of thess are missing, togsther with two of the goup of the Eight Great Dragon King, he &
here included, with the Green Dragon of the East, amang the Eight Great Dragon Kings.

Sixth group, The label reads 1 Painant'o lung wang, “The drsgon king Upananda.” The dragon king,
whose body is human and gold in colour, who has a hood of five snakes, each head surmounted by 8 jewel, is seated in
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lalita sans on his own tail which rests on the surface of the water. He holds a cluster of fowers in his right hand.
In attendance on him, are two MNagas with heavy eyebrows, moustaches and beards, whaose noses have & Jewish contour,
and four Niginis, of whom the Clueen alone has three snake hesds above her human one, the others having only one
each. She holds in both hands a vase containing jewels, VWhereas the King is gold in color, all his attendant are
fieshcoloured. Below are two servants @ to the right, a cock-headed individual holding a dish of jewels (7) in his right hand
and a spear in his left, and 1o the left, & Niga holding & red box (7). Between them is a Naga's head (7) appearing
sbove the water,

Seventh group.  The label reads : So-chieh hai lung wang, “The Dragon King of the So-chich sea.” This dragon
king is like the precading except that he has nine snake heads above his human one instead of five, and is atsended by six
Naginis, one of whom has three snake heads ahove her human one. She holds « red vase full of jewels. Immediately
i front are the same two attendants as in the preceding picture, in this case, far enough above the surface of the water
to show their human bodies merging into those of snakes ; the cock-headed personage is holding & 3pear in his right hand
and three jewels [no dish) in his left, The Mags holds a dish of jewels. Between the two s & conch shell from which &
snake’s head emerges, Below to the right, is an ox-headed, red-badied, hairy individual, holding & trident in his left hand
seated on a rock.  To the left, is a flesh.coloured personage with & tiger’s head, seated on another rock

The eighth 1o the eleventh group. These groups are unlabelled, and the central figure of each is a dragon
king. They may possibly be touched up, or they may only seem 30 becaune they are less stained than the preceding
images, for the work isgood. They are in & somewhat diffecent style and may be entirely from ancther hand. All
four are much further from Indian models than those Just described. The fiest of thess four, the fifth of the Eight
Great Dragon Kings, is in full human form—no smake heads—with & white beard and white hair, He is partially
dﬂﬂﬂﬂhm.uﬂmﬂutbmun;ul‘im He holds & mace in his right hand and a transparent circular
object inhis lefi, Beside him is a gray dragon, and behind him is & dragondlike, yer half-human individual, holding &
dragon banner. In the lower right comer, a peculisr kind of ses-monster holds & transparent bowl in which & number
of jewels may be seent,

The twellth'group. The label reads : Tien wang Tiahih chung, “The Heavenly King Indra and his refinue.”
Indra, in flowing robes, holding an incense burner in his lefi hand, advances towards the left, attended by & standard-
bearer, six ladies and an official. Mot of the figures and faces in the group have been touched up, but the standard-
bearer is the original, very expresive and good, and Indra himself also, | think.

The thineenth group. The label reads: Fan wang Tishih, “King Brahma Salea.” Beshmi advances from
the left to meet Indra, carrying & fan in his right hand snd artended by a standard-bearer, six ladies and an official. The
standard-bearer's face and that of the cfficisl seem 1o be the original work ; the others are redouched. Musical
mmﬂm!ﬁqwt}uﬁ.

The founteenth to the thirsieth group. These together consritute the group of the Sixteen Ahat, or Disciples of
the Buddha, A label gives the Chinese form—transliteration—of the name of each, Ir will be seen that, although
they are in & different order from that in which Visser gives them,® each one cerresponds with one in his list.

l.  Chu-ch's Pant’ochis Tsun-che, i e., “The Venerabls Coda Panthaka.” Mo, 16in Visser's list, liustrated
Plate XIV. 2. Ahshibiao Tauneche, i e, “The Venerable Ajta” No. 15 ia Vise's lir. 3. Fanaplossu Tan-
che, L e, “The Venerable Vanavisi No. 14 in Visser's lie. 4. Yinchieh-t'o-lo Tsun-che, & e, *The Venesable
Ingada (7). No. 13in Visser's li. 5. Nas-chis-hstna Taunche, L e, “The Venerable Nigasena™ MNo. 12 in
Visser's lit. 6, Lohudo Tsunche, i €., “The Venerable R&huln® N, 11 in Visser's lat. 7, Pant'o-chia Tsuns
che, L e, “The Venerable Panthaka”, No, 10 in Visser’s i, 8. Hatl-t'van (po)-chia Tsun-che, L . “The Venerable
Svspika (Gopaka),” No.9in Visser'sli. 9. Nochirlo Tsunche, L e, “The Venersble Nakda” No. 5 in
Visser'slist. 10, Po'o-lo Taunche, i e., “The Venerable Bhadra.” No. 6 in Visser's liz. 11, Susp'od’e Trunche,
i€ "The Venerable Subinds” No. 4 in Viser’s lst. 12 Chis-nochis-polichiendhe Trunche, i e, “The
Venerable Kanaka Bharadvija.” No. 3 in Visser's . 13, Chisnochia Fat'o Tiunche, L &, “The Venenble
Kanaks Vam™ No. 2in Visser's fit. 14, Fashefutodo Trunche, e, “The Venerable Vajmpuma® No. 8in

1. Mymﬁmﬁt%dﬂﬁﬂﬂﬂ!ﬁwmﬁﬁ-
2. Op. cit. pages 589,
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Vinger's list. 15, Chialichia Tsunche, i. e, “The Venerable Kiika” No. 7in Vister's lit. 16. Fin-tu-do Ch'i-
lo-chienshe Tsun-che, i. &, “The Venerable Fingole Bharadviim” No. 1 in Visser's lis,

My notes da net include deseriptions of the Achats, but from photographs which | have, | will describe briefly
though necessarily without reference to colour—the lamt rwo, Kiliks and Findols Bharadvija. Kiliks & seated on a rock
behind which are swirling waves, In front, on the other hand, there i level ground, - on which to the right stands a
wm&mﬁmmmmhﬁmw[mmﬂm:.ndm of which 1o
the left, grows a clump of lilies, The rock on which Kilika is sested, apparently on & cushion of flowers, provides him
with a back and alio, inthe Form of & proistion, with a stand for & dish of fruies (7).  Kilika himself is presented as
powerful of frame, though by no means young (he is wrinkled), with wellshaped head, all shaven and sharn, and bushy
cyebrows. He wears a monk's robe which leaves his right shoulder bare and the outer “patched” garment of the monks
which partially covers the bare shoulder. On his feet are sandals, His proper right hand resss on the rock, and his lefi
on his knee. In the upper lefi * comer i another hooded monk, with & smooth face, wearing shoes,

The next and last of the group is Pingols Bharadviia (JISOA vol. IV, PL L Fig. 3) His face is individusl and
expresmive. He sits in the meditation posture on a rock in a milder sea (there is certalnly something mising between
the two figures ; perhaps the remounting is responsible for the changes in the order of the Arhats and the placing side
by side of these two). He has a scarf tied around his neck over his monk's robes.  His shoes are before him an the rock ,
Indinfmﬂ.rﬂirqm&dmﬂhﬂylmhhﬁmhmhnﬁwmuﬂthmwm.
In the lower right comer, is an attendant with bare feet, wearing a skirt and a cape with a pleated ruffle. He holds a 1al
bamboo safl, InhmﬂklmmmmmminmﬂuﬁHMhu
which extends also throughout the background of the following picture.

The thirty-first group. Sakyamuni Buddha on a thousand-petalled lotus, possibly as performing the Grea
Miracle of Scivastl., The label reads : Wei Fachieh yu-ching teng, i, ., “Far the sake of reasonable beings (Sanskrit,
pudgala) in the World of the Law." Stkyamuni Buddha, whose body is gold in colour, who & dressed in robes of three
shades of red, whose right hand is in the dharmacakea mudrd, while the left s extended over his knee, s seated within
a circular halo which rests an the pod of & huge lotus, the yellow stamens of which are shown around the lower half of
the halo ; from this centre extend the many petals of an enormous white lotus, On each petal and on the breast of
the Buddhs is a design, the top part of which is the same in every case, whereas there are many variations of the lower
part. o the right and left of the loms, extend rays of five (7) different colours. Just below the Buddhs, cutside the
circular halo, on ane of the white lotus petals, & & monk in a white robe, ssaled with & red searf in his hands.” The
whole i an spparifion or manifestation due 1o the successful ritus! of a sidhaka, or adept, who, gold in colour and naked
mﬁ“hﬂ!mh*mpﬁwhmﬁmmtmwlm%nm‘dlmrl;hllu.ll.
s dish of lotus petals, a dish containing something indeterminable, s bowl filled high with rice, and a tall object, perhaps
a candlestick.  Above his head, s a garlanded cloud cancpy. A golden thread goes from his heart to the lotus, 1o every
petal of which it extends, as well as to the breast of the Buddha, To the right, kneels a Nagini, with one snake's head
{in which is a white jewel) above her human head ; she holds & dish conmininga jewel. The label to the left reads ¢
Nan-wu Shih-chia Fo hui, i.,. “Adorstion to Stkya (muni) Buddha |

It s juse possible thas the design repeated on the petsk and on the breast of the Buddha with variations &
form of the Chinese character for long life, which it somewhat resembles shou). If 5o, the question aries as to what
connection the philasophy or magic back of this picture has with the worship of Amitsyus ( the Buddhs of Long Life)
a1 practiced in Tibet, There the hold one end of a thread the cther end of which is placed in the jar containing
amgta (the nectar of immortality), or something symbelizing it, resting in the lap of an image of Amitiyus, Another
question which comes up isthe pomsible relation of this picture 1o the thousandpetalled lotus inthe head, which is
supposed to burst open into full bloom upon the strainment of enlightenment. This -theory, elaborated by the Tantric

L. ie,the spectator’s left. Hereafter in this psper; unless otherwise specified, left and right will mean the

spectator's left and right,
2. | may here simply note the custom of honouring of images as well as living incarnations of divinities with

scarfy, which obtains in Tibet. | do not know the origin of this custom,
31
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Hindus.! is also part of Buddhisz yoga doctrines.’ 1§ this supposition has anything of reality in it, the Nagini 1o the
right may represent Kundalinl, the serpent power (personified as & Nigagoddem) residing in the Maladhare, or first
ceqire, at the base of the spine. This power sscends during succenful yogs through the four centres intermediate between
the Moladhies and the topmost one; and when it, or she i.e, Kundalinl smainy the highest centre, then
the thousand-petalied lotus bloams snd the adept experiences the bl of samidhi. Though these questions remain ©
be answared, the manifestation s probably that of Sikysmuni performing the Great Misacle of Seitvast, in which he
showed [0 the wondering heretics many replicas of himself, each seated in a thowand-petslled lows. |t is unnecessary
1o add that one and tha same image may be sssociated with several different ideas or even themes.

The thirty-sscond to the fortyssventh goup. These are monks, so-called patriarcha, of the Ch'an sect.
Each bears & label, as follows.

I. Tsunche Chisyeh, i e, "Kifyaps, the Venersble™ 2. Twn<che Ahnan, i e, “Anands, the Vener-
ahle” 3, Te-moTs Shih, Ley *“The Gremt Maser ( Bodhi jdharma™ 4. Hui-Ko Ta Shib, L e, *The Great
Master Huik'e™ 5. Seng-ts’ an Ta Shih, i e. “The Great Master Sengts” an 6 Tachsin Ta Shih Le, “The
Grest Master Tac-hsin® 7. Indecipherable. It should resd, Hungjen Ta Shih, *“The Grear Master Hungjen.”
8. Huineng Ta Shih, ie. “The Great Master Hulneng.” 9. Shenhl Ta Shih ie, “The Creat Master
Shenhui” 10, Hoshang Hui (?}chung, ie, “Huichung the Monk™ In sl probability, the third charscter,
at present illegible, was hul 11 Hsenche Mai-la’ o le, “Mabla' o, the Worthy” 12, Shunt' o Ta 2, ley
“The great Mamer (7 Shunt'e” 13, Fakusng Ho-shang, “The Monk Fa-kuang®. 14 Maho-lowso, ie.
Mahdrdia.® 15. Tasnt'o-2-0 Hoshang, Le, “The Monk Tsant'o-t-t0." 16, Sha. b0,

Of these, Kilyapa and Ananda are welldnown as disciples of the hissoric Buddha Sskyamuni. Bodhidharma
is one of the mon interesting figures in the study of Chiness Buddhism. According to Chian tradition, he is the
28th Indian and fimt Chinese patrisrch, and brought the Buddha's begging bowl to China with him in A. D, 520.
But Hu Shih has proved that he must have been in China before this date, say, about 470 ; he has alio established
the legendary characier of much that is recorded of Bodhidharma* Huik'o, s Chinese monk, was his pupll;
he lived from A D. 486493, snd taught Serg-ts'an, the next in line, who died in 606, Then come Tao-hsin,
whose dates are 580651, and fifth in the list of patrisechs counting from Bodhidharms, Hungjen who lived from
605 ta 675, The sxth is Huineng who had an immense influence on later Ch'an and on Zen in Japan. He
died in 713. These six, from Bodhidharms to Hub-neng constitute the group of the Six Patriarchs, constantly
referred 10 in Ch'an writingy, and often depicted in Chan art, for the mom part, separately. Various anecdotes
and legends concerning them may be found in Suzuli’s Emsys in Zen Buddhism, Shanhut was & pupll of Hul-neng's ;
he died in 760, Huichung, who is probably meant to follow him inour i, was religious adviser to the Emperor
Sy Tsung who relgned from 755 to 762, and alio to his succensor Tal Taung who ruled from T63 to T79.
The others, | have 5o far failed 10 idenify,

My notes do not include descriptions of these manks, but from the photographs which | have, | will give & brief
account of Kidyapa and Bodhidharma (JISOA, vol IV, PL I, Figs. | and 2) as they appesr in the long roll necessarily,
without reference 1o colour.  Kafyaps is seared on a rock in the midst of the same ses which extands behind the thousand-
patalied lotus described above. He is holding the manle of the patrisrchate—received from Stkysmuni himseli*—in both
hinds. His lips are openad in the smile with which he is said 10 have received the emence of Buddhism (Ch'anl

1. See Avalon, The six centres and the serpent power.

2. | can not now place my finger on s reference, but | recall having seen this statement in more than one book &
and in the Lamaist temple Yung Ho Kung in Peiping (Peking), | saw & drawing indicating the six centres in the bodys

3, am a prasent unable to explain the presence of this title tn a list of monks.

4, Hu Shih, The development of Zen Buddhism in China, The Chinese Social and Political Science Review,
Peling, 1931, pages 475.505. See alo the sccount in Chinese by the same author called Pudi-ta mo k'so (A
study of Bodhidharma) in Hu Shih wen ' un sanchi, Vol Il, pp, 449.465. See abio Pelliot, T'oung Psa. 1923
pp. 253-261.

5. according 1o traditan,
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transmiied 1o him in silence by Stkmmunit. Anands, the second patriarch, who received the essence in his
tun from Khbvapa, s seen manding (2 smaller figure) to the left inthe foreground, his hands in afali modr. In
the background, & very precipitous rocky coast rises from the rea.

Bodhidharma—who doss not in the actual painting immediately follow Kidyapa—is seated an a large chair
made of tree branches, placed under a gratled old pine itree, overgrown with creeping vines. Bodhidharma as
here partrayed differs from the usual lster repeesentations in being more slightly bulit and in lecking the hairines
which ordinarily distinguishes him:. Until | recently came acrom & reproduction in the Bijutsu kenkyl for September,
1934, | did not know of another picture of Bodhidharma in the same mood. Me. Wamnabe, in this periodical,
describes and reproduses s seroll dane by Ch'i Sung and presented by him to the Emperor Jen Teung in A. D. 1061,
This scroll is divided into two registers in the upper of which are portrayed the Ch'an patriarchs, esch one with s pupil,
while in the lower register is written a blography of each pamiarch illustrated above. The picture of Bodhidharma—
with Hul-k'o kneeling before him, holding the bowl and robe, the insignia of the patriarchate, and nearby the severed
arm on & table"—forms an interesting parallel to that in the long roll.  Bodhidhsrma in thest two representations—and
only in these rwo amang thase which | know—is of slight build and lacks bath the excessive hairiness and the glowering
espressian which are commonly amociatsd with him, Since this ssroll, the Chuan fa chang tsung ting tsu t"u chuan,
is an early Sung production, dating fram the 1lth century, the fact that Bodhidharma in the Palace Museum painting
resembles the image in this seroll rather than the later type is an added indication that the lang roll s the originsl painting
of 1173:1176,

Afver this digression, let us return to our description of the Bodhidharma group in the Palsce Museum painting.
Before the Master, on a draped table, rests & tray which contains Hulk'o's arm wrapped in clath, while Hui-k'o, his
left sleeve empty, stands respectfully on the right of Badhidharma “chair. Bodhidharma iz seated with his legs crossed and
haolds in his left hand & garment, intended for the mantle which formed with the Buddha's begging bowl the insignis of
the parriarchate.  Two episodes® in Hui-k's's career are thus—here as well as in the 11th century scrall—, in the manner
commen to Oriental and Madiseval Western artiszs, combined in & single composition.  Huik'o, refusted by Bodhidharma
persisted, remaining outiide his door during a snowstarm ; and when even then, he was not admimed, he cut off his arm
and sent it in 1o the Master as & token of his sincerity, He was accepted and became Bodhidharma's pupil. I the picture |
in our long roll, a pescock is perched on a limb of the old pine, while his maze is seen below, in front of Bodhidharma's
chair.

All the Arhats and all the Ch'an monks have haloes. | have noted that the landscapes forming the background
of the series are very interesting.

The forty-eighth group. The label reads 1 Fan seng Kuaneshiheyin 7, ie. “The Indian monk, {(an incama-
tion of) Avalokefara.”  Unforturately, my notes do not inchide & deseription of this gure, nor do | have a photo-
waph. - It would be interesting to compase this image with the Indisn mank whe was an inearnation of Avelokitedvars,
representad in the Yinnanese scroll formerly in the possession of Yamanaks and Company, of which | have photographs.
See also the sintieth group,

The forty-ninth group, ﬂlkpimurwhd‘uviﬂ:ufﬂﬂnﬁﬂudhhﬂnm:hhrmwﬂ._
WISOA, wol, IV, PLII. The label to the right resds : Wen-shu ch'ing wen, ie,, “Mafjuld begs to ask...” and is consi-
nued in the nest label (just above and to the right of the [fgure of Vimalakin) : Wei-mo Ta Shih, ie., “The scholar
and gentleman Vimalakirti” Vimalakdrti was the ideal Buddhis lay disciple, who had position, wealth, wife and
children, and yet lived without attachment. For the visit of Maffjudrl to Vimalakirti, see Waley, op. cit, Introdustion,
pages XLI—XLII, and text, pages 91-2. ; Yems, Caralogue of the Eumorphopoulos collection, vol. Il p. 27.

To the right, Maffudel is seated on s throne, his hands in afijall mudi. Above him, umupported in
the sir, is & canopy. He in attended by thres manks and twe devas, probably Brahm and Indra ; in front of the throne

I. See Suruld, Essays in Zen Buddhism, [t series, page 155.

2. Miustrated, op. cit.; Plate [X, The scroll at present belongs to the temple Kanchidin, Kyote.

3 mmﬂhm“hwmthMdhmdhm
between which years elapsed.
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is his lion, whize in colour, runming. Between MaMuki and Vimalukiri & an offering nble (7) or, more likely, & seat,
which is empty, Further in the foreground, s & monk on & mat, his shoes off and to one side, kotowing 1o Vimalakissi,
He may be Siriputra.  Above, the  Bodhisarrva, bringing the inexhaustible bowl of rice, comes swiltly on & cloud, and
behind him Is & Deva carrying an unidentifisble object.  To the lefr, is seated Vimalakiri. He cis seen in thres-guanens
view. With his right hand in & form of dharmacakrs mudrt {7), he b engaged in dimartation or agument, for proficiency
in which he is noted.  His body s gold in colour, and he is dressed in a plain inner robe, over which s another with &
design of fiying storks in outline., ~ He weans & large white turban with & fying sweamer, He ls seated on s mat ana
raised platform with four legs, which i provided with & back and an armrest in the form of a dragon ; on this, his left arm
reits.  Above him is a large canopy (or roof], supported by red pillirs.  The terrace on which his chale nands ends ina
gold railing, beyond which is water and & distant shore.  In the immediate foreground, though not directly in front of
Vimalakirti, whe, a3 | have said, is seen in three-quarters view, and in looking toward Mafijuri, is ancther white fion, his
head turned in the direction of the first. Behind Vimalakini and in attendance on him, is a lady dresed in & white dress
with red trimmings, red shoes and & red headdress, holding & fower (7). In the foreground, to the extrems left of the
Mmmmﬁubwddmmdﬂmh%lmlh!ﬁrﬂthﬂﬂhmﬁu‘uw
s boy artendant.  The second, = stout gertleman, makes & mudrl, while the third carries a small whise kan.

This whale group is exaesdingly well executad, The figores of Vimalakirti and the lady stendant may be
compared with the painting of the same subject (the companion piece with Mafjudr! is missing) exhibited in Tokyo in 1929
snd reproduced in the catalogue, the name of which is Tésd genmin meigws mikwan,'! The three bearded men
probably represent Central Asian types.

The fiftieth group.. The label 1o the right reads: Feng wei Huang Ti Piao Hsin hus, be. *Pained for the
Emperce and offered to him.”  Sakyamuni Buddha sits in the centre of & large group on a lion thrane, his hands in
dharmacalra mudr, dressed in red and yellow rober. Behind him is & huge, plain white halo; and within this outer
halo i an elaborate inner halo, shaped like a leaf of the Bodhi tree, encirciing the head of the Blessed One.  Above is
s circular canopy with hanging garlands, to esch side of which is a fiying Apsaras, carrying flowers. Rays of light radiate
in all directions from.the Buddha. The whols group is in the shade of four (7) trees, the leaves of which are seen above
the topmost heads. To the extreme fight of the leswes s seen a phoenix and 1o the extreme left, & dragon. The
Buddha is immediately antended by Kifyaps to the proper left and Knands to the proper right, both standing. It will be
noted that, in sccordance with tradition, Kidyapa is tepresented as an old man and Ananda ss & young one. Seated in
meditation in fron of the throne is & monk whose body is gold in colour, dressed in & yellow outer robe and pink under
robe, with a dull gold scarf over his shoulders. His hands are in dhylina mudrs. In the immediate foreground, are the
seven gems of the Calaavartin 1 from right 1o lef, 1. the whee! ; 2, the general with & sword (or perhaps the minister 7) ¢
3. the minister with & mace in the right hand and & jewel in the lefi (or perhaps the general 7) ; 4. the woman ;
9. the cinfimani ; 6. the elephant ; and 7. the homse. To the right of the wheel, & an important perion, probsbly &
ing or prince of Yunnan, kneeling with an incense burner in his hands, An amendant, in a black hal, sands nesby,
his hands in afali muded.  Anands is dressed ina red and yellow robe and holds in both hands a ju-i; Kiiyapa, in
purple and yellow, halds an indeterminable object in his left hand and makes the dharmacakra mudel with his right.
Behind Kadyapa, is & Bodhisattva (or deva 7) with u large bowl, and between the nwo, is & child, Asociated with Ananda
in the same way are two similar figures, The form of the Bodhisattva. with the bowl on Kilyapa's side is partially hidden
by the larger figure of Avalokitedvara. Bodhisutva, standing on two lotuses, with a flask in his_sight hand, which is extended
downward. He wears & crown, in which is the Dhyani Buddha Amitsbha, and elaborate ornamants, Opposite him, partially
Hﬁ.hmﬂpﬂdﬁnﬁﬂhﬂnwﬁ:bﬂdmm&ﬂnhmﬁﬁbdﬂiﬂlm
in which is the Dhylai Buddha, and with ormaments, one airing of which ha holds in his left hand, extended downward,
wehile in his ight, half-raised, he holds a jar (usually, & fixsk). To the right of Avalokitedvara, in the foreground, i
MaPfur, sested on his lion, which is in & recumbent position. In the comesponding place to the left, making & winity with
Saioyumuni Buddha in the centre, is Sumantabhadra, seated on his elephane, which is slso reclining, Mafule} holds the
Praifplramisa s0ura in bis left hand and the Sword of Truth (with which he cleaves the clouds of ignorance) in his right

I+ This catalogua s not st present available 1o ime, bur | heve %a slide of this picture, made from aoe of the
plates of the catalogue. =
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His face, even under its repainting, shows Central Asian influence—for example, in his almond eyes and pointed sass.?
Mm%ﬂm‘:mwm lotuses, A far child to the right of Mafjué holds 5 lotus
in his lefi hand, at which the lion sems 1o be looking. Samanmbhadra holds in hin right hand a five-pointed vajra
and in his lefi, & sprey of flowers. Standing 1o his right, cormesponding 1o the child with the lotus, is a Brahman with
a long staff, probably Vasu Bsl.  ‘We shall presently find 5t Mahlidewi, to whom he is 5o often pendant,® on the other
side, though not in an exactly coresponding pasition.  Behind Mafjulri, sre four monks and Indra, the latter with an
incerse burner.  Behind Samantabhadrs, are four monlks and Beshma, the laner holding a fan. These eight monks,
together with Kidyapa and Anands, constitute the Ten Greas Disciples. Theyare: |, Kidyps:; 2. Ananda; 3. Siri-
putra ; 4. Subhoti; 5. Poma; 6. Maudgdylyana; 7. Katyiyana: B. Aniruddha; 9. Upali: 10. Rahule
Behind Brahma is a child ; and behind Indra, is anather.  To the right of lndra, is & bearded figure, wesring & crown,
his hands in afali mudrd ; to hisright is & red-haired and red-besrded figure, playing & sheng ; and o his right, &
Ekadrings, the One-herned Ryi. Tuthlh?ilmhlﬂumﬂ,hﬂuddinﬂhhﬂdwhhlﬂfﬂﬂﬂh elaborately
crowned divinity, halding up the sun in his left hand and the moon in hisright. He may bea form of Avalokiteivara.
Te his proper left, between him and Indra, are rwo red-faced warriors in armour. To the spectator’s right of Mafijui, and
of the same size as the Rider of the Lion, is Vaidravapa, with s #0pain his right hand and a wident in his left, standing
on & rock.  He is dressed in armour and wears & crown, He has moustaches and & goatee and decidedly sbmond eyes.
Cn one side (spectator’s right) is the figure of 5 Mahidevi (probably pendant to Vesu Rsi on the opposite side of the
woup, already described) and & very fat lintle boy, holdinga jarof jewels. Tothe right of & and under the divinity
holding the sun and the moon is & large red Vajrapioi, holding & huge vairs aloft in his right hand. Above Maffudei
and above Samantabhadra are large two-tisred canopies each surmountsd by a wheel, with ju-i shaped ¢louds. benesth ;
these, together with the canopy over the central figure of Stkyamuni, indicate the trinity and help 1o units the group.

On the other side, to the speatator’s left of Beahmi, is an sttendant, wearing a crown with peaks {like some in
the Tun-huang paintings), and jcining his hands in aMali mudra. Abeve him is s22n the head of s demorn with red hair
and tusks, onwhose head is & doull. To the lefy, mands 2 crowned king in armour, his hands in & mudr, with heavy
eyebrows, moustaches and beard,  Sull further 1o the left s & man in white with & lion's skin on, the head appesring
sbave his own and the mane flowing over his shoulders. He alio is bearded, though not so heavily, and holds in his
hands & hu.  Below him are twe personsges, to the left a red demon with white tusks, wha has a peculiar, unidentifiable
hesddress, and & crowned warrior king in armour, with elsborate sieeves, who holds in his left hand the long handle of a
spear (7). In the foreground, to the l=fi of Samantabhadra and Vasu Bei, in the position on the lefi side of the group
held by Vaidravana on the right, is a warrior king, standing on a rock, who may be intended For Viridhaks, He has a
full beard all around his tace, large, fisrce eyes and & long, large noss.  He is dressad in armour and wesrs a pecular,
triangular helmet, with what looks like & jester's bell an top.  In his lefi hand, he carries & bow and in his right, an srrow,
hmmmmmmmhnmmmmammmm&mwm
He wears & skirt of tigerskin and tigenkin gaiters. To the extreme lefi of the group is a red Vajrapini, corresponding 1o
his double on the other side. VWhile the ane on the right holds a large vajrs, however, his mate simply clenches his
reised left hand and extends the other straight downward, every muscle contracted. :

The main figures in the group we, a3 | have suid, Sikyamuni Buddha and the rwo atrendant Bodhiarmas
Mafijuiri and Samantabhadra. The Buddha i the largest figure in the group, asis to be expected ; of the same site
a5 Mafijuirl and Samantabhadra, are Avalokitefvara and MahishBmapripts, the two Gusrdian Kings (Vaidravans and
Virdidhaka) and the two red Viajrapini. Kidyaps and Ansnda are & linle smaller ; and most of the other members of
the group are about the same sice a1 the two monks, bul, unlike them, are only partially visible, Ve Ry, 54
Mahsdevi and the children are sill smaller, The whole group i held together by the’ twe Vajrapiol and by the
background of the trees in foliage and the rays of light which form a kind of halo for the whole assemblage.

1. Dr. Ernst Waldschmidi, of the Museum fir Voelkerhunde in Berlin, i wrong in saying, as he did 1o me
personally in the spring of 1932, that only demons are represented with poinied ears. This case of Mafijuir is not by any
means the anly ons in which sattvic divinlies are so represented.

2, See Chapin, op. cit., Part Il, pages 111:129, -

A &-Vﬂ+ﬁﬂ-dtqﬂlﬂ-
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The label 1o the left of the group resds: nanwu Shihchis-mu-ni Fa hui, & e, “Adorstion o the amembly
of Sakysmuni Buddha,”

The fifiy-fust groupe.  The imcription to the nght of rhis group reads : Yaocshih Liodiduang Fo i, ke
“The sssembly of Bhaitajyagury Vaidoryaprabhiss Buddha

In the centre of the group, seated in bhadrisana (both legs pendant)* on an elaborate throne, s lows under
each foor, s the Buddha of Healing, Bhaidsiyagury, his hands in dharmacabrs mudel. He ls dresssd in an under robe
of very pale blus with a berder of pale yellow, snother inner robe of pink, and an cuter robe of red, with borderd
Bearing a flower of tendril design in red and gold.  This garment, of course, corresponds to the “paiched"™ robe of the
maonk.  Flis whole figure i enclosed in o transparent hala, of which the gold edge alone is visible. Behind the throne;
which i1 so high snd wide that it forms a kind of halo, are two trees, between which sre two strestners of red and
white waving clouds, seemingly emanating from the throne, Other similar rays isue from two Bodhissttvas, who stand
nearby, one holding & bawl on the right, and the other opposite, holding a very tall monk's wall ke chat carsied by
Kyitigarkha, 1

The theone s coversd With inricate decarations and the high Back has eight lobsi. Crowning the topmodt
point i & jewsl on & lotus, backed by o tiny halo shaped like the leaf of the Bodhl wree. Atthe pointon each side
where the lobes end and the straight sides of the back of the throne, which has no arms, begin, extends a deagon’s >' B
with & jewel in its mouth and sn elaborate pendant piece of jewelry, Below the dragon's head on each side, it
from the back of the throne are two lotuses, on the upper of which i a boy riding & rearing goat, while on the lowsr
isaswin.® Thethrone s twodiered and at easch of the two carners of both tlens & jewel on & lotus, backed by &
small halo shapad fike the leaf of the Badhi tree. Tn front of the throne i o dals, similar fn conibriction and decorstion,
on which rest the two lotuses  upholding the feet of the Buddha. In froce of the dabs, is & eble with offérings : in the
centre, & dragon encircling a rock set on a red-gold lotus stand ; 1o the right. & rock and to the left, & dish of Bowers (7).
The ficor is parqueted in dismond shapes and jewels lie scattered here and there over Ity surface. In the foreground,
to the right of the table, a Bodhisastiva kneels, his hands in aMiali mudrl ; opposice, is s monk knseling, hands clasped
one over ancther. Wﬂlhﬂhcfﬂ'ﬂtmﬁﬁlm'hldﬁd.mhmﬂuhﬁhm

To the Buddha's proper [eft, & Sryaprabha Bodhiamva, ssared on & lotus thione under & canopy which hangs
Grsupported in the air. Besides s small halo around his head, he has 4l a halo formed of rays ssuing from behind
the upper part of his body. His feet restona lots which intum rests on a pedemal In Stryaprabha’s elaboraie
headdress, bs o small red disc, the sign or symbol of the sun. [ atendsnce, standing behind SOryaprabha, are tWo
Badhisativas, the one 10 the left with hands in & form of dharmacakrs mudes, the other opparlite with hands in & special
mitidrd, in which the two index fingers are joinsd above the rest which are locked. Below the latier 1 & monk standing,
hig hands in afall mudd.  In the foreground, sre two of the Twelve Generali.

To the peoper right of the Buddhs, opposite Stryaprabhs, is Candraprabha Bodhisattva, sested on a lotus
throne under a canopy, which s unsupported in the air, Besides the Bodhisattva with the tall monk’s saff, hais
attended by two Badhisattvas and by & monk who holds & rosary in his right hand and raises his lek, clenched to form
& fis. Infrons, sre two of the Twelve Generals. Candraprabhs i similar 1o Soryaprabha, except that he has in his
headdress & small white diss, the sign o symbol of the mosn.

To the right, beyond Strysprabha, i & group which includes Brahmi,* holding a fan in his right hand and
making & muded with his left, Behind this divinity, to the lefr, is & Chiness official, wearing a T'ang hat and halding a hu.
Tothe right is Vaidravaga, & broad figure with raised eyebrows and wrinkled brow, In his proper right hand, he holds &
mdmdhii:ln‘hlﬂu.Hemmmuhunkmudnflhhu,hm:pmﬁnquﬂdnfm

I. lemaybe notedin passing thatthe Bhaiiajyaguru of the Kando (Main Hall) of the temple of HoryOiiis
szated in the mme way.

2. Similar, if | remember correetly. 1o the decoration of the throne of the Buddha in the large piece of T'ang
embroidery exhibited by the Kyoro Museum,

3, Inthe hesddress of this figure s an ornament samewhat resembling s Dhyani Buddha, but | believe this
resemblance o be fortuitous. F
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from which hang ureamers to the right and laft of his face.  His halo is Aame-encircled. To the right are two demons,
dressed in tigersking, one of whom holds a trident with fAying sresmers, wnd the other, an enormous club, like an
Irishman's blackthom. Between this latter demon and Beahma, iz an old man, holding an incense burner in his left
hand. In the foreground, are four of the Twelve Generals and a bearded man, with & cown or headdress, his hands
in afjali mudrd. The old man and the two demens are the only ones on the right of the Buddha who are without
haloes.

To the left of the Candrapeabha group on the other side—ogposite Bahmi—is Indra, holding & fud  Behind
is a man biting his under lip with his testh, his hands clasped, snd & warrior with s pile. - A demon holds a standard
with & bear on it. A creature like & dragon hpﬂ'ﬁﬂr seen. Besides the four Genzrals, who complete the group of
twelve, there are two other warriors,

Four trees stand in the background, of which two are behind the throne of the Buddha snd the ather two are
one to the right of the canopy over SOryaprabha and the other opposite to the left of the canopy over Candraprabha
The candpies over the Bodhinatrvas of the Sunlight and the Moonlight are elaborate two-iered affairs, with lobed
projections bearing jewels, one at each point, with & tripartise jewel &t the very top. Jewzlry and pleated ribbons and
streamens hang from the csnopies. The Buddha's high throne extends to the top of the picture and he has no canopy.
At the extreme right and extreme left in the upper corner, is a bit of cloud,

{ To be continued )



THE BENGAL SCHOOL OF PAINTING, TO-DAY

By NIHAR RANJAN RAY.

Indian art is only one aspect of the whole problem of our present cultural
expression. It cannot be treated apart from our general problems of life and society.

The revival of Indian arts and crafts was brought about by the genius
of one man, Abanindranath Tagore, who with his chief disciple, Nandalal
Bose, supplied the initiative and drive to the new movement. For more than
two decades these two masters struggled to build up a school of art, fully alive
to our old artistic tradition in painting, and, secondarily, in sculpture, Both of
these masters, rich in thought-content as well as in technique, were
successful, in course of time, in rearing a band of artists who, taking opportunity
of the chances offered to them, spread over the whole of India, carrying the
teaching of the Bengal school to the other centres of art in India. A modem
Indian school of painting has thus gradually come into existence. These artists
in their turn are training another band of students who are only remotely related
to the two original masters, Abanindranath Tagore and Nandalal Bose, through
their immediate ‘gurus. The Bengal school has now seen the third generation,
of its followers and adherents. We are now in a position to have a whole view
of the march of the revival and evaluate its contents.

Abanindranath and Nandalaland possibly about half-a-dozen of their immediate
followers claim to communicate the essence or rhythm of movement in compositions
of line and colour, and not the story on the surface, the thought-reaction to
a given subject, not the subject itself. To this end they employ a technique which
stresses precision of drawing, proportion or harmony of the parts to one another
and to the whole, and illumination or clarity including intelligibility as essential
conditions of beauty.

The second and third generations of the new movement are gradually falling
out and deviating from the path initiated by Abanindranath, Gaganendranath and
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Nandalal.. These masters appealed to subjectivism ; they emphasised the content
of thought and ideas ina work of art more than the pure grammar of it; but
their followers lacked the intellectual background of their masters, which they
wanted to shield by imitating well-known masterpieces either by translating them
wholesale in different colours or altered compositions, or by takinga piece from
here and adding another from there, specially by adopting subjects with well-known
historical or mythological associations that have by themselves an appeal to the
Indian ‘mind. :

The emphasis of the masters on subjectivism and thought-content seem to
have offered to the disciples an excuse for retreat from the initial schooling of
drawing and composition. A few of the artists of the third gencration however
are showing signs of escape or emergence from the rut. The rumblings of the
new life and thought around us seem to knock at the gates of their mind ; they
seem slowly but gradually to react, but with a mind perplexed they draw their
lines that falter in their feebleness. MNew designs, new colours, new perspectives
and their significance seem gradually to show a new consciousness, but they are
not as yet certain of themselves. OId historical and mythological subjects which
are losing some of their drive and import for the modern mind still persist, but
in their treatment a fresh interpretation sometimes makes itself felt. Paintings in
miniature are still largely in practice and even large-scale wall-paintings are often
but miniatures transferred on to the walls.

But all visual art is largely moulded by an wunderstanding public.
What have we done as members of the public, and what is our duty ?
The present situation in our country, the intellectual groove into which we
have sunk, excludes even the possibility of intelligent understanding and helpful
criticism. The meaningless jargon and phrases, always revealing the sentimentality
that seesin a work of art an essentially exhibitionist performance, that monthly
and periodically flood our magarines are neither criticism nor appreciation. We
have not yet been able to appraise our old masters, not to speak of Abanindranath,
Gaganendranath or Nandalal, because we have no point of view of our own.

Most critics are not aware of the mal-adjustment between the tradition of
Indian art and present-day society. A mere aestheticism also does not promote
the understanding nor is the craftsman helped if the “decorative” quality of his work
is praised., -

The different tendencies that are now at work at the studios of Bengali artists
range from one of an idealistic and partly sentimental approach which is evident
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not only in’the subject matter but in the technique as welll to one which loves to
dwell chiefly on the planes of actuality and lands the artists on a more or less
complex compositional experiment. Intermediate between these two, lies a purely
decorative one more or less in a conventional manner akin to that of Rajput
miniatures, Of course there are gradations of kind and degree, and experiments
in permutations and combinations, but nevertheless all these are reducible to the

three tendencies just noted.

The first tendency is historically the earliest and perhaps the most effective of
the Bengal school of artists, and this is why it persists to this day in all its charm,
and finds its warmest adherent in Abanindranath Tagore who was also its originator
and most ardent advocate. But while Abanindranath clung tenaciously to it and
gave, as a result, some of his best creations, Nandalal never ceases to experiment
on new lines which open before him varied channels of expression. In some of
his recent works, he treats traditional subject-matter frankly in a decorative and
conventional manner, not altogether unknown to Indian pictorial tradition (PI. XXI,
Radha's separation).

L4

Abanindranath’s attitude is evident in  “Surrender (das-khat)” (Pl XX)
where by means of his deft colour-washes he achieves a misty softness to the
point almost of evaporation. The emotional import of the subject helps this
achievement ; and though the well known Mughal and Rajput atmosphere is
apparent, the miniature travels a long way from the purely linear compositional
scheme of the older masters, The attitude of the artist is purely subjective 5
trees and background intensify the mystic emotionalism that is in the subject itself.

Recently a new experience seems to be disturbing the younger group of artists.
A purely subjective as much as a traditional approach seems to leave them in
discontent, and they are, as it were, fumbling to seek a new angle of vision. Little by
little they seem to respond to the social contents and environs of our times, the
murmurs of a life in conflict and incongruities seem to disturb them and they are
about to re-act. See, for example, the representation by a young artist of a street
scene from northern Calcutta (P XX11) where colour and crowd jostle in a most
disorderly fashion with seeming disregard of all traffic signals and mutual convenience,
The attitude is objective, no attempt at interpretation is either aimed or achieved,
and a faithfulness to the contents of ‘the artist’s subject matter is more than
evident. Essentials and non-essentials receive the same amount of consideration.
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The painting however is not merely representational, and it goes beyond illustra-
tion. Composition (the diagonal movement and its counter-movement s moreover
the angle of movement on the left) spontancously results even if the drawing of some
of the figures is feeble and faltering. The naive representation of the actual, the recent
attitude of some of our painters, is still in an initial and promising stage.

Pl. XX reproduced by wurtery of Dr. Abanindransth Tagore ; PL XX| by courtesy of Mr, Mandalsl Bose
PL XX by courtesy of Me, Mubul C. Dey (the work of Indu Ralshit, one of his former pupils)



THE VINE MOTIF IN MATHURA ART

By V.S, AGRAWALA

Recently we acquired for the Mathurd Museum a relief carved with a scene
of the worship of a Siva Linga (No. 2661, PL XXIII. Fig. 1), Two persons wearing
Scythian dress, boots, trousers and coat, and holding garlands and flowers in their
hands are shown as worshippers, paying their homage to the deity, i. e Siva
Linga placed on a pedestal. This is the earliest representation in Mathurd art
in which the actual worship of a Brahmanical deity is depicted. A flying celestial
poised in the air and showering flowers is also carved in the proper left comer of the
sunken arch containing the scene, and is similar to the Deva figures found in Buddhist
sculptures of Mathurd. (Cf. Katra Bodhisattva image, Vogel's Catalogue, A. I).

What invests this sculpture with an importance in excess of the iconographic
value pointed out above, is the vertical border on the proper left side represent-
ing the vine creeper (Vitus vinifera). The cinque-foiled compound leaves and the
cluster of grapes are shown alternating whith each other. On the lower leaf
inside a simi-circular tendril is perched a peacock looking towards the worshipping
figures and the deity.

It is of some interest to note that in the repertoire of the decorative motifs
familiar to the Mathura sculptors during the Kusdna period, the vine occupied an
important place, probably next to lotus and Asoka-tree. It has been possible
to trace this feature on the following seven sculptures from Mathura, all of the

Kusdna period :—
1. Siva Linga relief described above (No. 2661).

2. Big stone bowl (No, 97), about 3°-3” in diameter, carved all round with
a border of vine, 10°-3" long, of which about I'-6” is broken away. The encir-
cling creeper is arranged as an undulating scroll with about thirty-five leaves’ and
eighteen grape=clusters. It issues forth from the navel of a squatting Yaksa and
occurs in this specimen as the most luxuriant representation of this motif at o
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Mathurd, The base is conceived of and represented as a full-blown lotus, the
symbol of cosmic purity and fulness. The surmounting border of the vine-creeper
(draksa-valli) most likely points to the joys of the ‘Cup of Life’, which offers its
exhilaration to the human individual here represented as a Yaksa (Pl XXIIl.
Fig. 2).

3. stone bowl similar to the above (No. 662), from Palikhera (Pl XXIII
Fig. 3).

In this the vine motif is shown mixed up with that of Asoka. The stalk is
shown issuing from the mouth of a seated pot-bellied Vaksa, who holds the other
end of the stalk in his right hand. The single compound vine leaf and the bunch
of grape fruit are clearly visible on the proper left side of the Yaksa figure under
the crest of the scroll. The bowl is inscribed on the upper rim and the decipherable
portion reads as ‘Saghiyanam parigaha” (Annual Pro. Report, H. and B. Monts,,
N. C, 1917, p. 8 ; Coomaraswamy, Yaksas, Pt. ll, p. 65) but as some letters are
broken away in the beginning it is possible that the name originally read Maha-
sahghiyanam, which would show that the gift was given to the priests of the
Mahasamghika sect, which was one of the eighteen schools of Buddhism.  That it
flourished at Mathurd is also proved by another inscription engraved on the
pedestal of a Buddha image (No. 1612) reading Apanaka-vihare Mahasamghiyanam
parigahe,

4, Fragment of a proper left doorjamb, which is described in’ Dr. Vogels
Catalogue of the Mathura Museum (p. 2). The front proper left side contains a
decorative band of Asocka design. The proper right side of the stone which
was turmed to the passage of the doorway is decorated with a vine border,
having eleven fully developed leaves and three fruit bunches. The vine is shown
coming out from the open jaws of a Makara, carved horizontally at the base of
the decorative band (Pl. XXIII. Fig. 4).

The above four sculptures are preserved in the Museum at Mathura and the
following three at Lucknow.

5. Door-jamb (]. 526) carved witha band of undulating vine scroll, in
‘which each curve with the exception of one contains a cluster of grapes and some
leayes. The creeper issues out of the navel of a standing Yaksa of corpulent
features. It is illustrated in Codrington’s Ancient India, p. 46, fig. I7, and in
Smith’s Jaina Stupa, plate 26.
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6. Jaina Ayagapatta from Kankali Tils (]. 253) ; on one side is the border
of vine springing from a Pirpa-ghata. (Coomaraswamy's Yaksas, Part Il ; Smith's
Jaina Stupa, plate X),

7. Relief from Kankali Tila carved with four-petalled and cight-petalled
lotuses having on, the upper rim the border of Asoka and on the lower that of vine
(Smith’s Jaina Stupa, plate XXII).. As a portion of the relief on the proper left side
is broken away, it is not possible to know in this case the source of the vine, whether
it was a Yaksa, Makara, or Pirpaghata.

It is interesting to note here that viticulture was known in India from very
early times. Watts supposed the plant and its products to have been known for
perhaps 3000 years in this country (Dictionary of Economic Products, Vol. VI,
part IV, p. 264). That the earliest classic literature ‘of India necessitates our
acceptance of the vine or of a vine as having been known to the Sanskrit authors,
is @ matter upon which there can be little room for doubt’ (ibid. p. 269). Grapes
have been mentioned both by Susruta and Caraka (ibid. p. 263). The best
reference perhaps occurs in Kautilya who tells us that this commodity was being
imported from the lands of Kapisi or Harahiira (northern and western Afghanistan) :
“Mrdviki-raso madhu. Tasya svadeso vyakhyanam Kapisayanam Harharakamiti”.
(Book 11, ch. XXV).

Papini derives the word Kapisayana from Kapisi (kapisyah sphak, 1V, 2. 99)
and the Kasika gives ‘Kapisayanam madhu’ and ‘Kapisayani draksa’ as illustrations,
-which show that the adjective was prefixed before nouns alike to those of Kautilya.
It ‘is not improbable that' Panini himself was aware of the grapes of the Kapisi
region, and that in his own days also the phrase Kapisayanam was prefixed to‘madhu’
in the then current form of speech. We possess stronger evidence regarding the
import of grape wines from the north-west in the Maurya period, as a correspondence
between Bindusira and Antiochos is recorded in which the former requested the
Greek king to send him some figs and raisin wine (Smith’s Early History of India,
. . I55), which must have been the same as the ‘mrdvika raso” of Kautilya.

With the establishment of the Kugdpa empire comprising both Mathurd and
- Kabul under one banner, the import of raisin wine on account of increased intercourse
with the - north-west appears to have received greater impetus, In the early centuries
of the Christian era the importation of Yavana wines is also referred to in
the literature of the Tamil land (ibid. p. 463). Even in the far south where
commerce with the Roman empire flourished, the importation of these wines from
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across the seas was a common feature of trade in this period (ibid. p. 463).
Itis said that during the last years of the Roman Republic Italy had become such
a wine country that the relation between wine and corn was reversed ; wine was
exported and com imported. Cato was of opinion that of all kinds of culture
that of the grapes was the most profitable. The cultivation of the vine in the
Roman provinces threatened to choke the cultivation of grain to sucha degree
that the emperor Domitian in an excess of anxiety, ordered that half and more
than half of all the vine-yards cutside Italy should be destroyed, (Watt's Dictionary,
P.267), The Kugipa and Roman empires came within six hundred miles of each
other. ltaly was at this time famed as the favourite land of Bacchus and the
evidence of the Kusina art in India amply bears out the popularity of Kubera
worship as the Indian counter-part of Bacchus. We find a number of Bacchanalian
groups discovered from Mathura (AS.R., 1922-23, R. P. Chanda ‘The Mathura
school of sculpture, p. 167, and pl. XXXVIII, b.). The one form Palikhera (C. 2)
preserved in the Mathura Museum actually shows a grape cluster held in the hand
of the female attendant standing beside the wife of Kubera. It must have been at
this time that the artists adopted the vine motif as a decorative element of their work.

’



AN EXHIBITION OF DRAVIDIAN BERONZES IN PARIS

BY PIERRE DUPONT

An important exhibition of Indian Art has been held at C. T. Loo’s in Paris’,
chiefly of Dravidian bronzes and specimens of other schools were also on view.

Mathura was represented by several sculptures of the Kusdna and of the Gupta
period ; and among them the remarkable head of a Bodhisattva in dark red sandstone
—published already by Coomaraswamy® with the headdress wrought in the manner
of a goldsmith’s work and decorated with a Kirtimukha, heraldic animals and
Makara heads. To the Amaravati school belonged casement plaques of a stiipa and
the head of a lion’, There were twenty-six Dravidian bronzes belonging to the main
types of Brahmanical iconography. Of the Saiva group there were two images of
Nataraja, one of Siva Samapada-sthanaka, one of Siva Sukhasana and one Bhairava.
To these must be added two Somaskanda, one representation of Siva with Gauri,
4 figures of Uma and finally a Saiva attribute, a Trisala. Of the Vaispava group
were images of one Vispu, two Krspa, one Si Devi, one Rukmini (?) and one
Vaigpavi ; the last belonged to a series of the seven mothers. Among the
figures of saints there were two Tirujidna-Sambandha Svami and, no doubt, an
Apparsyamigal and a Tiruppanalvar.

It is easy indeed to identify most of these bronzes. It is however very difficult
in the present stage of our knowledge, to date them. All we know is that they may
be distributed within a period from the twelfth to the sixteenth century, The first
publications of Dravidian bronzes, especially ‘South Indian Bronzes’ by O.C
Gangoly were chiefly concemed with iconography and made it easy to solve a
number of iconographical problems while the chronology hitherto has remained very
uncertain. Dating has been attempted but recently and especially by Gravely and
Ramachandran'. The authors had at their disposal the large collection of the

Expesition de sculptures et bronzes anclens de 1' Inde.  Paris, 1635,
lbid,  No. 5, PL Il ; A. K. Coomaraswamy, History of Indian and Indonesian Art, pl. XXVIII, fig. 99.
Exposition, MNos. 6 and 71 pls. 11l and IV,

F. H, Gravely and T. M. Ramachandran, Catalogue of the South Indian Metsl images in the Madras
Covernment Museum, B. M. G. M. Val, |, 1932,

ol
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Madras Museum. They have made use of all the preceding researches and notably
of some articles by Hadaway published in ‘Rapam’. One of their most interesting
remarks is that the making of Dravidian bronzes must have chiefly developed when
religious processions had come into favour, i.., in the Cola period. Actually there is
not one bronze which could be attributed with any certainty to the Pallavas. There
are only a few dated statues, a Kali of the early Cola period, a Candrasekhara and
some other images of late Cola date, a Natarija from Vijayanagar and another
Natardja of even more recent date. Under these circumstances the best method will
consist in comparing the bronzes with stone sculptures. The latter can be dated
with greater ease. It will be necessary however to take into account technical diffe-
rences and also archaisms which may subsist in some details even in late specimens.
Gravely and Ramachandran have utilised in this respect the observations made by
Jouveau-Dubreuil in his Archéologie du Sud de I Inde. They have established some
cohering series, particularly with regard to the Visnu figures ; some of these offer
actual analogies to Cola stone sculpture and may go back to the tenth century A. D.

This is their general characterisation of Cola bronzes : “We may mention as
specially noteworthy a kind of smooth roundness in the treatment of the face ; a
comparative simplicity in decoration ; necklaces in a broad flat series, all of them
more or less circular and none hanging down between the breasts or bent
into more ornate shape, one at least bearing a fringe of pendants ; a distinctive
omament which is sometimes present projecting from the outer side of the arm at or
immediately above the elbow ; and the treatment of the girdle, often unusually reali-
stic, but specially characterised by the elegance of its projecting bows when these are
present”’.

Based on such observations it has been possible to date some of the bronzes
exhibited by Loo. Four of them were of exceptional iconographic and archaeologi-
cal importance, a Natardja, Im 55 cm high, of the thirteenth century approximately
and superior to the majority of similar known images. The image has been acquired
by the Museum van Aziatische Kunst in Amsterdam ; it has been studied in detail’,
The others are a Bhairava API. XXIV, Fig. I)* offered by M. Loo to the Musée
Guimet, a Rukmini (PL XXIV, Fig. 3)" and a Trisala (Pl XXIV, Fig. 2 )*.

+ Published in Exposition Na. 9, g 7, pl. V. and sudied in Maandblad voor beeldende Kunsten,
2, Exposition No, 13, p. §, pl. VIL,
3. [bid. Ne. 30, p. 13, pl. XIX,

. Ihid. Na. 15, p. 9, pl. I[X.
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According to tradition, the representation of Bhairava alludes as a rule to the
conflict during which Siva cut off the fifth head of Brahma and with his trident beat
Viggu'. In his terrible form of Bhairava as protector of the universe, Siva is shown
naked. The Tantrasira enumerates eight forms in which he may be worshipped’. In
any case he has a skull in his coiffure and this is sometimes considered to be the head
of Brahma and his hands hold weapons, The Madras Museum has three statues of
Bhairava, one with ten hands and another with four. Theoretically at least there
are many varieties of this divinity, almost all have four hands' and are accompanied
by a dog.

The one in the Musée Guimet has eight arms.  According to a special tradition
concerning the representation of terrible types, the hair is dishevelled and the eyes
with knotted eyebrows are very large and protruding. A skull with a cobra passing
below it decorates the hair. The ears have Makara-kupdala and Patra-kupdala
respectively. The necklaces are fairly flat and have a series of pendentives. Some
of the attributes are not quite distinct. The drum, sword, goad, noose and the scull-
cup however can be recognised. Possibly a cobra and a bell are also shown., A
large circle is placed at the middle of the height of the chest. A cobra is twisted
around the hips and raises its head to the left of the figure ; one of the garlands
carries very stylised heads.

It is difficult to assign this exceptional statue to a definite style. The modelling
of the bust, the design of arms and legs are careful and also that of the naturalistic
cobra. The proportions of the body are fairly exact and the stylised treatment is

restricted almost to the hair and the garland of skulls only. This piece, with some -

Cola features can be assigned to approximately as late as the twelfth century.
PL XXIV. Fig. 3, has been called Rukmini though not without hesitation in

the catalogue of the exhibition. It is not easy to distinguish Sri Devi, Bhit Devi and'

Parvati, especially as their emblems, theoretically held in the right hand are actually
conspicuous by their absense in the majority of cases. All of them wear high and
decorated headdresses (karanda mukuta) whereas the simple lateral chignon (kesa-
bandha) characterizes some particular forms of these divinities, for instance Sri Devi
in her Rukmini aspect in which she corresponds to Vignu in his Krspa aspect. The

hair as it is dressed in PL. XXIV, Fig. 3, consists of curly ringlets held, it

I, Jouvesu-Dubrenil, op. civ. Il, pp. 25.27.

4. G. Rao, Elements of Hindu lconography I, p. 177.

2. A Kiishna Sasei, South Indian kmages of Gods and Goddesses, p, 151.

3. Gravely and Ramachandran; op. it, pp, 115-116,
-
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appears, by a small diadem making a sort of horizontal pad from one temple to
the other. This is rather rare and cannot be considered as characteristic. The earrings
of cup shape (patra-kupdala) belong especially to Si Devi, Rukmini and also to
Parvati. The flexion of the hip to the right distinguishes Bha Devi and also the right
hand in Kataka-hasta and the left pendant hand. Amongst the images found at
Chimakurti, Bhat Devi, it may be added, wears Patra-kundala’, It is likely that the
image s a particular representation of Bha Devi.

The other characteristics of this statue belong to known types, i. e., the three
necklaces, the string crossed on the chest and the traditional bracelets.
Only the armrings with plaques, in the middle of the arms are peculiar. The
loin cloth covers the legs to an unequal height and is considerably stylised. It is
kept in position with the help of a fourfold belt of goldsmith’s work to which is
attached a large ribbon which has a number of loops in front and large knots on
cither side. A circular lotus makes the pedestal,

Although this statue is not as ancient as the preceding one, the fairly round
shape of the face, the suppleness of the body and the relatively discrete use of
omaments allow to assign it to the thirteenth or fourteenth century.

The Trisala is a Saiva attribute of highest antiquity’ In its origin the Buddhist
Triratna is related to it and their symbolism, originally it seems, is not Arvan. To
this day tridents are fixed in the ground in the vicinity of South Indian villages and
have a tutelary function. Frequently they are planted near the sanctuaries of
goddesses' whose names appear also in Tantric texts. The approximation
of Triratna and Trisila may belong to a historical period and may be accidental
the Trisila can be seen on the Gapesa temple at Mavalipuram at the place
occupied in Buddhist sanctuaries, by the Triratna’. Pl XXIV, Fig. 2 not only
shows the trident itself and its tubular handle but also the bronze basis into which
the wooden shaft was fitted. Apart from its aesthetic value, the Trisila has two
chief characteristic features, i. e., the circular form of the two lateral prongs and
the figure of Siva with his Vahana in front of the central prong. Jouveau-Dubreuil
has shown that the Trisola with a circular outline belongs to the Pallava period and
differs from the ‘Dravidian’ form where the prongs are noticeably parallel. The figure
of Siva has loose hair and a round face s garment and jewellery are conspicuously
simple ; his body is elegantly and proportionately built. His attitude is natural, with
the leg crossed over the left and the right arm resting on the head of Nandin,

1. Geavely and Ramachandran, op. cit. p. 73, .
A Krishna Saatri, op. oit. p. 223,
3, Jouveau-Dubreuil, op. cit. I, p. 20.
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This bronze seems to have been cast and gone over afterwards with great care;
The two lateral prongs of the Trisilla start with a floral motif in very slight relief and
the handle is adorned with a delicate garland. The lotus of the base is also very
carefully treated, stylised as it is and adopted to its purpose.

The relative proportions of Vahana and the god will perhaps help towards some
further chronologic precision, According to Jouveau-Dubreuil, the Vahana has been
introduced into South India as late as the twelfth century’. The shape alone of the
Tristla suffices to attribute it without hesitation to this early date. .

These three examples give a good idea of the exhibition in which also a number
of other interesting bronzes were included.  The exhibition has been one of the most
important contributions to South Indian archaeology during recent years.

L. JouveswDubreull, op. ct. Il, p. 46,
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AN ANCIENT TEXT ON THE CASTING
OF METAL IMAGES

By SARASI KUMAR SARASWATI

The Abhilasitartha-cintimani, also known as Manasollasa or Manasollsa
Sastra, is a work purported to have been composed by king Somesvara Bhiloka-
malla, of the Westerm Calukya line of Kalyani, who came to the throne in
1124-25 AD.! Two authoritative editions of the book are known ; one, under
the title of Abhilasitartha-cintamani by Dr. R. Shama Sastry, has been published
by the Mysore Govemnment, while the other, under the title of Manasollisa,
has been printed in the Gaekwad’s Oriental Series. From internal evidence both
the editors have deduced the date of the composition of the work as the Saka
year 1052 or 1131 AD. It consists of five ‘prakaranas’ of twenty chapters each,
and comprises a wide range of subjects. In the first prakaraga in connection with
the topic of ‘adoration to the gods’ (devata-bhakti) it incidentally refers to the
process of manufacture of metal images. Though consisting of only twenty one
verses, the information, given here, is by far the best of the few hitherto-known
texts on the subject, as it furnishes us with every detail of the process, stage by
5mﬁhmﬂupmm5mofth:moddmﬂtﬁlﬁhhgnfﬂtmﬁa!mt

The method employed in India for the casting of bronze or metal images must
hﬂwbmmﬁngnldnmwhatiskmnas'ch:pndm'm ‘the lost wax' process.
A passage, quoted without fts source by Mr. O. C. Gangoly in his South Indian

b Mthﬂuhﬁkhnhm&llrmﬁhﬁdm
iverse 10), the encyclopasdic nature of the werk, giving expert nformation on many highly technical matters, would
rather suggest that & was perhaps the compasition of a vastly Mﬂmwhiﬁ!mmﬂmdmﬂo&ﬂ
and experts who assigned the honour of authorship v his or their patron kirs. A reference 1o the following verse
(274) in the second prakarana should also go po camoborate this inference.

&hﬂﬂlmﬂmwﬁl
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Bronzes, lays down that the metal images are to be made from wax. But the texts
are usually very scarce regarding the actual details of this process. Mr. T. A.
Gopinath Rao, in his Elements of Hindu lconography, Vol, I, pt. I, pp. 50-51,
quotes three such texts, which are however very meagre in detail, only the [last
one, which is from the Visou Samhita (patala XIV), giving us the whole process,
simply as a general statement. Prof. Jitendra Nath Baneriea, of the Calcutta
University has kindly drawn my attention to the Minasira, which devotes a complete
chapter (chapter LXVIII) to describe the method of casting images under the title of
Madhucchista-vidhanam. But the Manasira text concerns itself chiefly with the
ritualistic side of the subject, and the information as regards the technique of the
process is so meagre that the Vispu Samhiti text of only three lines should be
regarded as much more explicit, from the technical point of view, than a whole
chapter, devoted to this special subject, in the Manasira. The little information
that it possesses is further obliterated by the extremely corrupt form of the text, which
is difficult to understand in a good many places, and this difficulty has again been
enhanced by the hopeless translation of the passages by Dr. Acharyya, even
where the meaning is quite clear.' In short the Manasira text adds nothing new,
beyond the information of the hitherto-known texts, except the fact that the model is
enjoined to be shown to the villagers and other worshippers (for their approval) before
the moulding and casting are resorted to. But the text under note, which has so far
escaped the notice of scholars, gives us many details, otherwise unknown, such as, the
preparation of the model, and also of the clay for the mould, the application of coats
over the model and their drying up, preparation of the crucible for the melting of the
metal, melting of different metals, pouring in of the molten metal into the mould and the
latter’s removal, etc., and as such the text is important and worthy of quoting
in full.  Compared to modem conditions it was a crude process no doubt, but it was
also very simple and was, in all probability, current throughout the whole of India for
the making of bronze or metal images. The process is strikingly similar to the Greek

. Thhnpdmefbr.ﬁmhlrnl'iu‘unhﬁpnhﬂﬂemﬁﬂmhhmm of the following passage. The
mu..nfmum.hmmlrmnpt.hl.lmhhmﬂ-mhmdmhu:uhmmnhhm&udu.
Tﬂmwmmﬂmlﬂ:MI
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method of bronze-casting as given in Richter's book, The Sculpture and Sculptors of
the Greeks (pp. 136-137). lts efficacy can best be ascertained from the fine quality
of the products of this process that have come down to us both in India and in

Greece. The Newari artists of Nepal are still producing many excellent works in metal
by an almost similar process. (Modermn Review, XL, p. 426).

Text.!

AT QAN Feda SEtrEan |
nﬁﬂinthﬁgﬁ%ﬂ = )

fawga s 7 fadhia: ares g
afersge qaraeg MieEeT o9 |
AERE GO T, | FEARSTEAT |
G STeAR giRTg AT |
fomas SmEETEen e |
Crear sl @ TR T A1 SO )
fevamuui® ars’ Gfegsd = S99 |
T ETRON R TR Il
a3 wAudEEe At SR |
arfea SfT gt gevan aftg |

I. The text given here has been recomstructad with reference to the texts given in both the editions of the work.
2. There ia also & s2cond resding weqd
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T8 waTen armet fawd e |
ol qATTA AT RReSE Al |
diforeaTs’ & TaAl AT S Ay )
ARTFTfatateR Toe oAt 2 |
g waat arfe qEwe: S |
qurgEty fraia wa’ Stegersar i
&im &g e al gt sga |
aaratATEReaTe] gie SeEteat mEg |l
& 7 gat g A g |
w7 Arewenre fangtsmaran )
AR T SO o |
AW SEiTed gEs areaTad ||
diawa = qEmEt SRt S |
hEaTas i fEpdegeEs: |
qET ESARAT SIS AT AAATATEAT |
A ATEE STAE MG )
a5 T qraEr T say (4] |
s ATEIY qETgEear a9y )
T fafamn s Rrararai’ gafet |
fafiawi afaera g gead 3u: 1
First Prakarana, Verses 77-97,

Translation'.

According to the navatila measurement’ as mentioned before, the expert should
first prepare the image (i, the model), complete with all the limbs, yellowish in
colour, beautiful to look at and with the weapons and arms as prescribed”,

I. The srictly liceral method of manslsion has been discarded at times for making the sense clearer to the
readers, not convessant with the technical matter, It has of course been followed as far as possible.

2. The rules of the navastls measurement have becn given in detail in many of the familiar tesits and might
be passed over here.

3, Qur text does not give us the marerial of which the image or rather the model would have 1o be first made.
But, from the subssquent versss, prescribing the melting sway of the wax of the model by the spplication of heat it is
evident that & wax medel bs intended. The text again does not say whether the model weuld have 1o be made of sclid
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After placing wax tubes of the length of a “dhatura’ flower on the back, on the
shoulders and on the neck or the crown (of the image)', (the artist) should besmear
the image with refined clay. 3

(Here comes the preparation of clay)

To clay should be added charred husk finely rubbed, cotton severed a hundred
times and a little salt finely powdered”. ~All these (when mixed with clay) should be
(finely) ground on a smooth stone and (the paste) should be applied three times all
over and round (the image). :

The first layer (of clay) should be transparemt (and thin) and should be dried
up in shade. After a couple of days a second layer should again (be applied).
When dry again, there should be the third coating thickly applied.

(One) should besmear the whole (image or the model) with clay leaving the
mouths of the tubes open ; and the wise man should dry up (the clay coatings) with
care and judgment.

' The ‘expert should first (ic., before beginning the process, just mentioned)
measure the wax of the image, which would have to be made in either brass, or
copper, or silver or gold.

Brass and copper should be taken ten times that of wax', silver twelve times
and gold sixteen.

(Then one) should encase the metal, either gold or one that is desired, with
clay and the cocoanut-shaped crucible (thus formed) should be dried up in-the afore-

said manner’,

wix or with an inner core, Though salid casting was the generdl rule in case of satuenes, with regsrd to the cost and
weight in case of the bigger images it is apparene that hollow casting was resorted 1o, But the cast image was not mesnt
to be hallow in the strict sense of the term.  Several metal images (Mahasthan Mafjudl, Bogra image of Sri. Sultangunj
copper Buddha, erc.) exhibit s core still sticking tightly 1o the inside of the images. Presumably it were not meant to
be taken out. It appesrs that the wax model was worked over an inner core of a compound, composed perhaps of
Mdhu&,:hy.m*—pﬁhhdummuhndmmmwmhdhrhhmhdndwmm
of the image,

I ks evident that several tubes, which would act as holes in the mould were intended. It miay  be that one
was meant for pouring in molien metal and the remaining for the passage of air, It s possible also thar becsuse molten
metal would cool quickly several passages were simultanecusly wed for pouring moalten metal, there being additional
holes for the passage of sir. .

2 ﬁnﬂmlmﬁhﬂqmﬂmgmtma!jwhwmmm].MM|
Mmhwimrtml '

A According to & yariant reading brass and copper may also be eight times that of wax.

4, hhpudhhmnhmﬁhhmﬁum#ﬁtymﬂhhmml!h elay for the mould
{see note 2). i
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Next (one) should melt away the wax (from the mould) by heating the image
. (i.e., the mould) in fire and should afterwards heat the crucible in cinders.

Brass and copper melt surely with (the help of) cinders just kindled. Silver
melts with (the help of) glowing cinders, while gold with (the help of) cinders flaming
fivefold.!

After making a hole with an iron rod on the top of the crucible and holding it
tightly with a pair of tongs (one) should bring the heated crucible (out of the cinders).

(One) should place a buming wick in the mouth /of the tube of the heated
(mould of the) image.”

After bending carefully the crucible, held tightly by the tongs, (one) should

pour molten metal into the mouth of the tube in a continuous stream and should
stop when it is full to the brim of the tube.

The adjacent fire should be put out for the purpose of cooling (the mould with
the molten metal). When the image (i.e., the mould) gets naturally cool the expert
should break up the clay (mould) very carefully.

Then the metal image (thus prepared) verily resembles that in wax, endowed
with similar limbs and other details.

W hen there is seen anything superfluous that should be put right with charana’s
the tubes should also be cut away and after that (the image) would have to be
finished.

After making an image by this method, the king should instal it onan
auspicious day according to the usual rites and should offer daily worship to it.

I. It is of courss imposstible 1o ascartain the degree of heat in the different cases.  But the meaning is quite clear.
Brass and copper melt easily with litthe heat, slver with & heat somewhat higher than rhat, while gold with perhaps the
highiest degree that the cinders can ris= to.

2. The utility of this procadure cannot be ascertained.
3. Chirana is perhaps & rechnical rerm, meaning most probably & kind of toal,
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Catalegue des Collections Inde-Chinoises, par Pierre Dupont, Philippe Stern etc.
Muste Guimet, Paris,

Thmlhmﬂhhdun&rihmdmﬂﬂ:ﬂfumiwmﬂ:bmuum:paﬁl witention of the swdents
of Indo-chinese art and sntiquities. P, Dupont leads with an Introduction to the Musée Guimet collections in Paris
.mmmm&qmmhdm*m&hmmm" He shows how the finds of the Pong
TuluiulndMr.hmeMwﬁ!mﬁhufﬂu&r&ﬂﬂﬂufﬂmwkhlh:mhhmﬁMMr.Juumu
Dubreuil sppears to be soeptical about direct contact,

The beonze Buddhas of the Clieng 54n School (as named by G. Coedis) seated in vairisans, and with ugnisa in
lotus busd and head covered with thick curles esc., are traced to Pala art (8-12 pp. century).

Ancther valusble paper on the sst of Champa communicated by Mme G. De Coral Remusst discuses the
cheonlogy of the Cham monuments. The Siva of Binh Dinh sested in padmissna (fg. 8-1, plase XII) is in sharp
contrast to other satuss with charscteristics “almost Aryan,”

Man. Ph. Stern in his “sketch of the evolution of Khmer statuary discusses with characteritic details the grounds
of his new chronslogical computation,

I. The Pre-Angkor period s 6th-8th century A, D,

2 ﬂuu.rlyNﬂﬂwhd.ﬁdkhwaﬁﬁlmhmw.wdhymmnﬁﬂnhu:nﬁhhkm

3. Middie Angkor period, end of I0th century to the middle of 12th century represented by the styles of
Bantay Seei, Baphuon and Anghor Vat. :
4. Late Anghor period ¢ secand ball of 12th century to 13th century A. D. represented by the art of Bayon
The few plates accompanying the text are exsellent.
Kalidas Mag.

An Outlins of Indian Templs Architecturs, by F. H. Gravely. Bullstin of the Madras
Government Museum, New Series, General Section, Vol. [ll Pr. 2, Madras 1936,

Th.wududuu&hnm“ﬁhymdﬁmlrmm to wertical repetifion indicate some
sort of fundamental unity underlying all the various syles of Indian temple archimecnire ?**—Each statement in this
ﬂmﬂtmhﬁmhhiﬂhumﬂﬁmu“hmﬁnmdhfmmﬂumﬁnm
architecture. Mdhwﬁriﬁmuﬂﬁhmmnmyﬂmuhnhmdmm.
Wisely however anly a bare “outline” is given. It has neither continuity nor completensss, This i1 done consciously
and with mlmmnfdtnuwwuﬁﬂydmnm&,m&ﬁmw:lrdmwr,&
all the ancient texts an kﬂnuﬁhﬂmmﬂﬂnnhﬂﬂﬁmiﬂm.hﬁmm”w*mth
facts as far as they have been observed, may not mislead. With these parily unavoidsblz and partly selfimposed
nm&mmm.mimwmmmmlmudmm
These are discriminated following the geographics| distribution of the monuments.

meﬂ&mduwﬂﬁamuﬂyhnnﬁnﬁuuudpuﬂi Its value lies in the insistence
on further information about Indian temples as well as the less conspicucus small shrines which play an important part
in the rypology of Indisn architecture.
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ku.wurummwﬁmmdmammm,nmm
information, ls purpose will be Fulflled # it stimulaes "the praduction of workable hypotheses thar would render
intelligible the various forms of pillars, corbels, niches, e, and not ﬂrﬂﬂbﬁaﬁnlﬂﬂﬂt}pﬂﬂfm
dﬂlﬂbthnﬁxumﬂ\tuﬁmuﬂm}mdiud&mnﬂnnﬂebﬂm When this preliminary work will be completed,
ﬂut‘u‘nwwilll'uwm-mﬁh&nmwﬁbhunduly&nvuhuﬁuﬂk&nm
St. Krameisch,

Bharatiya Chitra Kala (Indian Painting), by Namalal Chamanial Mahta, |.C. 5., Published
by the Hindusthani Academy (U. F.) Allahabad. P 100 with 42 ustrations.

Omwmhrbmmhmmwﬂummhuhmhllm&nm Hlustrated, on am, specially on
peinting. But s far we have nat seen any good general survey of Indian painring s Mr. Mzhta has given w. His
HHimwlphwiﬂhclpmmm the larger public nat knowing English, in following the broad outline of the
history of our pictorial as. Alter & series of genmal observations in his opening chapeer, Chinil-Mimanss, Mr, Mehta
follows step by step the landmarks in Indian painting {Prichin Chitra parsmpars} 1ill he reaches the third section of his
book™ “lslamic culture and Indian pictorial an." The Mughal Epoch forms the subject of the fourth chapter which
is followed by & special mmmmm-uumamum,mmmm&mmmmw
Rasa chitra) In conclusion the author summarises his observations on the development and expansion of Hindu
pictorial madition.,  His treatment ﬂwwdum!uﬁduﬂmﬂﬁdﬁdumufmhﬁuhaﬂm But in their
=eal for “yulgarisation” the publishers have reduced considerably the value of the illustrations, the weakest items in the
book.  As documents thess are fairly representative, a1 reproductions often atrecious, the opening pisture “Morapriys”
being the worst in the series, W:hmdmwm:phmhnmﬁmhlbmhmmwﬂlhmﬁﬁdhuhn
edition of the useful tex:.

Kalidas Mag.
The Great Temple at Tanjors, by J. M. Somasundaram, Madrs, |35,

'I'E-_M of B9 mxmm.mwmwwmm
and legendary, about the Great Temple. The undentanding of the temple with its images, paintings and carvings
hrﬂlr?ﬂpﬂh%hhhmmwndhmufﬂﬂufﬂhhmdw

n 2=, wih the progress of time. It was feared it might become 100 large for the maodaps eracted over ... . Another
ﬂdﬁmupﬂm!mmhmm&gm:hmnhﬂummthmm.- ----- Aad
cgmwﬁ.wbmmmlwﬂ;mmmhm@;mhm
l.tbﬂh:pmph.mdhoﬂuvhimd[h, according to which it was carved,
mhﬂﬁmhnﬂmmﬁhlhwmmﬁmn “cannested aczount” of the Great Temple.
Ies archisecture, aic, mmmmeﬁ; and s valuz would be increased if the twenty
hﬂmmuhhmwmu&mmmwmmm
St. Kramriach.

Indian pictorial art as developed in book-illastrations, by Hirananda Sastrl, Gamkwad's
Archmalogical Series No. 1, Baroda State Press 1936, : J
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The text gives marginal informations about book illustrations. Some are of importance as they draw attention
lulunﬁnmnhﬂt' or types of baok illustrations : the sacrificial tools and aktars illustrated in mamusripts of the
Seauts and Sulbva Sntras ; and also to Cira-kivys in various "bandhas” (cf. Krameisch, JISOA 1934, p. 114, PL XXXIX,
Fg. 1. An lluminated Gits Govinda Ms.)

Juina book illustrations are discussad at greater length and especially with regard to the dates of some of the
manmuscripty, most ursatisfactorily reproduced on Pls. VIl a—XIIl. “The earliest known illusrated paper manuscript
of the Ealpasitra™ issaid to be dated Samvat 1125 {p. 10). Although the reproduction (FL-VII) & poor indeed, itis
yet sufficiendy clear to show that the type of the illusration compares with wellknown examples of the early sixteenth
century. From a stylistic point of view the date (i e, 1068 A.D.) is precluded. Noother paper manuscript of this
date is known.

The connection between certain features and the costume of Agures current in *“Jeina" paintings and the smilar
traits in 5. Indian, Orissan and Burmese painting is valid and has been observed before. Dr. Sastri suggests {p. 15) contact
with the Sskas as respansible for thess traim.  The hypothesis deserves further investigation.

The indiscriminate selection of Hlustrations, (especially Fls. 1l and IV) the carelessness of reproduction (PL XIV,
which is scarcely visible), the lack in the text of a methodicsl approach, and sctusl Imowledge, of ‘Indian pictodal an’
leave much room for Improvement in the future publications of the Geelwad's archaeologicsl series. There are many
‘bhandiras’ or collections of manuscripts in the territory which now belongs to H. H. the Maharsjs Gavkwad of Baroda
besides various archaalogical monuments, to be adegquitely dealt with in publications which are being logksd forward

£t Kramrisch,

The Twin Pagodas of Zayton (Harvard-Yenching Institute, Monograph Serles, Val. Il), pp. 95 and T2
plate and 5 plans, by Prof. G. Ecke of the Fu-jen University, Pei-p'ing and Prof. P. Demidville of the National School of
Oriental Languages, Paris ; Harvard University Press, Cambridge, Massachusetts, 1935,

The book contains & detsiled study of two old Chinese Pagodas from various points of view, The rwo pagadas
belong to s place called Ch'tan-chou in the Province of Fuchien. Zayton is the medieval name of the place andis
referred to by the grest Venstian traveller Marso Polo and also by the Arsb sushor [bn Batutah who wrote in the
middle of the [4th century. So far as it can be ascormained from the accounts of these two writers Zayton was one of
the greatest harbours in the eat “frequented by all ships of India which bring thither spicery snd all other kinda of costly
warss", The growth of Zayten or Ch'tlan-chou was continusus, beginning from the T'ang period till the 14th century
when it had reschad its highen development, The oldest Buddhist institution of the place was the K'aiquan temple,
built in the end of the 7ih century. It gradually developed inta an imposing Buddhist inssitution and resched the height
of its prosperity in the 13th and 14th centuries. Old sccounts tell us thet about the year 1300 the number of monks
lh-h;hdnﬁ'liﬁﬂnwlpllmmhﬂlmlﬂnvﬂlﬂ'%hdlMmﬁﬁmvﬂddu;ﬂnbﬂmﬂl&
and 1330 A. D. tells us that the number of monks living there was 3000,

mMpquhwbmhﬂﬂﬁhmmmmrmﬁraMWmudEm
Pagodas. The origin of the Western Pagoda goes back to the 916 A, D. whils that of the Eastern Pagoda may be traced
back 1o the last quarter of the Sth century. The pagodas were destrayed by fire at different times 6l at last they wers
rabuils in stone.  The Western Pagoda was rebuilt between 1228 and 1237 and the Eastern one was begun in 1238 bur
completed in 1250. Sinze then only minor repairs have been made.

The present study is divided in two parts : the first which contains the history of the harbour of Zayton, o study
u:uum&mmmwm.m#mmmhmmaw,&mhmm
uﬂmihmm!iﬂuWMllﬁuﬂMﬂﬂuuﬂm'uilum'&anmf.
Demiduille. The volume contains  large number of platzs illustrating the details of sculprure and the necessary plans.
and maps which help to locate the old sites of the institutions.

The two pagodas sre five storied, the Western ane. has & height of about 150 fr. and the Eastern ane about
163 f. uhmdnﬂwuuduufmdﬂhu"mﬁqmﬂcmvhudhummduu“ The
ﬂkﬂlﬂhwﬁunﬂm“ﬂh“hmhhhm&hww

38
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of the Todai. The style is the fumous Sung style of wooden conmruction which could be ensily reproduced in mone.
The style b called in Japan "the Indflan style” for reasons which have not yet been well explained, "As an ormament
weithin the architectural sheme ﬂﬂm%wmmmﬂwhhnﬁhﬂﬂ
inserted into the ashlar framewoek. The main motify are Paniarchs and Achaty, real or imaginary monastie m
and & seriet of Bodhisattvas and Guardians, Tha basemenis are decorated with Yaksa Atlantes and with omamentsl

and inner niches of each tower were filled with sculprures in the round . . but only two out of the eighty niche fgures
are lefi” The sriits possessed & fair knowledge of classical Buddhism and the canorical texts, *Mant of the panshy
are so carefully executed that it & pemible to determine exactly their literary sources, often down 1o the particular
Chinese version which the artius followed, Such a comprehensive ‘Bible de piene’ of Buddhism is hardly 1o be found

elsewhere in the Far Ean” Prof. Demidville has not spared any pains to make his iconographical study as complete

a2 ponible by tracing the legends 1o the particular Chinese Buddhist text or texts on which they are besed,

Amongst the ruins of Zayion there are alio races of Hindu temples, Some of the pillars conmain medallions
eepresenting Killyadamans, Kigna with fluie standing on lorss, conch and discus symbels of Vinu aboves the
pebeephalun Migs which encircles him, Krjos tied 10 the mertar and uprocting the Yamalirjuns tree, the Nasasithha
avattes of Vignu, the Sivalitgats and & cow offering milkto it, et=. The style of architecture is South Indian and &
appean that the pillars belonged 10 temples, both Sivite and Vignavite, of & wading Hindy community which probably
lived ar Zayron in the 14th century or a litle earlier.

TH presens work, coming from two authorisies who had the opportunity of carrying on their investigation
locally. spplies us with a model for denalled study of Buddhist ant and archisecture in China.

P. C. Bagchi.
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