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FOREWORD

The Bharhut Gallery is at once the pride and a wondrous introductory chapter
of the rich art and archacological collection of the sprawling multipurpose Indian
Museum in Calcutta ; this is the gallery that welcomes and leads the visitor to the rich
treasures of the Museum.

By the time Cunningham discovered the ruins of the Bharhut stipa in 1873-T4
little had remained of it except on its south-cast face, but whatever did Cunningham
recavered and removed to the Indian Museum. This was in 1875, Some stray pieces
which still lay buried there were also recovered later and removed eventually to the
same Museum. But quite a few, recovered still later and from time to time, found
their way to a few other museums in India and abroad. The fact remains, however,
that if one has to form an idea of what the stiipa was like with its elaborate gateways
and riilings. one must go to the Indian Museum since nothing remains any more at
the village of Bharhut except perhaps the thousands of bricks that had gone to the
building of about two hundred and odd structures of the village.

The basic text in regard to the remains of the Bharhut sripa, its gate, railings
and the rich array of reliel sculpture, is still the voluminous descriptive report of
Cunpingham'. Since then these remains have been studied in parts, aspects and seg-
ments by several scholars, the reliefs and the short votive and label inscriptions engag-
ing, very legitimately, much more attention, relatively speaking. Nanigopal Majumdar
who was at one time in charge of the Archaeological Section of the Indian Museum,
made a good though modest contribution in this regard®, for instance. But much
more detailed and meaningful work was done by Benimadhab Barua?.

The present monograph, in two parts, by Arabinda Ghosh, Deputy Keeper of
the Archaeological Section of the Museum, is a continpation of the work initiated by
Cunningham and carried forward by scholars like Barua, Majumdar and others. It
was somewhat inevitable perhaps that Ghosh should have taken advantage of
of his predecessors and trodden parts of the same ground, but, by and large, be has
discussed and analysed aspects and themes which were not given adequate attention
heretofore, And this he has done methodically and systematically, which has enabled

. Cunningham, Alexander, The Stipa of Bharhut, London, 1879,
2. Majumdar, N.G., Guide to the Seulptures in the Indian Musewm, Part I, Calcutta, 1937.

3. Barus, B.M., Barhut, Books I, 11 & 111, Calcutta, 193437,
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him to throw new light on many a point. He has also brought to bear upon his
studies, in a modest but straightforward manner, a wider recognition of historical and

ideational background of the motifs, symbols and legends on which students of Indian
art and iconography are now somewhat better informed.

I feel the author has been able to carry forward and bring uptodate our know-
ledge of this great monument of early Buddhism and of early Buddhist art and icono-
graphy.

New Delhi

NIHARRANIJAN RAY
1 June, 1978.
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PREFACE

The remains of the Railing and Gateway of the Bharhut Stipa form one of the
most important exhibits of the Indian Museum, Calcutta. The sculptures and inscrip-
tions engraved on these remains constitute some of the main sources for the reconstruc-
tion of the political, social, economic and cultural history of India during the second-
first centuries B.C., when this monument was erected. The sculptures, which attract
the attention of the wisitors at the first glance for their unsophisticated but lyrical
loveliness, appealing, as they do, directly to the popular sense of the beautiful and the
divine, are of inestimable valoe ; ‘they form the main evidence for an evaluation of the
artistic achievements of the Indian people during the period of their execution.

It should, however, be borne in mind that the Bharbut Stiipa is a monument
raised for the glorification of Buddhism. As such, it forms one of the greatest
evidence for the reconstruction of the history of Buddhism during the period of its
construction. Attention of scholars has naturally been devoted to a great extent to the
elucidation and identification of those sculptures which depicted scenes from Buddhist
legend and history. Considerable work in this respect has been done by Cunningham*
and Barua®. But mere identifiction of the scenes with legends and traditions preserved
in Buddhist scriptures, which attained the shape in which we find them much later
than the monument of Bharhut was erected, does not help us much in getting an idea
of Buddhism as it stood during the second-first centuries B. C. As a matter of fact,
‘Barua's attempt to interpret all the Bharhut sculptures by reference to the Buddhist
legends preserved in the scriptures has been severely criticized by Luders®.

Buddhism began as a way of life and thought revealed to the Buddha for the
attainment of salvation. In its pristine form this way of life and thought was in vogue
amongst a few followers of the Teacher (satthd), who “wandered away into home-
lessness™ and ultimately formed a monkish order (sasigha). But as the way to salva-
tion revealed to and promulgated by the Buddha was meant also for the fit of the
people at large, it did not and could not remain for long limited to a select who
walked after the Teacher. Soon a number of lay devotees (upisakas) gathered around

1. Cunningham, A., The Stupa of Bharhut, London, 1879.
2. PBarua, B. M., Barhkut, Books I-TII, Calcutta, 1934-37.

3. Luders, H., Bharkut und die buddhistische Literature, pp. 1-19; Bharkut Inscriptions, Corpus
Fnscriptionum Indicarum, Yol. T1, Part 11, Ootacamund, 1963, pp. ix-xii.
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the Lord and Master (bhagava) and his followers, who heard their sermons and venera-
ted them. The presence of these lay worshippers led to a great change in the doctrines
and practices of Buddhism which may be designated as “popular Buddhism™ in
contradistinction to “monkish Buddhism™ current in the viharas and sahghiramas of
the bhikshus governed by the doctrines of the law and the rules of discipline as codified
in the Dhamma-vinaya promulgated by the Master.

The stipas of Bharhut, Sanchi, Amaravati etc. are, in reality, monuments raised
for the glorification of this “*popular Buddhism™ current during the centuries immedi-
ately preceding and succeeding the Christian era. Much of popular belief and tradition
about the sacred and the divine had to be incorporated into the pristine Buddhism of
early days to make it attractive and intelligible to the people at large. Thus the ration-
al doctrines promulgated by the Master gave way to and got mixed up with a religion
of devotion (bhakti) and belief in the supramundane (lokoftara) nature of the Lord
{bhazavar) and his immediate disciples. Many of the popular gods and goddesses had
to be alloted a place in this “popular Buddhism™ as beliel in them was ingrained in the
ways and mores of the people at large, and could not be dispensed altogether,

The popular affiliation of much of the Bharhut sculpture is revealed by a large
number of reliefs which depict the myths and legends current among the common
people of the time., These sculptures harken back to a world of thought and belief
which is very dissimilar from those we find in the earliest of the Buddhist scriptures.
They in reality form the iconography of a primitive stratum of popular religion and
mythology which may be designated as “Water Cosmology”. Comparative studies in
religion have shown that ““Water Cosmology™, thatis a belief in the origin of the
Universe (Cosmos) from the primeval waters, was current among many of the peoples
of the ancient world, including India. This belief was so firm in the popular mind that
it could not be dispensed with, and the Buddhists had to succumb to this popular
impact.

In the following pages an attempt has been made to describe and elucidate the
significance of some of the motifs and symbols of the iconography of ““Water Cosmo-
logy" as they occurred on the Bharhut Railing and Gateway preserved in the Indian
Museum. Pioneer work in this filed has been done by the late A. K. Coomaraswamy*,
and the author has followed in his footsteps. If this small volume may render a little
help to scholars and students in their understanding of the so-called “'decorative” reliefs
of Bharhut, the author will find his efforts amply rewarded.

Tﬁprmut work was begun as a descriptive catalogue of the sculptures dis-
played in the Bharhut Gallery of the Indian Muscum. But it soon dawned on me that
mere description of the sculptures would serve no useful purpose. What is much more
necessary is an interpretative description which would make the reader understand the
significance of the sculptures to the best advantage. This led me to contemplate a

4, Coomaraswamy, A.K., Yakshas, I Parts, Washington, 1927-31.
( x)



work on Bharhut in two parts, of which the present one (Part I) deals with the so-
called “decorative reliefs. In a future monograph (Part I1) I propose to deal with
the sculptures depicting scenes from Buddhist legend and history and the inscriptions.

While publishing the monograph I avail myself of the opportunity to express my
deep gratitude and reverence to my teacher Dr. Niharranjun Ray, formerly Bagisvari
Professor of Fine Arts and Head of the Department of Ancient Indian History and
Culture, Calcutta University, who has been kind enough to go through the monograph,
suggest corrections and improvements and also to write the Foreward introducing this
insignificant work to the readers. 1 also remain beholden to Shri S. M. Bhattacharyya.
Honorary Secretary to the Board of Trustees of the Museum, and to Dr. S. C. Ray,
Director, Indian museum, for the interest they have taken towards the preparation
and puoblication of the book.

It is a pleasant duty to acknowledge my debt to those of my colleagues who
have helped me by their labours and advice in the preparation of the monograph.
Miss Jayasri Lahiri, M. Sc., Guide Lecturer (Botany), has helped me in augmenting my
meagre botanical knowledge by her explanations and in getting the drawings of
botanical specimens illustrated in the monograph prepared. Shri Rathin Ray, artist,
has prepared all the line drawings on Figs. 1,2, and 3 and also the cover design,
Photographs of sculptures illustrated in the Plates are the work of Shri Benu Sen,
Photographer, and his colleagues Sarvashri Kshirod Roy, Subhas Chakravarti and
Swapan Kumar Biswas. [am deeply beholden to all of them for their ungrudging
co-operation and quick service.

Last, but not the least, are my thanks due to Dr. Amal Sarkar, Publication
Officer of the Museum, who has conducted the book through the Press.

Indian Museum,
1st July, 1978. Arabinda Ghosh
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GENERAL DESCRIPTION OF THE RAILING AND GATEWAY

As the visitor enters the Indian Museum by the Main Gate and then turnsto
the right, he finds himself in front of the Bharhut Gallery. In this Gallery are housed
the massive Gateway and part of the Railing of the Bharhut Stiips. These remains
are in the dark red sandstone of Central India, quarried from the Kaimur Hills. Our
first acquaintance with the material is made at the entrance of the Bharhut Room,
where at each side of the door there is a railing pillar bearing life-size figures carved
in bas-relief. If in order to form an idea of the Early Indian Classical artatits
zenith one must go to Sanchi and look at the sculptures on the four Gateways of the
Great Stiipa, one must also come to the Indian Museum and gaze at the reliefs of the
Bharhut Railing and Gateway to form an idea of the initial stages of that very artistic
mavement ; for Early Indian Classical art passes slowly, but surely, from Bharhut
through Bodhgaya to Sanchi.

Bharhat is a small village in the Nagod Tahsil of the Satna district in Madhya
Pradesh. It is situated six miles to the north-east of Unchhera and nine miles to the
south of the Satna Railway Station of the Central Railway. It can be reached from
the small Railway station of Lagargawan between Satna and Unchhera.

Here, in 1873-74, Cunningham discovered the remains of a Buddhist Stipa,
which was made of brick and finished with a coat of plaster on the outside. It was
situated on a low eminence at the foot of a hill, called Lil Pihir, about half & mile to
the morth of the village of Bharbut. Although its major part had already been
destroyed by the neighbouring villagers® quarrying for bricks and stone, Cunningham
was able to recover portions of the great stone railing (vediks) and also the Eastern
Gateway (torana), which he removed to the Indian Museum in 1875%, as present from
the Raja of Nagod. Some of the siray pieces that still remained at the site were in
subsequent years removed to the Residency Garden at Satna from where they were
acquired for the Muaseum and brought down to Calcutta in 1926.

iCunningham informs us that the present village of Bharhut, consisting of upwards of 200
houses, is built entirely of the bricks taken from the Stupa, (cf. Cunningham, Srips of
Bharhur, London, 1879, pp. 5).

i gvers of Indian antiquities must note with gratitude that Cunningham was opposed to the
Shifting of the remains of the Railing and Gateway of the Bharhut Stipa to London (cf,
Cunningham; Sripa of Bkarkst, London, 1879, pp. VI-VII)



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

Cunningham excavated the sole remaining portion of the Stiipa, on the south-
east face, which measured 1.83 m. in height by about 3.05 m. in length at bottom. It
was entirely covered with a coat of plaster on the outside. This was no doubt a
fragment of the cylindrical base or drum (medhi) of the Stipa. The lower half of this
member was quite plain, but the upper half was ornamented with a series of triangular-
shaped recesses, 0.34 m. broad at top and 0.11 m. at bottom, and 0.22 m. to 0.23 m.
apart. These recesses were intended for lamps. The sides of each recess were formed
in two steps, so that each would hold five lights in three rows. As there would have
been 120 recesses in the whole circumference of 64.89 m., each row of recesses would
have held 600 lamps in three lines of illumination,

Although only a fragment of about three meters in length now remains of the
Stiipa itself, we know from the pavement that its shape was circular. From his investi-
gations Cunningham was able to ascertain the following dimensions of the Stiipa and
its Railing (Fig. 1).
(1) The diameter of the Stipa at its base, that is, at the base of its drum
{medhi) was 20°65 m.

(2) The interior diameter of the stone Railing was 26.95 m,

{3) The width of the pradakshigapatha around the Stipa (between the base of
the Stiipa and the Railing) was 3.15 m.

{(4) The bricks of which the original Stipa was made were square in shape,
measuring 30,5 em, < 30.5 cm. %9 cm.

In the absence of the superstructure (i.e., the dome, harmika etc.) one has to
visualize the form of the Stipa from representations of the same on the Railing
(PL. XVIII, d) and the Gateway (PI. I). all of which present the same common features,
They :show a hemispherical dome (apja) raised on a cylindrical base or drum (medhi).
The lower portion of the drum is decorated with a series of mouldings and decorative
designs, and on its top stands the railing which surrounds the base of the dome. The
body of the dome is decorated all over with floral motifs and scroll-work. On the top
of the dome (auda) there is a square platform surrounded by a railing containing the
harmika, which from representations, appears to be a sort of structure with a barrel-
vaulted roof, crowned by a corbelled member from which rises the shaft (yashthi)
bearing umbrellas (chhatravali).

THE RAILING

The Stiipa was surrounded by a great Railing (vedika), composed of a series of
stone posts or pillars (thabho=stambha), rectangular in section, joined together by three
parallel sets of lenticular cross-bars (siichi) mortised into the pillars on either side, and
capped by a huge coping {ushpisha), rounded at the top (Frontispiece). From

b



GENERAL DESCRIPTION OF THE RAILING AND GA'I'EWA';'

Cunningham’s descriptions it appears that this Railing stood on a terraced flooring at
a distance of 3.15 m. from the base of the cylindrical drum (medhi) of the Stiipa ; and
s such it possibly formed the lower or ground balustrade of the Stipa. It had four
openings for entrance, each about 2.60 m. wide, on the four cardinal points. The Railing
was thus divided into four quadrants, each of which consisted of sixteen pillars. Of
these sixteen pillars two were terminus-pillars of the quadrant and the others, inter-
mediate pillars, Each opening stood between ooe of the terminus-pillars of two adjacent
quadrants. From the right-hand terminus-pillar, viewed from the outer side, of each
quadrant the Railing was extended outwards at right angles for two pillar-spaces so as
to form an L-shaped fence (also called a Return railing) to cover direct approach to
the Stiipa, so that a visitor desiring to enter the pradakshipapatha by the East Gate
bad really to approach from the north, one entering by the South Gate had to walk
from the east, one entering by the West Gate had to come from the south, and one
entering by the North Gate had to proceed from the west. The righi-hand terminus-
pillar of each quadrant thus becomes a corner-pillar  (Cunningham’s pillar of inner
corner) from which the Return railing (L-shaped fence) originated. The Return
consisted of four more pillars of which one formed a corner-pillar {Cunningham’s
pillar of outer corner) and another a terminus-pillar of the Return, the remaining two
being intermediate pillars. The Railing thus consisted of twenty pillars in each
quadrant or eighty pillars in the whole circle, including the Returns at each
entrance. ;

The pillars of the Railing are monoliths. They are 2.16 m. in height, with a
section of 0.53 to 0.56 m. face for sculpture, by 0.30 to 0.33 m. side for mortices of
the cross-bars. The corner-pillars (both inner-corner of the quadrant and outer-
corner of the Return) at the entrances are 0.56 m. square in section. The edges of all
the pillars, except the corner ones, are slightly bevelled on both faces : and they are
ornamented by a round boss or full medallion in the middle, and by half medallions at
the top and the bottom. All these medallions as well as the bevelled edges of the
pillars are filled with elaborate sculpture.  Altogether thirtyfive pillars, more or less
perfect, were found on the site of the Stipa, along with numerous fragments of
others. Fourteen others have been discovered at the neighbouring villages of Pathora
and Batanmara, making a total of fortynine, considerably more than half of the
original number of eighty.

The left terminus-pillar of each quadrant viewed from the outside, can be
distinguished from the others by the fact that it has mortices for three cross-bars of
the quadrant only on its inner (i.e., right-hand) side, and spaces for sculpture on its
outer side and inner and outer faces. Each of these three spaces is filled with a life-
size figure of Yaksha, Yakshini, Niiga or Devati.

The right terminus-pillar of a quadrant, that is the pillar at right angle formed
by the quadrant and corresponding Return, has mortices on its inner (ie., left-hand)



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

side and outer face for cross-bars of the quadrant and Return respectively. It has
spaces for sculpture on its outer side and inner face.

The remaining pillars of a quadrant may be termed as intermediate pillars.
They have mortices for the quadrant cross-bars on their two sides, and spaces for
sculpture on their inner and outer faces. Some of these intermediate pillars bear
life-size figures of Yakshas, Yakshinis, etc. on their either face. The edges of all these
intermediate pillars, except those bearing life-size figures, are slightly bevelled on both
faces ; and they are ornamented by a round boss or full medallion in the middle, and
by half medallions at the top and the bottom. All these medallions as well as the
bevelled edges of the pillars are filled with elaborate sculpture.

The terminus-pillar of a Return, like the left terminus-pillar of a quadrant, has
mortices for the Return cross-bars on its inner side, and spaces for sculpture on
its outer side and inner and outer faces. Each of these spaces is generally divided by
sculptured railing into three square panels, each of which is filled with a scene from
the Jitakas, or from the Buddha's life.

The outer corner-pillar of a Return, that is, the pillar at right-angle formed by
two sides of the Return, has mortices for the Return cross-bars on its inner face and
inner side, and spaces for sculpture on its outer face and outer side. Each of these
spaces, as in the case of a Return terminus-pillar, is divided by sculptured railings
into three square panels similarly filled with Jataka-scenes or scenes from the Buddha's
life. This Return pillar corresponds in some respect to the right terminus-pillar of a
quadrant.

The remaining two pillars of a Return are intermediate pillars like those of a
quadrant and are similarly ornamented.

The stone cross-bars or rails (siichi) are lenticular in section. They are appro-
priately called siichi or ‘needle’ in the inscriptions as they performed the duty of
needling together the pillars by being fitted into their mortices or eyelet holes. The
cross-bars of the quadrants measure 0.60 to 0.62 m. in length by 0.57 m. in breadth
with a thickness of 0.16 m. Compared with the cross-bars of the ground balustrade of
Sanchi Stipa I, the Bharhut ones have lesser thickness which make their curved
surfaces very much flatter. These cross-bars have circular bosses or medallions
on each face which are sculptured with subjects similar to those of the pillars
medallions.

The cross-bars of the L-shaped Return, owing to the wider intercolumination of
their pillars, are much larger than those of the quadrant railing, measuring 0,75 and
1.02 m. long by 0.57 m. high with a thickness of 0.16 m. Most of these cross-bars,
like those of the quadrant Railing, are embossed with a round medallion on each face
containing floral designs and other decorative motifs. Only on two of these longer

4



GENERAL DESCRIFTION OF THE RAILING AND GATEWAY

rail-bars there are oblong panels on each face instead of round medallions. These
panels contain representations of scenes from the Jatakas and life scenes of (he
Buddha,

There were 228 cross-bars in the complete Railing including the Returns, Of
these about eighty have been recovered, six being found at Unchhera. As they weigh
about 75 kilograms each, their removal was Very easy.

The coping or continuous architrave (ushiisha), which crowned the circle of
pillars, is formed of massive blocks of stone, rounded at the top, each spanning two
intercoluminations. The blocks are upwards of 2.14 m. in length, with a height of
0.57 m., and a thickness of 0.51 m. They are secured firmly to each other by long tenons
fitting into corresponding mortices, and to the tops of the pillars by a stout tenon on
each, which fits a socket on the underside of the coping stone. Each block is slightly
curved to suit the circumference of the circle. This curvature added considerably to
the stability of the Railing: for as each set of three tenons formed a triangle, each
coping stone became an efficient tie to keep the three pillars on which it was set in
their places. The total length of the coping, including the Returns at the four entrances
was 100.65m. The whole of this coping was most elaborately carved, both on the
inside and on the outside. Cunningham found only one coping stone in situ, resting
on three pillars of the south-east quadrant abutting on the Eastern Gateway. But no
less than fifteen others have been found in the excavarions, out of an original total
of forty.

Between the Railing and the Stipa there was a clear space, 3.15 m. wide, for the
perambulation (pradakshiya) of the pilgrims round the sacred monument. The whole
of this space was covered with a thick flooring of lime plaster, which had lasted wel|
to the days of the excavations by Cunningham. The outer edge of the flooring was
finished by a line of curved kerb stones, cul exactly to the circumference of the inner
circle of the Railing. The pillars of the Railing were set against the kerb stones which
just touched the diameter of the lower half medallions. The foot of each pillar, which
was quite rough, rested on a square block laid directly on the earth.

Cunningham's excavations also brought 1o light the remains of a second railing
of much smaller dimensions. Only two pillars, each having a bheight of 0.64 m, and 2
breadth of 0.17 m, and containing standing figures : four pieces of curbed kerb stones
in which the pillars were set and ten pieces of curbed coping of this railing were found.
As the ten pieces of coping have been dug out from positions outside the line of the
great Railing, Cunningham presumed that this railing must have formed an outer
enclosure erected at a later date. However, the style of execution of the figures on the
two pillars does not suggest a much later date for them as postulated by Cunningham,
Both N.G. Majumdar® and D. Mitra®, therefore, suggest that the pieces formed

*Majumdar, N. G., Guide (o the Sculptares in the Indian Museum, Pari | (1537), p. 2.
‘Mitra, Debala, Buddiisr Monuments (1971), p. 93.

5



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

part of a balusirade encircling an upper processional path (i.e., Berm balustrade)
around the spring of the dome, as at the great Stipa I at Sanchi, to which access was
got by a stone staircase of which a fragment, 0.94 m. wide and having seven steps of
23.5 cm. each, was found loose in the excavations,

EASTERN GATEWAY

At each entrance, almost on a line with the terminus-pillars of the quadrants and
covered by the L-shaped fences (Returns), there arose high above the Railing = magni-
ficent Gateway (torapa). Only the Eastern Gateway (P1. 1) has survived the ravages of
time and come down to us to be re-erected in the Bharhut Gallery. It hasa toul
height of 6.86 m. and is composed of two curiously shaped pillars and an ornamental
arch, the former supporting the latter. The bases of the pillars are 42 ¢m. square in
section uplo & height of 46 cm. (chaturasra padasthiing): above this the shafts are
chiselled to form a group of four octagons (ashtdsra stambha) joined together to
represent a cluster of four columns. Each of these four octagons is crowned bya
distinct lotiform (padmabandha) bell-capital surmounted by a smaller cylindrical plinth
or rather circular abacus adorned all over with lotus-petal designs, These four bell-
capitals with their abaci are covered by a single square abacus on which rests a large
massive member showing four animals, two on each face seated back to back, and two
floral motifs, consisting of half lotuses surmounted by the so-called ‘honey-suckle’ on
the sides. On the outer (i.e., the eastern) face of the northern pillar these animals are
two lions with leonine faces (the face of one lion is broken away) ; on the inner (ie.,
the western) face of the same pillar, two lions with human faces. The southern pillar
has, on the outer (eastern) face, two bulls (face of both broken away) ; and on the inner
{western) face, two lions, one of them having the face of a bird, the face of the

other being mutilated.

The pillars of the Gateway, as measured by Cunningham, are 42 cm. thick, and
2.93 m. high ; the four-grouped capitals with their abaci are cach 34 em. high, while
the height of the surmounting figures is 57 ecm. Thus the total height of each pillar
is 3.85 m. It is on the four consecutive faces of two octagons of the southern pillar
that the famous dedicatory inscription of King Dhanabhti is inscribed.

The animal capitals support the superstructure of arches or the toraya proper.
This consists of three massive architraves, placed ome above the other by means of
square blocks of stone and a large number of small balusters and statue-pillars. The
architraves are curviform with volute ends, that is, their middle portion, between the
two supporting pillars, is slightly curved, and their projecting ends are shaped into
spirals to resemble the volutes of an lonian capital. The lowermost architrave is placed
direct on the quadruple animal capitals of the two supporting pillars, The middle and
topmost architraves are separated from the one immediately below it by means of square
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blocks or dados placed between them in line with the supporting pillars below. The
empty spaces between the central curved parts of the architraves are filled with eleven
small balusters and statue-pillars placed alternately. Of the topmost architrave nothing
but the volute ends could be discovered. lis middle portion has, therefore, been
reconstructed in cement plaster without any ornament, The supersiructure of the
foraiia was surmounted by a huge pinnacle consisting of a nine-petalled ‘honey-suckle’
arising out of a half-lotus. Tt has been found in fragments from which its shape has
been reconstructed with certainty.

One of the pillars of the Gateway (the southern one), along with its crowning
capital, was found still standing in sifu on the south side of the east entrance ; and the
excavations brought to light the other one, in four fragments, the lowermost fragment
still in its original position. Members of the superstructure of the Gateway, viz,, the
two remaining architraves, dados, balusters, pinnacle, etc., were found in fragments
in the excavations and from the neighbouring villages. Of these, the central curbed
portion of the middle architrave was found built into the wall of the castle of
Batanmara, from where it has been recovered by Cunningham through the courtesy of
the then Thakur of Batanmara.

It has become a commonplace belief among students of early Indian architecture
that the conception and execution of the Railing and Gateway suggest their being
copied from wooden prolotypes, as the technique followed in their erection is that
of the joiner instead of that of the mason. There could have been no doubt that
the railings and gateways around stiipas were originally all made of wood ; and it
also appears correct, as has been suggested by Trwin®, that the only reason for the
change over from wood to stope was lastingness. But religious and ritual conven-
tions demanded that only the vedika type of railing and the rorapa type of gateway
should surround a sriipa. In a vedika type of railing, where rail-bars have to be fitted
on to the posts keeping void spaces between them, mortising the bars into the posts
is always the easiest and most efficient’ process of construction. This would apply
irrespective of whether the building material be wooden beams or blocks of stone, as
this way of construction, whatever be the material, imparts durability to the structure.
Even in ashlar masonry clamping the slabs of stone with one another make them more
secure in their places than if they were set in cement mortar, The type of structure that
they are, the vedikas are best constructed by the joiner's method, even when those of
the mason are well in vogue ; and the construction of the Bharhut Stiipa itself shows
that the mason’s art was well in advance in that period. The vedika type of railing
around many of the Government buildings at New Delhi which are constructed by

*Irwin, John, “‘Asokan® Pillars : a re-assessment of the evidence—IIl : Capitals,” in the
Buirlington Magazime, Vol. 117, Oct., 1975, p. 639,
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the mortice-and-tenon technique in this age of reinforced concrete masonry will prove
the veracity of our remark.

The Railing and the Gateway were profusely decorated with sculptures in bas-
relief. These bas-reliefs not only beautified the monument, but also served a higher
and transcendental purpose by inspiring a deep religious feeling, through illustrations
of scenes from popular mythology and Buddhist legend and history, in the minds
of the pilgrims who circumambulated the Stipa. On the Railing hardly any space is
left vacant ; but in contrast with this the shafis of the Gateway pillars are left severely
plain, although the portion starting from the capital upwards is again richly embellish-
ed with reliefs,

It may be mentioned here that in the matter of ornamentation, the Bharhut
Railing and Gateway present great contrast with those of the Sanchi Stiipa I, which is
a contemporary monument and almost similar to the Bharhut one in plan and design,
The great Railing (ie., the ground balustrade) of Sanchi Stiipa [ is severely plain : in
contrast its four gateways including the pillars (which are square in section in con-
tradistinction with the curiously formed Bharhut Gateway pillars) and architraves are
very profusely sculptured both inside and out,

Sculptures on the Torana

The projecting ends of the architraves of the Fastern Gateway, unlike those of
the Sanchi Stupa I which are straight, are sloped to form spirals wherein are shown
open-mouthed crocodiles (PL.1). Their curled tails fit finely into the spirals
of the volute ends, the gaping mouths remaining facing the pillars. The square
parts of each beam, between the volute ends and the curved centre, are decorated with
a temple or mansion (PI. 1) on one side and a stipa (P.1) on the other.
According to Barua, the mansion, which has a high arched doorway and contains a
cubical jewel-seat ( Bodhimayda) canopied by an umbrella, is a symbolical representation
of the Bodhisattva’s Descent from the Tushita Heaven, while the stipa on the other
side symbolically represents the Master’s Decease (Mahaparinirvina).

The curved central portion (between the two supporting pillars) of the lower-
most architrave shows the same sculptural representation on its two faces (PI. 1.
In the centre we see a Bodhimanda (a rectangular altar on a low plinth) under a tree,
which according to Cunningham, is the banyan or vata but according to Barua, the
asvartha, the Bodhi Tree of Buddha Sakyamuni. On either side of the Bodhimayda
there is a human worshipper paying-homage to the Bodhimanda with joined hands held
against the chest in an attitude of respect. The worshipper on the right (inner face)
wears a Jong thick coat (udichyavesa) over his body and a scarf over the coat. The
other worshipper on the left wears the scarf over his bare body. Barua thinks that the
worshipper on the right is intended to fepresent King Dhanabhiti, the donor of the
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Torapa and that on the left, one of his attendants. Behind the human worshippers is
shown a procession of wild elephants bringing flower-offerings to the Bodhi Tree. In
the right half of the inner face two bigger elephants are carrying each a bunch of lotus-
buds, keeping in front a small young clephant that gently walks on towards the
Bodhimayda under the tree. The lefi half also shows three elephants ; the young
clephant on this side is partially mutilated, and the two larger ones carry lotus
buds and flowers in their uplifted trunks. A similar scene of worship of the Bodhi
Tree and the Throne is depicted on the outer face, where instead of six we see four
clephants, the younger elephants being dispensed with, and the position of the two
human worshippers is reversed.

Barua thinks that the scene symbolically represents the Enlightenment
(sambodhi) of the Buddha at Bodhgaya on which occasion the animals have come to
pay homage to him. The artist thinks that like men the animals too must show their
reverence to the Master | In the depiction of the scene the artist has cunningly taken
the opportunity to introduce the figure of Dhanabhiti, the donor of the Torana,
as one of the worshippers.

The curved centre of the middle architrave presents only one sculptured face®,
which shows a procession of four leonine animals, two on each side, bringing lotus
flowers towards the Bodhimayda under a tree (PL.I). The tree appears to be a
creeping plant of bushy growth and may represent a clump of bamboos, as suggested
by Cunningham. The Bodhimanda, no doubt, represents the Buddha himself, and the
clump of bamboos perhaps indicates his fugust presence at the Vepuvana (Bamboo
Grove) at Rijagriha, where the Buddha resided for some time. The animal on the
extreme right has a human head and that on the extreme left a bird's head ; but the
two in the middle are true lions with huge open mouths.

The dados or square blocks of stone, placed between the architrave in line with
the supporting pillars below, have been found in many fragments®. As reconstructed
by Cunningham, they used to show on each face three Persepolitan pillars standing on
a railing, with large lotus flowers in the spaces between the pillars.

"It is apparent that while being used as a building material, the stone beam had been split
longitodinally into two parts through the middle wh ich accounts for the loss of its other
sculptured face.

TAs reconstructed in the Indinn Museum the dedor have been shown plain, as the fragments

recovered in the excavations were too small to serve any architectural function: They have,

therelore, been reconstructed plain in cement plaster.
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In the long space between the central curved parts of the architraves were
inserted eleven small balusters and statue-pillars placed alternately®, The statue-
pillars are square in cross-section, while the balusters are invariably octagons with
pedestals and capitals resembling those of the Persepolitan pillars. The square abacus
of each baluster supports the figure of two ordinary deer, sitting side by side and back
to back. Among the surviving statue-pilllars we come across two standing male and
two standing female figures.

These little balusters and pillar-statues are of considerable importance, as they
often bear on their bases and capitals single Kharoshihi letters as masons’ marks. From
the occurrence of these Kharoshthi letters it has been inferred that the Gateway was
made by artists hailing from the north-west, that is, from the Gandhiira region. 1t,
however, appears from a consideration of the pillar-statues that the artists who made
the Gateway belonged to the Mathura atelier.

Crowning the Gateway is a huge pinnacle consisting of a nine-petalled ‘honey-
suckle® arising out of a half-lotus and surmounted by a dharmachakra or Wheel of Law

(PL. I). This has been restored with certainty from fragments found in the
excavations.

Symbolism of the Torana

Considered in relation to the architraves with their sculptures and the supporting
pillars, the Toraya symbolically represents a parapeted bridge over the river of Life
with hungry crocodiles lying in ambush on either bank. This bridge is the dharmaseru
(the Law) made by the Buddha for the salvation of mankind, [t rests high on two
pillars formed of the Four Noble Truths (chattari-Ariva-sachehani) and the Eight-fold
Way (atthahgika-magga). The two gateway pillars are, therefore, made to represent a
cluster of four posts, symbolising the Four Noble Truths (chattdri-Ariva-sachchani), each
of which is an octagon (afthahgika). The Buddha’s Descent (wkramavna). represented
by the mansion, and his Decease (parinirvina), represented by the stiipa, on either
side of the architraves are the beginning and the end of this progressive pathway.
This pathway gradually rises to a climax represented by the Buddha's Enlightenment
(Sambodhi, in the lowermost architrave) and Preaching of the Law (at the Veguvana,
middle architrave), which mark the stages of the greatest triumphs attained by the

*In the reconstruction of the Eastern Gateway in the Indian Museam it has only been
possible to fill in the space between the middle and lowermost architraves with balusters
and statue-pillars ; and these, viz,; seven balusters and four statue-pillars, could not be fitted
alternately, as they should be, but have been inserted as they fitted the corresponding
mortices. The space between the middle and uppermost architraves has besn left vacant
owing to the non-availability of requisite number of balusters and statue-pillars.
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Master in his endeavour to lift himself and mankind above the normal level of religio-
sity (dharmarz). This pathway, posts and parapets of the dharmasetu, represented in
the Torapa by the architraves, supporting pillars and balusters respectively, serve to
prevent those who walk by it from falling into the abyss of damnation to be devoured
by the crocodile, (Mira) who in reality, represents Mira the embodiment of mundane
passions and delusion. This crocodile, the embodiment of Evil (Mira), according to
Buddhist tradition, pursued the Buddha from his Birth 1o his Decease, waging the
eternal struggle between the good and the evil, for which the dharmaseru had been
erected so that mankind may subvert his machinations®.

REMAINS OF THE RAILING IN THE INDIAN MUSEUM

Besides the Gateway {Toraga), of which an account has been given above, the
Museum possesses 29 pillars, more or less in tact, fragment of 21 more pillars, 66
cross-bars and 32 pieces of coping of the ground balustrade of the Stiipa. OF these,
sixteen pillars, fitted with cross-bars and coping, have been erected, six on either side of
the Torapa and four in front, 1o give the visitor an idea of part of the Railing and the
L-shaped Return-as it originally stood at Bharhut (Frontispiece). The six pillars to the
north and the same number to the south of the Toraua describe about a half respec-
tively of the north-east and the south-east Quadrant of the Railing. Of these, the one
abutting on the north pillar of the Torapa is the left-hand terminus-pillar of the
north-east Quadrant having mortices only on its inner side for the Quadrant cross-bars
and spaces for sculpture on its three remaining laces and side. All these spaces are filled
with life-size figures of Yakshas and Yakshivis. that on the inner face being a figure
of Kubera, the guardian of the North. Similarly, the Quadrant pillar abutting on the
south pillar of the Torapa is the right-hand terminus-pillar of the south-east Quadrant
from which the L-shaped Return issues out. 1t has mortices On its inner side for the
cross-bars of the Quadrant and also on its outer face for those of the Return and
spaces for sculpture on its outer side and inner face. In the dedicatoty inscription this
pillar has been described as the first pillar (patiama thabho), the gift of Chipadevi, wife
of Revatimitra of Vidisi. The remaining pillars of the two Quadrants are intermed:ate
pillars, having mortices for the Quadrant cross-bars on their two sides and spaces for

sculpture on their two faces.

The four pillars in front of the Torana describe the two arms of the L-shaped
fence or Return. Iis corner-pillar (Cunningham's pillar of outer corner) has mortices
for cross-bars of the two arms of the L on its inner side and inner face and spaces for
sculpture on its outer face and outer side. Each of these spaces is divided by represen-
tations of railings into three square panels showing scenes from Buddhist legend and

*For an exposition of the Bharhut Torapa, see Barua, B. M., Barkur, Book 1 (1934), p. 10.
11



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

history. From the fact that one of the panels (the lowermost one) on its outer side
contains a representation of King Ajata%atru’s visit to the Buddha, this pillar has been
disignated as the Ajitasatro Pillar.

The terminus-pillar of the Return as erected in the Bharhut Gallery in front of
the Torana has mortices for the Return cross-bars on its inner side only and spaces for
sculpture on its two faces and on the outer side. In this pillar the three spaces bear
life-size figures of Yakshas and Nigas, the one on the outer side being that of Viru-
dhaka Yaksha, the guardian of the South.

The two remaining pillars of the Return are intermediate pillars like those of
the quadrants. The cross-bars of the Return are somewhat longer than those of the
quadrants, those of the sothern arm being 0.75 m. and those of the eastern arm
1.04 m. long.

Tt should be mentioned here that none of these pillars and other members of
the Railing and the Return, except the ones mentioned below, were found in positions
allotted to them in their present set up in the Museum. Only the right-hand terminus-
pillar of the South-East Quadrant (Chiipadevi’s First Pillar) and the two intermediate
pillars immediately to the south of this First pillar, along with their corresponding
cross-bars and covered with a coping, were found standing in situ when Cunningham
began his excavations. In the reconstruction in the Museum, these have been erected
as they should be by the south pillar of the Torapa to form the intital part of the
South-East Quadrant. The other pillars, members and fragments have been dug out
from various places and depths of the excavations or otherwise recovered from the
neighbouring villages, The more or less well preserved members among these have
been used in the reconstruction of the Railing and Return complete with cross-bars
and coping.

Ten other pillars, fitted with cross-bars, but not covered with coping, have been
erected in three groups in various places of the Gallery to form fragments of Railing
and Return. Some other pillars have been exhibited singly, two of them, both corner
ones, being placed on either side of the entrance to the Gallery. Some fragments
bearing interesting sculptures have been exhibited on the western wall.

From their architectural peculiarities as well as from the sculptures and inscrip-
tions engraved on them, and also from the location from which they have been dug
out by Cunningham, the position of some of the pillars in the original Railing as it
stood at Bharhut may be determined. Thus, on the left-hand terminus-pillar of the
Morth-East Quadrant, abutting on the north pillar of the Eastern Gateway as erected
in the Museum, we find on the inner face the figure of Kubera, the guardian of the
MNorth. As this pillar has spaces for sculpture on its inner and outer faces and also on
the outer side and mortices for cross-bars only on its inner side, it can be nothing but

12



GENERAL DESCRIPTION OF THE RAILING AND GATEWAY

a left-hand terminus-pillar of a Quadrant. But its present position in the Museum
near the Eastern entrance would make Kubera the guardian of the East. This anomaly
can only be removed if this pillar is made to form the left-hand terminus-pillar of the
North-West Quadrant abutting on thz Northern Gateway.

Another pillar which, as erected in the Museum, forms the terminus-pillar of
the Return Railing in front of the Eastern Gateway, bears on its outer face the figure
of Virudhaka Yaksha, the guardian of the South, The position of the Yaksha in the
Return Railing does not appear to be appropriate. Because, the corner-and terminus-
pillars of Return railings at Bharhut were generally divided into panels containing
scenes from the Buddha's lief, whereas the pillar under discussion bears life-size figures
of Yakshas and Niiga on its two faces and on the outer side and mortices for cross-bars
on its inner side. These are peculiarities of the left-hand terminus-pillar of a Quadrant
Railing ; and so_this pillar can only be the left-hand terminus-pillar of the South-East
Quadrant abutting the Southern Gateway, which will place Virudhaka, the guardian
of the South in his proper place.

From his observations during the excavations, Cunningham concluded that the
Ajatazatru Pillar, forming the corper-pillar of the Return Railing in front of the
Eastern Gateway at the Museum, was originally the Western Gate Return corner-pillar
at Bharhut. Similarly, the Prasenajit and Brahmadeva Pillars, erected in the Museum
as the terminus and corner-pillars of the same fragmentary return railing on the north-
eastern side of the Bharhut Room, were originally the South Gate Return terminus
and North Gate Return corner-pillars respectively at Bharhut.

Ornamentation of the Railing

As regards the ornamentation of the Railing, certain general features may be
noticed at the outset.

(a) Coping—It has already been mentioned that the whole of the Coping is
most elaborately and minuotely carved, both on the inside and the outside. At the end
of the coping over the L-shaped fence, just above the terminus-pillar of the Return, there
is seen a boldly carved lion sitting on its haunches. This has been found only in
fragments. Next to the lion, on both the inner and outer faces of the Return coping,
there is a kneeling elephant (P1. IV, b). The coping stone being fragmentary, the kneeling
clephant on the outer face is missing. From the elephant’s mouth issues a long un-
dulating creeper (lasikarma) which continues to the junction of the Return Coping with
that over the South-Eastern Quadrant of the Circular Railing. Then on either face of
the Coping over the Quadrant Railing there again occurs a kneeling elephant issuing
from his mouth the same undulating creeper (P1. IV, a) which continues to the end of
the Quadrant. There are thus two separate beginning for the creeper-design (latiakarma),
one in the Quadrant Coping and one in the Return. How this creeper-design
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was finished in the left end of each Quadrant Coping is not known 10 us, It may
be, as Barua thought, that on the left side the creeperis represented as issuing
forth from (or rather entering or being thrust into) the mouth of a similarly kneeling
elephant. But the coping stone spanning the terminus and the two adjacent pillars
of the North-East Quadrant as erected in the Museum, appears from its peculiarities
to be itself a terminus coping piece ; and in it the kneeling elephant is missing from
either face; on its inner face the creeper, producing forth a bunch of garlands from
its leaf, is shown almost touching the border; on the outer face the border is
matilated, but here also the creeper appears to have touched the border of the coping
and the kneeling elephant is missing. It should also be noted that the kneeling
clephant on either face of the South-Eastern Quadrant Coping is a wild animal
(Pl. 1V, a), while the remaining one on the inner face of the Return Coping is
represented as a tame one, fully caparisoned and more prostrate (PL IV, b) than those
on the Quadrant Coping. If the Quadrant and the Return had originally made a
single whole, the creeper-design on the coping over both would have been continuous,
that is, the kneeling elephant on the outer face of the Quadrant Coping would have
been dispensed with, and the figures of the animals would have been carved alike on
the Return and Quadrant (inner face) Copings. This fact possibly proves that the
Returns were added at a later date.

This undulating creeper (fatikarma) in reality represents the kalpalata or
kalpavalll, The kalpavalli is the Wish-Fulfilling creeper of heavenly origin. It fulfils
all human desires by producing from its tendrils all that mortal men and women want
for their happiness and well being, wiz., costly apparel and ornaments, drinks and
eatables, etc. On the Bharhut Coping the kalpavalli has been represented as a lotus
rhizome issuing out of an elephant’s mouth. As we shall see later on both the lotus
and the elephant symbolically represnt the waters, the primordial source of all creation.
This indicates that to the artists of Bharhut the kalpavalli formed an element of Water

Cosmology.

The kalpavalfi by its meanderings divides the faces of the Coping into a number
of semicircular panels, each of which is filled with sculpture (Pl IT). On the outer
face all these panels are filled with repetitions of the same elaborate representation of
a full-blown lotus flower. On the inner face some of the panels have flowers and
fruits, necklaces, ear-rings and other personal ornaments, others are filled with figures
of lions, elephants and other animals and strange fabulous creatures having the body
of a lion and the head of a man or bird, while the rest are occupied with scenes
from the Jitakas and other stories (Pl. II). These scenes and animals on the one
hand and the bunches of fruits and flowers and oroaments on the other generally
alternate with each other, the former (i.e., the story-telling scenes and animals) filling
the upper and the latter (i.e., the Aowers, fruits and ornaments) the under panels. In
exceptional cases they overlap. In most cases the scene in one panel represents a
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complete Birth-story (Jareka) ; and in a few, one story is distributed into two or more
successive upper panel. In one ecxceptional case four successive upper and lower
panels of the Return Coping are shown to contain scenes which, according to Barua,
depict a Buddhist version of the sinners’ sufferings in hell. This arrangement was
evidently due to want of space. It should also be noted that all the fabulous animals
occur only on the Quadrant Coping. The bunches of flowers, fruits and ormaments
show similarity but no identity of form and design. Among the fruits are to be seen the
mango (amra sahakdra) (Pl. VI, a), custard apple (Bengali atd, Hindi sarifa) (PL. VII, d),
jock-fruit (panasa) (Pl, VI, ¢), and another fruit resembling the date palm. V. S,
Agrawala thinks that the jack-fruit and the mango in reality represent containers, the
former technically known as panasa, both being shaped after the fruits they resemble,
the former for storing wine and the latter for the lac-dye (faksha-raga) to paint the
feet of young ladies. These two fruits “have been specially selected, because the strong
odour of ripe jack-fruit resembles that of wine and the juice of the mango fruit is like
Iaksha-raga™'"

The ornaments include ear-rings of triraina-design (Pl VI, ¢), ear-pendants of
prikara-vapra-kundala type (PL V1, d), collars (Pl. VI, d), necklaces (hara, Pl. VII, a),
girdles (mekhali), wristlets (valaya, Pl. VI, ¢), armlets (keyiira), finger-rings (afiguriya,
PL. VI, d), spiral anklets (pade-valaya) etc. The clothes and apparel are represented
by scarves and siris ornamented with embroidered floral designs. Besides these, the
triratna-symbol, the Bodhimanda and the Bodhi-Tree Asvartha are present in some of
the panels.

This broad line of bas-refiefs is finished on both faces by two elegant borders.
The upper border consists of a continuous line of battlements (prakara-vapra) or
stepped ‘merlons’ resembling the Babylonian ziggurats, alternating with ‘blue lotuses’
(urpalas) in vertical position which are also treated in the West Asiatic (Egyptian) style.
The lower border consists of a row of bells hanging from the ends of a continuous net
supported by poles (7). On the outer face the meshes of the net are interwoven of
ordinary linen thread, while on the inner face they appear to be jewelled. The net on
the inner face seems to truly represent what is called the ratma-kihkini-jala.

{b) Pillars—Below the Coping are the stone posts or pillars (thabho=Skt.
stambha) of the Railing. Most of the intermediate pillars, as has already been said,
are divided into three sections by a round boss or full medallion at the middle and
half medallions at the top and the bottom. All these medallions are filled with
claborate sculpture, chiefly lotus flowers and other floral compositions. But there are
also several showing animals ; and a considerable number shows scenes taken from
Buddhist legend (ie., the Jataka stories) and history (ie., episodes of the last mundane

mv.s.. Indign Art (Yaranasi, 1965), p. 142.
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existence of Buddha Sikyamuni). A few of the pillars bear single life-size figures of
Yakshas, Yakshinis, Devatiis and Magariijas, etc. The bevelled edges of the medallion-
bearing pillars are also decorated, chiefly with flowers are fruits, with human figures,
male and female, standing on the flowers with their hands either in an attitude of
devotion or reaching upwards to the fruits and flowers (Pls. IT, XXIIT & XXIV). On
some pillars these flowers bear elephants (Pls. 111, a & VIII, ¢), winged horses monkeys
or peacocks (PL XXII, b), while parrots (Pl. XXIl.c) and squirrels (Pl. XXII, d)
hang from the branches and nibble at the fruits.

The ornamentation of the terminal and corner-pillars of the Quadrants and
Return is different from that of the other pillars. The pillars of the ioner corners
generally bear life-size figures of mounted standard-bearers, both male and female,
(PL. 111, d}, while the left-hand terminal pillars of the Quadrants have Yakshas,
Yakshinis, Devatis, and Nigarijas etc. On the outer corner and also on the
terminal pillars of the Returns, the faces and sides arc generally divided into a
number (generally three) of square panels by horizontal bands of railings depicting
Jataka stories, and lief-scenes of the Buddha on a rather elaborate scale. Several
of these scenes are very interesting, as the inscriptions attached to them enable us to
identify the different scenes with certainty.

(c) Cross-bars—The stone cross-bars (sicki) of the Quadrants and most of
those of the Return have circular bosses or medallions on each face, which are decorated
with various subjects similar to those of the pillar medallions. Amongst them,
however, there are very few Jatakas, but they present us with several humorous scenes
and a great variety of floral ornaments of singular beauty. A few of the cross-bar
medallions are decorated with geometrical pattern (Pl XVI, ¢ & d).

Some of the cross-bars of the Return Railing contain oblong panels on each face
depicting scenes from the life of the Buddha. Only one of these cross-bars, fitted in
the Return Railing erected in the north-eastern side of the Bharhut Gallery is in the
Indian Museum. The other cross-bar, of which the two faces have been split apart,
had been lying in & Matha at Unchhera'', from where it had been acquired about
1938!* by the Freer Gallery, U.S.A.

Date of the Railing and the Gateway

The evidence for determining the date of the Railing (vedika) and Gateway
(torana) of the Bharhut Stiipa consists of the contents and palacography of the Brihmi
inscriptions found therein. These will be discussed in detail in our chapter on the
inscriptions. Suffice it to say here that according to the dedicatory inscription on one

*iCunningham, The Stupa of Bharhut, (Reprint, Varanasi, 1962}, p. |
*Coomaraswamy, A.K., “Two Reliefs from Bharhut in the Freer Gallery,” JISOA, Vol vI,
(1938}, p. 145 fL.
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of its supporting pillars, the gateway (forapa) was caused to be erected (kirita) by (king)
Dhanabhiiti *“*during the reign (or in the dominions) of the Sungas™ (Suganaii raje).
Founded by the general (Semapati) Pushyamitra who supplanted the Mauryas, the
Suoiipas referred to in this inscription formed a dynasty that ruled over portions of
northern and central India between 187 and 72 B.C.

There are also a large number of votive inscriptions engraved on the Railing
which serve as labels to the reliefs carved on it and record the names of the donors who
provided funds for the construction of the different parts. The language of the
Gateway and Railing inscriptions is a form of Prikyit that differs from the Prikrit of
the inscriptions of Asoka. Palaeographically, the Railing inscriptions fall into two
groups. The majority belong to a date prior to that of the Gateway inscriptions,
while there are a few that appear to be contemporaneous with them.

The characters of the former group of Railing inscriptions are very similar to
those of the Besnagar Garuda Pillar inscription of Heliodoros, differing only in having
a straight ra. Heliodoros, as we learn from his record, was an envoy (yoma-dira) of
the Indo-Greek king Antialcidas (Asutalikita) who is generally supposed to rule in the
Taxila region during the middle of the second century B. C. On palacographic and
other grounds the Heliodoros inscription is assigned to cired 125 B. C, which also
appears to be the date of the majority of the Railing inscriptions at Bharhut,
The Railing, therefore, appears to have been erected during the third quarter of the
second century B. C. (150—125 B. C.).

The letter-forms of the Torapa inscription of Dhanabhiiti shows some definite
development when compared to those of the majority group on the Railing. A period
of three to five decades has to be allowed for this development. The Torana, therefore,
appears to have been erected about 75 B. C., towards the fag end of the rule of the
Suagas in central India. To about this period (80—50 B. C.) are also to be assigned
the few inscriptions on some of the pillars and cross-bars which owe their existence to
repair and replacement of the older members of the Railing.

RELIEFS OF THE BHARHUT RAILING

On thematic considerations the reliefs on the Railing may be divided into two
main categories, viz.,

(@) Reliefs illustrating subjects of popular interest and mythology ; and

(b) Reliefs illustrating Buddhist legend and history.

Group (a) reliefs may again be divided into two sub-groups, viz.,

(i) The so-called ‘Decorative reliefs’. These bear no inscribed labels, and
according to most scholars consist of & repertoire of forms and designs, floral, animal
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and geometric, used mainly for the beautification of the Railing. As we shall see in
our exposition in the following pages, most of these forms and designs (or motifs) bear
a deep symbolical meaning, easily understood by the people at large, forming the
iconography of the popular faiths, which may be designated as ‘Water Cosmology'.
These reliefs exhale an aroma of the common people about them. Suffused with
inherent beauty and pregnant with apparent symbology, they required no descriptive
labels, but directly appealed to the popular sense of the beautiful and the divine. This
accounts for their profuse occurrence on the Railing.

(ii) Life-size figures of popular gods and goddesses. Most of these life-size
figures bear labels announcing their names. These labels are, therefore, sure guides
to their identification. From these we learn that most of these figures stand for
popular deities, like Yakshas, Y akshinis, Niigas and Devatiis, gods and goddesses of
fertility and prosperity, in some way or other connected with “Water Cosmology”. As
these deities owe their existence to popular inspiration ingrained in popular mores and
beliefs, they cannot be dispensed with ; so, the artists of Bharhut have requisitioned
their presence and service as devotees and of the great Master to convince the people
of the superiority of the Lord (bhagava) and his Faith (Dhamma) over those of the
demigods who offered homage to him.

Group (b) reliefs may be divided into three sub-groups ; viz.,

(i) Reliefs illustrating the presence of the Former Buddhas by the Bodhi-trees
peculiar to them.

(ii) Reliefs illustrating the Jarakas, that is, stories of the previous existences
or births of the Buddha, before he was born as Sakyamuni.

(iii) Reliefs depicting scenes from the life of the historical Buddha in his last
mundane existence as Sakyamuni.

Most of the reliefs of Group (b) (i) to (iii) bear descriptive labels, which help us
in identifying the various scenes and stories. From a study of their illustrations on the
Railing we learn that by the middle of the second century B. C., when the Railing was
erected, the Buddhist myths and legends have already condensed into a formable shape,
though they had not yet got their final shape as codified in the scriptures (Tripilaka)
and other religious books.

So long the attention of scholars has mainly been devoted to the elucidation
and identification of the various Buddhist scenes shown in the Railing, B. M. Barua’s
monumental work on Bharhut in three volumes®® appears to be the final word on the
subject, and deserves careful reading. Scant attention has been bestowed on the so-

“*Barua, B. M., Barkut, Books IIII, published during 19310 1937, by the Indian Research
Institute, Calcutta.
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called *'decorative™ reliefs. 1f the Bharhut Railing in the Indian Museum is truly
famous, it is for its “decorative™ reliels and the life-size figures, both of which are
popular by affiliation. What at once catches the eye and the imagination of a visitor
when he first gazes at the Railing are the array of floral designs and fabulous animals,
the beautiful damsels on the chamfered edges of the pillars and life-size Yakshas and
Yakshipis, who by their lyrical loveliness at once draw attention, and not so much the
scenes of Buddhist legend and history which deserve minute study from close quarters.
During his twenty years’ service in the Indian Museum the present author has many
times been asked by foreign visitors to explain as to why so many lotuses are there on
the Railing and the import of the fabulous animals on the Coping. The Indian
visitor, who by his upbringing has not yet forgotten all his traditional heritage, auto-
matically understands the import of some, though not of all, of these motifs, like the
Paryakumbha, Gaja-Lakshmi, etc.

Of all scholars, it is Coomaraswamy'® who has seriously tried to elucidate the
meaning of these “decorative” motifs. His pioneer work on the subject even now
remains the *bible’ on *“‘decorative”™ motifs in Indian art. In the present author’s
exposition of the “decorative art” of Bharhut, Coomaraswamy has always remained as
the ‘philosopher and guide’. In many places the present author could do no better
than summarize the great pioneer's ideas, and only in a few rare instances he has been
able to amplify, supplement and expand upon his ideas. This Part I on the remains
of Bharhut which mainly deals with the “decorative art” and popular deities appearing
on the Railing has, therefore, been dedicated as a mark of the author’s gratitude to the
august memory of the great Ananda Kentish Coomaraswamy.

MCpomaraswamy, A. K., Fakshas, Parts [ and IT [(Reprinted by Munshiram Manoharlal,
Delhi, 1971}
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CHAPTER 11

THE DECORATIVE RELIEFS

A large number of the reliefs, showing a remarkable variety of patterns and
designs, are mainly decorative in character. They generally occur on the semicircular
panels of the coping and on the full and half medallions of the pillars and cross-
bars. It is often found that the same design occurs on both faces of the
cross-bar.

It should be noted at the outset that Indian ‘‘decorative art” is not a mere
repertoire of forms and designs used only for the purpose of ornamentation with no or
little significance attached to them. On the contrary, the designs of Indian ‘“‘deco-
rative art" are always explicitly significant and form a definite iconography. On the
basis of its chief components the *“‘decorative art” of Bharhut may be divided into
three categories, viz., the Plant Style, the Animal Style and the Geometric Style. In
most cases, the Plant Style and the Animal Style are associated with each other, and
human figures, both male and female, occur along with them. It will be apparent
from our exposition in the following pages that the Plant Style and most of the motifs
of the Animal Style constitute the iconography of “Water Cosmology.”

Every society of the ancient world had its own cosmogonical myths. These
myths were, no doubt, influenced to a great extent by the physiographical, ecological
and cultural environment in which the societies in question grew and developed. But
when the earliest cosmogonical myths of these various societies are taken into consider-
ation and compared with each other, there emerges a pattern which may be
designated as “Water Cosmology”, that is, a body of ideas and beliefs in the origin of
the Universe (cosmos) from the waters,

WATER COSMOLOGY

The earliest references to Indian ideas about ‘“Water Cosmology™ are found in
the Rigveda and other Vedic texts, where they occur side by side and mixed up with
other more philosophical cosmogonic concepts, e.g., Origin from Purusha'. In the
later Vedic texts, particularly in the Upayishads, all these speculations ultimately
culminated in the conception of Brahman (Absolute) as the source of all Creation.

1 Rigveda, X, 90, 1-16 {Purusha-sukta).
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The passages in the Vedic literature which form our evidence in this respect are,
however, very much involved in meaning and significance ; and so, it is difficult to
get a clear and coherent picture of the cosmogonic ideas contained in them. For
this purpose we have to collate all the Vedic myths of Creation and interpret them in
the light of similar ideas held by other peoples of the ancient world. Considerable
work in this respect has been donme by scholars like Norman Brown®, Kuiper® and
Irwin*. The present author is greatly indebted to these scholars for his exposition of
the process of Creation envisaged in the myths of “Water Cosmology™ which may be
summed up as follows :—

; (1) Inthe beginning there was only water, conceived as an all-pervading
Ocean®, which symbolized the element of Chaos®. Yet, paradoxically, this Ocean of
Chaos was supposed mystically to contain within itself the germ®, thatis, the poten-
tiality®, of the origin of the Universe and all life contained therein. *“*Water Cos-

*Norman Brown, W., “The Creation Myth of the Rig-veda", Journal af the American Oriental
Society, Vol. 62 (1942), pp. 8598,

"Kuiper, F.BL, (i) “The Three Strides of Vishnu"', Fadological Studies in Honour of W. Norman
Brown, American Oriental Society, (1962), pp. 137-51; (ii} **The Bliss of Asa™, Indo-Iranian
Journal, Leiden, Vol. VIII (1964), pp. 96129 ; (iii) “Cosmogony and Conceplion :a Query”,
Journal af the History of Religions, University of Chicago, Vol. 10 (1970), pp. 91-1383 {iv) “The
Basic Concept of the Vedic Religion®, ibid., Vol. 15 {1973}, pp. 107-20.

iIrwin, J., * “Adfokan’ Pillars; a reassessment of the Evidence—Part 1V : Symbolism™, The
Burlington Magezine, Vol. 118, (November, 1976}, pp. 734733,

*Sataparha Brihmapa, X1, 1.6.1 _fyerily, in the beginning this (universe) was water, nothing
hut a sea of water.'

Atharva-veda, X1 1. 8—"That ecarth which formerly was water upon the ofean......"

In the {igveds the same idea is implied in X, 129. 1; and in the passages where the Waters are

invoked as the Mothers, e.g., X. 8L 5.

In the Brikodirapyaka Upauithad, V. 5. 1, the order of Creation (genesis) is stated in the Tollow-
ing sequence ¢ “In the beginning this (world) was water ; water produced the real (safyam,
ie. all that exist); and the real (safyam)is Brahman ; Brahman produced Prajipati ; from

Prajipati the Devas'.
*That the primeval state of affairs before Creation began was all-pervading Chaos is found in

Pigveda, X, 129. 3.
t Rigveda, X. B2, 6—"The waters, they received that germ primeval wherein the .Endl.
were gathered all together ; rested upon the Unborn's navel,...... "=+ and X. 121, T—What time
the mighty waters came, containing the universal gorm, i

* igveda, X. 129. 1, states that the primeval chaotic condition was neither *existent’ nor *non-
existent’, that is, theére was at one time such an indistinct state when nothing did actually
exist and therefore it was not an "entity’, but 2 it contained in itself the latent potentiality
of existence, it was nof also a ‘non-entity’. What matters in this description is that the
primeval condition of chaos and confusion, though it baffled all comprehension, was supposed

by the composer of the hymn (o possess the potentiality of creation of the universe.
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mology" thus *‘conceives of the waters as containing ceriain powers of abundance
that direct, or at least symbolize or represent, the operations of the life-force as it
wells upward from its sources in the waters®.

{(2) From the bottom of this chaotic Cosmic Ocean there arose a lump of solid
matter, described in most of these myths as a clod of earth!?, which floated restlessly
on the surface of this ocean. This clod of earth gradually expanded and became the
Primordial Hill, which ultimately developed into this Universe. This is the first stage
in the creation of the Universe, when the Primordial Hill was still *unfixed” and
floated without foundations in the Primordial Ocean. Al this stage, heaven and earth,
and all other dualities, like day and night and the male and female principles remained
compacted and undifferentiated within this Primordial Hill, and consequently, there
was no life.

(3) 1In the next stage of Creation the Primordial Hill became “fixed” in its
foundations in the Primordial Ocean. Simultancously with this “stabilization” of the
Primordial Hill several other things took place. The most important of these was
the separation of the heaven and earth by the agency of the Primordial Hill. While
separating the heaven and earth, the Primordial Hill also released the sun from the
Cosmic Waters ; and the sun not only brought light into this world, but by its diurnal
course of rising in the east and setting in the west introduced the element of Time into
this Universe. Thus was created the duality of Day and Night in the train of which
all other dualities, like the male and female principles, appeared, and the cycle of the
life process in this world was set in motion. According to the myths, in this second
stage there also arose out of the Primordial Hill the Tree of Life from which originated
the gods and men and beasts and all other life.

Rigvedic tradition attributes all these demiurgic actions, viz., the “‘pegging” of
the Primordial Hill to the bottom of the Primordial Ocean, separation of the heaven

sCoomaraswamy. A.K., Yakshas, Part 11 (Reprint edo., 1971}, p. 15.

190ne of the Rigvedic myths informs us that the clod was raised from the bottom of the
Cosmic Ocean by Prajipati, who dived into the waters in the form of a boar. (¢f. Kuiper,
“Cosmogony and Conception : & Query” Journ. of History of Religions, Vol. 10 (1970}, p. 102, for
a discussion of this myth).

We need not bother if some particular function in the process of Creation as envisaged in
*sWater Cosmology™ sometimes nttributed to some particular god in the myths. This simply
shows the superimposition of later ideas on the original kernel of the myth,
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and earth, and the release of the sun from the Cosmic Waters, to Iodra'’. This
simply shows that to the Vedic myth-makers the Primordial Hill, which was considered
to be the World Axis, was identical with the god Indra. This is also proved by the
Skambha-hymns of the Atharvaveda® which say that Skambha is Indra, and Indra is
Skambha. Modern scholars are puzzled by the obscurity of these hymns ; but, as
has been pointed by Irwin'®, the obscurity “vanishes once one recognizes that in
ancient India Indra was worshipped in the form of the Indra-pillar," (Indra-dhvaja),
which was the same thing as the Skambha of the Atharva-vedic hymns and stood for
the Primordial Hill as the Axis of the World. *“The important point is that the Indra-
pillar was never a mere symbol of the god ; the pillar was an actual manifestation of
the god himself™.'* 1t should also be remembered that one of the synonyms for the
Indra-dhvaja is Indra-kila. As the word kila means “nail” or “peg™, this designation
for the World Axis not only refers to Indra’s demiurgic act of “pegging™ the Primordial
Hill to the bottom of the Ocean, but also to the identification of Indra with the
Primordial Hill which got itsell *“pegged” to the bottom of the Cosmic Ocean, thus
establishing the ground for the creation of the Universe.

(4) The Primordial Hill which separated the heaven and earth is variously
conceived in the different myths as a mountain (giri, adri, or parvata) a tree (vanaspati),
or a pillar (skambha, stambha). As has been pointed out by Irwin'®, “these images
are often used interchangeably and stand for the same metaphysical concept of the
World Axis or Axisx mundi”. The point where the Axis touched the earth is known as
the “*Navel of the Earth™ (Greek omphalos, Hebrew tabor, Vedic bhuvanasya nabhih, Skt.
prithvinabhi, etc.). Scholars engaged in Hellenic studies at first explained the smphalos
as a tomb (the tholos graves of the early inhabitants of Greece) which was considered
to be the womb of Mother Earth where all mortals return after death. Modern

scholars after analysing the Greek myths about the omphalos have, however, come to

11 Figveda, VIL 23, 3 —“Indra, when he had slain resistless foemen (ie, Vritra), forced with
his might the two world halves (l.e., heaven and earth] as under™.

The simultaneity of Indra’s pegging the Primordial Hill to the bottom of the Cosmie
Ocean and his separation of the heaven and earth is implied in Figvedas, IT. 12.2.—"“He who
fixed fast and firm the earth thot staggered, and set at rest the agitated mountains: who
measured out the air's wide middle region and gave the heaven support, He men, is Indra™.
The simultaneity of Indra's separation of the heaven and earth and his release of the sun is
implicd in Rigreda, VII. 3.6,—"With might hath Indra spread out heaven and earth, with
power hath Indra lighted up the Sun™. and in Flgveds, T11. 32.8—"Many are Indra’s nobly
wrought achievemenis,.........he bearcih up this earth and heaven, and doer of marvels, he
begot the Sun and Morning"™.

18 dtharva-veda, X, 7 and 8.

Urwin, J., * "Afokan’ Pillars : a Reassessment of the Evidence—1V : Symbolism™, Thr Bur-
lington Magazine, Yol. 118 (November, 1976), p. 740, {n. 24.

WTrwin, J., ibid., p. 740, fn. 24,

Wirwin, 1., ibid,, P. T38.
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the conclusion that the Navel of the Earth in reality “*designated the mythical spot at
which heaven and earth were separated™ by the Primordial Hill or Axis mundi—*‘in
other words, the spot at which our universe was literally ‘born’ Ll

To the ancient peoples who fashioned these myths creation of this world was
not an event which happened in the modern historical sense of time and space, once
and for all. “It happened in sacred time, which was cyclic. It was therefore a recurr-
ing event ; and if the Universe was not to slip back from Order to Chaos, the Creation
had to be re-enacted whenever the overthrow of established order was threatened or
even feared”.!? This is examplified, amongst others, by the Pauriigik myth of
Anantatiyi-Vishgu which tells us how after a period of divine creation the Supreme
Deity slept on the coils of the serpent Ananta in the midst of the Cosmic Ocean to be
awakened, after an interval, to a renewed paroxym of Creation when the Universe was
threatened to destruction by the depredations of the forces of Evil, represented by the
demons Madhu and Kaitabha, thus illustrating the cosmogonic theory of the cyclic
creation and re-absorbtion of the Universe by the Deity.

Again, as the ideas contained in these myths are mystical in nature, the concept
of space in our sense of exact geographical location may be dispensed with, and “there
could be any number of Navels of the Earth without logical inconsistency.”*®

As has been pointed out by Irwin, ancient man’s obsession with how the world
began was governed not by our own ideas about such matters, but “by his desire to
get into right relationship with the sacred world as the source of cosmic order and as
the key to the perpetuation of life.”"*® To him, therefore, the Navel of the Earth with
the World Axis placed on it was the supreme link between the human and the celestial
—ithe channel through which Cosmic Order was imposed on this world of ours. Bya
metaphysical extension of this logic, any spot where man had been in communion with
celestial or supernatural powers may be considered as a Navel of the Earth located at
the base of the Axis of the Universe. This applies to any shrine or temple where the
devotee comes in contact with the Divine, or to any spot consecrated by the divine
revelation (siddhi) of a saint. Thus in Buddhist literature the bodhimenda or vajrisana
under the Bodhi Tree where Buddha Sikyamuni received his Enlightenment (sambodhi)
or any other similar seat of a former Buddha has been described as sited on the Navel
of the Earth??, and worshipped as such.

We have already mentioned that in the Vedas “Water Cosmology™ is found
mixed up with, and in fact, plays a subordinate role to other more philosophic cosmo-

Wirwin, 1., ibid.. p. 378,
Wirwin, J., ibid,, p. T39.
Wrwin, L, ibid., p. T38.
Wrwin, J., ibid,, p. T39.
"Barua, B, M., Barhut, Book 1T (1934).
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gonic concepts. The Vedic people appears to have inherited these ideas in the form of
an old popular mythology, a legacy from the olden times, which persisted and had to
be dovetailed with the philosophic ideas of the Vedic Aryans. The reason for this
appears to be that the original Vedic Aryans being a mainly pastoral people were maore
concerned with their herds of animals than being fully conversant of the operations of
the powers of vegetative growth.

On the other hand, cosmogonic conceptions of origin (gemesis) in the waters
were prevalent amongst many of the bronze age civilizations of the Nile®!, the
Euphrates®*, and possibly also of the Indus Valley, to whom water, in the form of
perennial rivers, was the prerequisite of vegetative growth and communal welfare and
happiness.

From the above discussion it will be apparent that “Water Cosmology” was
originally the popular cosmogonic belief of the settled populations of the riverine civili-
zations, and that the Vedic Aryans inherited this conception through their contact with
the original population of the land where they settled.

For a proper understanding of the “Plant Style” of decoration on the Bharhut
Railing the main points of “Water Cosmology™ may be summed up as follows. From
the Primeval Waters arose the Plant which is the Tree of Life, and from the Plant all
other things, gods, men and beasts, Water, as rasa, exists everywhere, as sap in the
trees, as clouds in the heavens, as rivers and oceans in this terrestrial earth, as semen in
men and animals, and as saliva in the mouth, each of which can serve asa source of the
Tree of Life. This Tree of Life, or World Tree, as it is sometimes called, is an undying
Asvaltha (Pipal, ficus religiosa) or Nyagrodha (Banyan, ficus Indica) according to the
various myths preserved in the literature. But in the Plant Style of decoration at
Bharhut (and later in the Paurdgik myth of the Birth of Brahmi) it is always the lotus
plant. In the art of Bharhut the Tree of Life, represented by the lotus plant, symboli-
zing the actoal act of creation, is shown to come out either of the mouth or navel of
a Primal Male, or from a Full Vase, or from the Makara’s mouth—all of which repre-
sent the waters,

PLANT STYLE

In the Plant Style of decoration at Bharhut the lotus fiower plays the most
predominant part. To the Indians the lotus has always been the fairest of fowers, the
emblem and embodiment of beauty and purity.

Except the medallions showing the upper surface of a single full-blown flower??,
it is the whole lotus plant that is generally represented on the Railing. This plant

*1Hastings, J. (ed.), Encyeclopaedia of Religion and Etkcs, Vol TV (1911}, p. 144 1.
*"Hawtings, J. (ed.), Encyclopaedia of Religion and Ethics, Yol IV (1911), p. 128 L.
"8cY. central lotus in Pla, IX-X1L
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consists of a rhizome, with nodes at regular intervals, each node giving rise to numer-
ouns independent stems containing leaves and flowers and buds. The idea of a creeping
submerged rootlike stem which throws off the blossoms is thus always present. This is
always the case whether the plant rises from the Vase of Plenty (Pl X1, b), or issues
from the mouth (Pl XV1I, b) or navel (PL. XVII, a) of the squatting Yaksha, or winds
its meandering course along the Coping (PL. 11) or the medallion (Pls. X, a ; XII, d;
XV, ¢). The suggestion is thus always there that this plant which, according to the
tenets of “Water Cosmology”, is the Tree of Life, the source of all creation, belongs

to waler.

That the Tree of Life belonged to and originated in the waters appear to be
more directly suggested by two of the crossbar reliefs at Bharhut. The former (PL
X1I, @) in actuality depictsa lotus-pond (padma-sarasi) teeming with a multitude of
lotuses, both padmas and utpalas, together with leaves and buds. The other (Pl, X11, &)
shows a lotus plant, no doubt, the Tree of Life, arising, not from the Vase of Plenty
(Pirpaghata) or from the Yaksha's mouth or navel, but from the apex of a triangle.
This triangle, no doubt, represents a submerged hill, like the Mainika Mountain of
later Pauriinik mythology, thus indicating the Tree of Life's aquatic associations.
However, in Pauripik mythology, the Mainika Mountain is never described as the
source of the Tree of Life ; and as the decorative art of Bharhut depicts 2 more primi-
tive and archaic stratum of the Creation Myths, it is more probable that the triangle in
reality represents the Primordial Hill of the earliest Indo-Aryan tradition (giri, adri or
parvata), which was believed to have arisen in the first stage of Creation from the
bottom of the Cosmic Ocean, and from which again the Tree of Life or the World
Tree grew in the second stage of Creation®*. The Bharhut relief, therefore, not only
indicates the lotus plant’s associations with the waters, but depicting, as it does, one
of the earliest cosmogonic legends of the Indians, it also refers to the tree of Life's
metaphysical origins from the very fundaments of the cosmos beneath the oceans.

But what is more important to note is that the lotus is not only supposed to be
associated with water, or the plant to represent the Tree of Life, but that there existed
a continuous tradition according to which it symbolically represents the waters; and
so, the plant itsell may be taken to be the source of all Creation in this Universe ; and
secondarily, the earth which, like the lotus-flower, rests on the water. Thus, a passage
in the Satapatha Brikmana®® says, “The lotus means the waters ; and this earth is a
\eaf thereof ; even as the lotus leaf here lies spread on the waters, 50 this earth
lies spread on the waters”™.

The botanical structure of the plant is also suggestive of its appropriateness 10
serve as a reproductive life-symbol. As represented at Bharhut, in nature also, the

"45eg ante,, pv 2L
st Satapatha Brikmava, VIL 4. 1.E.
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plant consists of a rootlike stem or rhizome which creeps along the bottom of the
pool, producing nodes at intervals. Each node bursts into fresh rootlets which get
embedded into the bottom of the pool. From each junction of the rootlels with the
node comes out more stems, which then rise separately to the surface of the walter, on
which the flowers, leaves and buds blossom. Thus, the habit of growth of the lotus
plant serve “as a perfect image of the continuous perpetuation of life originating in
the waters™ 9,

In this connection, mention may be made of the “lotus simile”, found in a
number ‘of passages in the Buddhist canon®® in which the Buddha is likened to a lotus
flower which, though born in water, remains undrenched and unsullied, no matter how
impure may be the water of the pool, as had been the Buddha himself, who being born
in this earth full of @savas (imperfections) rose above them and remained unsoiled
and pure. The conception of the Buddha as a supramundane (lokuttara) Being
emerged very early in Buddhism, and the Bharhut artists might have found in the lotus
a device to represent this aspect of the “Buddha conception™.

In whatever way the Buddhisﬁ may interpret it, there is, however, no doubt that
to the Indians the lotus has always mainly remained a symbol for life and creation.

The Plant Style of decoration consists of the following motifs :—

(1) Full-blown Lotus fower (Pls. IX—XI and Fig. 2, a-d)— These occur in
profusion on the medallions of the pillars and cross-bars and also on the outer face of
the Coping. For this reason the Railing is called the Padmavara Vedika. In the full
medallions the flower is shown in its entirety (Pis. IX—XI) ; in the half medallions
only a half of the design can be accommodated in their semicircular compass (P1. XX,
a, b). The flowers are all Indian lotuses (padma) of which the botanical name is
Nelumbium speciosum or Nelumbo nucifera (Fig. 2, a). They are depicted as if shown
from the top. In the centre is the circular pericarp (karwika) with the ends of the
seed-capsules (carpels) in position. The pericarp is surrounded by a circle of thread-
like stamens. These in turn are encircled by the spreading petals. The flowers are
generally of the hundred-petalled (fatadalapadma) variety. The petals of the front row
are shown in their entirety placed side by side around the circle of stamens. The
tips of those the back rows are shown peeping through the upper ends of the front row.
In the majority of cases, the petals are shown spread in such a way that their tips point
outwards, that is, towards the circumference of the medallion away from the pericarp.
But in a few examples (23, 58, 65, 152), they are shown to droop and double back over
the circle of stamens with their tips pointed inwards towards the inner pericarp

" Irwin. J., " "Asokan’ Pillars : a reassessment of the evidence: Part II1: Caplials, The
Burllngton Magazine, Vol. 117 (Oct., 1975}, p. 640
""Rhys Davids, Dialogues of the Buddha, Vol, I1, p. 3L
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(Pls. IX, b, ¢). Great variety has thus been produced within the type, so that no lotus
appears to be an exact copy of the other.

A sub-variety within the motif consists of those medallions that contain a human
bust, cither male or female, within a full-blown lotus flower (Pls. XI1I-XV). In these
reliefs the human bust takes the place of the pericarp and the spreading petals and
stamens serve as border around it. Most of these busts are decked with rich attire and
ornaments. Variety within the type is produced by such expedients as when a man
(Pls. XIII, d; XIV, d) or a woman (Pl X111, ¢) carries a lotus or some other flower,
or a woman is engaged in her toilet holding a mirror in her hand (P1. XIV, a).
Generally the cross-bars of the middle row of the Railing contain the bust-bearing
medallions. All the five middle row cross-bars of the South-Eastern Quadrant contain
such human, both male and female, busts on the medallions of the inner face, one of
them being that of a lady engaged in her toilet holding & mirror in her left hand
(Pl. XIV, a), known in Indian iconographic texts as darpani. It is interesting to note
that in this particular representation, the lady is shown wearing an ahkuta-shaped
tatoo-mark on the left cheek just below the left eye. Another medallion {67) on a pillar
has a lotus containing a male bust with a grotesque face decorated all over with tatoo-
marks, a snub nose with broad nostrils and long conical asinine ears (P1. XV, b).
This may respresent a Yaksha, whose image has been shaped after the contemporary
type of aboriginal tribal people of Central India.

Some scholars are inclined to think that these busts represent some sort of
divinities. Taking the stamens, which surround the face in place of the pericarp,
to be the rays of the sun, some of them tentatively identified the male figures
as Surya. Majumdar, however, appears [0 have hinted at the correct line of investiga-
tion when he says that “they (i.e., the busls) perhaps represent the contemporary 1ype
of wealthy citizen or member of the aristocratic family®®".

From his own investigations the present author has come to the conclusion that
the busts on the pillar medallions may represent some sort of divinities, possibly
Yakshas and Yakshis or some deities associated with “Water Cosmology™. For
example, the grotesque bust just referred to (PL. XV, b) appears to be no other than
that of a Yaksha. Similarly, the lady shown upto the waist inside a roundel in medal-
lion No. 219 (Pl. XV, ¢) is perhaps no other than a Yakshi, personification of the
reproductive spirit residing within the lotus plant (Tree of Life) held by the Yaksha
squatting below. But those on the cross-bar medallions appear in reality to be the
portaits of the donors who dedicated them. All these bust-bearing cross-bars contain
dedicatory inscriptions recording the names of the donors who made that particular
gift. It is found from these records that, except in two cases (96, Pl X111, b and 102,
Pl. XIII, ), the cross-bar that bears a male bust is the gift of a gentleman, and that

"mmm.n.ﬁ,.Guﬁm;hmwnm:ﬂmmmmmp.m
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which has a female bust is the gift of a lady. Two of the cross-bars bear male busts
on both faces, viz., 138 (PL. XIV, ¢) and 147 on a cross-bar of the South-East Quadrant
and 193 and 200 (Pl. X1V, d) on one of the Return in front of the Gateway. In both
these cases the two busts on either face of a particular cross-bar are completely
identical and appear to possess the same individual features, as should be in the case
of a portrait. One of the cross-bars, a gift of a gentleman [&ina, bears a male bust
on one face (120, PI. XIII, d) and a female bust on the other (165, P1, X111, ¢). The
male bust, no doubt, is that of Tiina, the donor; and the female bust appears to
represent his wife, who might have accompanied her husband in his pilgrimage and
taken part in his act of piety. It should be noted in this connection that the Dharma-
#dstras enjoin the wife as sahadharmini, to participate in the religious acts (dharmu-
karma) and the acts of piety (damakarma) of the husband.

Generally, the full-blown lotuses of both the sub-groups are placed within a
circular border which may be a plain or ornamented flat moulding (Pls. IX, a, d : XI,
b, d), a twisted rope (Pl. X, a, b, ¢), a row of beads (Pls. IX, b; X1, ¢), or bead-and-
reel (Pl. X, d) or a border of wreaths. Beyond this border there are other ornaments,
floral, animal and geometric, forming an outer.ring around the flower, e.g., a row of
winged lions (Pl. XI, ¢). or elephants carrying lotuses in their trunks (Pl X1, d), or
pecking geese and swans (Pl. XI, @), an array of serpents’ heads (Pl. XX, d), a meander-
ing lotus creeper with full-blown lotuses (padma) andjor “blue lotuses” (utpals) and
buds (Pls. X, @ ; XII, d)—in one instance the meandering crecper is shown issuing
out of a pot (Pl. XI, b)—a meandering vine creeper with leaves and bunches of grapes
(PL X, b), various sorts of floral designs (Pls. IX, a: X, ¢} and scroll-work {PL IX, &),
and geometrical patterns like hatched chevrons (Pl XIII, ¢, d) etc. These outer
borders, particularly those of the animals and meandering creepers, give an illusion of
perpetual movement around the fixity of the full-blown lotus flower in the centre. In
some instances the border of moulding, rope design etc., between the central lotus and
the outer ring of ornament is missing, and the full-blown lotus is directly surrounded
by an outer row of lotus petals (PL IX, ¢), Medallion No. 162 (PL XIl, ¢) on the outer
face of a pillar deserves particular notice. Here there is no inner border around the
lotus, nor any outer ring of floral, animal or geometric ornament asis usual in the
majority of cases. A large full-blown lotus covers the entire field, with row after row
of petals (actually seven rows), one beyond the other, each row peeping through the
interspaces of the row below, making a ripple design of much beauty and novelty
around the first row of petals.

Altogether 114 full-blown lotus-medallions and 13 bust-bearing lotus-medallions
are displayed in the Bharhut Gallery. Of these 101 full-blown lotuses and 11 bust-
bearing lotuses are contained in 64 cross-bars ; and 13 full-blown lotuses and 2 bust-
bearing lotuses are on the full medallions of 11 pillars. All the bust-bearing medallions
of the cross-bars belong to the middie row.
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Besides the lotus medallions just referred to, showing the top surface of a
single full-blown flower, there are some other representations, both in medallions
where the whole plant is to be seen and on the chamfered edges of the pillars where
they serve as pedestals (pitha) for the human and animal figures, which show the
flowers in peculiar stylized renderings. Here, like the “blue lotuses™ (utpala), the
flowers are shown in the profile, and two varieties of these representations may be
discerned. Some show a full-blown flower that has just blossomed being in the prime
of its youth and beauty with the tips of the petals pointing upwards (Pl VIIL e ; Fig.
2, d). The others, and these form the majority, show a flower which is not only full-
blown, but appears to be over-blown, just before fading out, with all the petals droop-
ing down touching the stem below, completely exposing the pericarp and the stamens
(Pl. VIII, ¢, Fig.2,¢). Insome of the representations of this variety, the flower is
heart-shaped (PL VIIL, ¢) ; in others, it assumes the form ofa rimless globular pot
(ghata) covered with a large lid (P1. XV, d).

Coomaraswamy held that the so-called “bells” of the Afokan capitals derived
their origin from some prototype resembling stylized lotuses of the second variety jost
referred to. He thought that the *bell”, “cable-moulding” and abacus of these
capitals correspond to the drooping petals, stamens and pericarb of a stylized lotus of
this type,®* which must have inspired the artists in inventing the capitals. Irwin, how-
ever, thinks that Coomaraswamy’s proposition is “too weak to convince anybody but
the already convinced.”3?

There appears to be much convincing argument in Irwin's contention that
the Afokan capitals derived their peculiar shape and form from the technicalities
involved in the manufacture of portable dhvajas (some of which are depicted
on the Bharhut Railing of. PL.IIT, d) which, being in the aesthetic lineage of the
monumental pillars, must have served as their prototypes.®* These portable dhvajas
had their shafts made of wood and their emblems of copper. In the preparation of these
standards (dhvajas) the copper emblem must have been fitted to the top of the wooden
pole by means of a metallic tennon or dowel, similar to the one which fixed the Ram-
purva Lion Capital to the corresponding shaft. This would have necessitated drilling a
hole in the top surface of the pole ; and to prevent the tendency of the wooden pole
to split, especially as the metallic emblem must have been heavy in relation to the light
wooden shaft, the outside of the top portion of the pole would have to be bound with
cord in several windings. Such horizontal binding, interrupting the upward flow of
the eye to the crowning emblem, would inevitably have spoilt the artistic effect of the
whole composition ; and to counteract this, the horizontal binding would have to be

e EHELIA S
s"Coomaraswamy, A. K., “Origin of the Lotus (so-called Bell) Capitals", Indian Historical
Quarterly, Vol. 6 (1930), pp. 37275,
sofpwin, 1., ibid., The Burlington Magazine, Vol. 117, p. 638,
s1[rwin, J., fbid., pp. 638-39.
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covered by hanging drapery. This would have imparted a slight bulge to the top
portion of the shaft where the binding was done, just below the emblem ; and this
explains the sewlling contour of the Aiokan “bells”. Thus, according to Irwin, the
Asokan “bell™ is *“a fossilization in stone of a device which originated in cord and
fabric" as the solution of a practical problem. Consequently, he refuses, to acknow-
ledge the *“*bell™ to be a true lotiform, and thinks that Coomaraswamy based his theory
on some ‘‘untypical details of lotus treatment in the stone-reliefs at Bharhut™*® which
are a century later than Afoka.

_ It should, however, be noted that the variety of lotus treatment (Fig.
2, ¢; PL. VIII, ¢) which, according to Coomaraswami, led the artists to invent
the Afokan *‘bell”, is not untypical at Bharhut, On the other hand, lotuses
depicted in this manner of treatment far outnumber the other variety (Fig- 2, d; PL
VILI, &), indicating a long-standing tradition of representing the lotus-pedestal (padma-
pitha) in this way. The Bharhut evidence also leaves no room for doubt that, like the
“hells’ of Afokan capitals, the lotus, particularly in the peculiar stylization found
at Bharhut, was thought a fit pedestal (pitha) for figures of gods, men and animals,
Moreover, some of the lotuses of this variety found on the Bharhut Railing (Pl XXI1,
a ; Fig 2, b) bear a very close resemblance to the bulging profile of the Aiokan “bells™ i
and so, the Asokan *bells” may be thought to represent, if not to have originated
after, & prototype of this varicty of the lotus.

Most scholars take the Afokan *'bell” to represent an inveried lotus, Irwin,
who rufeses to accept the lotiform nature of the “bell”, thinks that the artists
of India could not have depicted their most sacred of flowers with so little
regard or feeling for its true floral character. We, on our part, do not think
that the Asokan “bell” represents the inverred lotus. Like the Bharhut specimens
we are dealing with, the “bell”, according to us, in reality represents the flower
in a particular stage of its blossoming when all the petals have drooped down
with their tips pointing downwards completely exposing the pericarp. That this variety
of the lotus found favour with the Indian artists as a fit pedestal for the gods is attested
by the so-called “double-petalled lotus” (viévapadma) which is found to form the seat
(pitha) for many a bronze and stone image of deities in later times, in which the upper
row of petals are shown with their tips pointing upwards while those of the lower row
have their tips pointed downwards. In some instances, the upper row of petals is
missing and only the lower row remains, exposing, as at Bharhut, the pericarp on which
the god is seated. We, therefore, find no obstruction in taking the Afokan *'bells” to
be stylized lotuses as depicted on the Bharhut Railing. Moreover, as the Axis of the
World, the Afokan pillar may very well be thought to represent the Tree of Life
(vanaspati), sometimes thought also to be a lotus plant ; and as such, might very well
be surmounted by a lotus flower which symbolize both the act of actual Creation and

“Iﬂhl mip-m
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also the earth that serve as the resting ground for all things. In whatever way they
might have originated, there seems Lo be no doubt that the makers of the capitals took
{he “bells" to be padmapilhas, and tried to give them the shape of lotuses, however
stylized they might have been.

In this connection, reference should be made to the over-blown lotus on the
central upright stem of the plant growing out of a triangular eminence depicted in Pl.
XII, b. This flower has a bulging profile which is very similar to that of the one
depicted in P1. XXIL, a. The tips of the drooping petals in both the illustrations flare
outwards, This has imparted to them a profile which closely resembles that of the
Atokan “bells™. As a matter of fact, the straight shaft of the stem depicted in PIl.
XI1, b, surmounted, as it is, by an overblown lotus of that particular style of rendering
simulates the appearance of an Ajokan pillar. Had the slender shaft of the stem been
tapering and proportionate in its girth to the surmounting lotos (in the illustration
under consideration the lotus is too large and heavy for the slender stem supporting it),
there would have been no difficulty in taking it as a representation of an Asokan
column. Tn our opinion, this particular depiction of a blossoming lotus plant fully
substantiates Coomaraswamy's contention that the Asokan “‘bells” originated after
some prototype of this style of the lotus rendering. It also appears to indicate that
the Afokan column symbolizing, as it was, the Tree of Life, was considered by
the Indians to stand for a lotus plant originating from the fundaments of the
universe.?**

(2) “Blue Lotus” (Utpala) (Pls. X, a; XX, b and Fig. 2, f-j)—Besides the
Indian lotus (padma, Nelumbo micifera), another variety of the flower, having a tall,
tumbler-like, gradually flaring profile, is also seen on the Railing. In the books on
Indian iconography this variety of the flower is known as the “‘Blue Lotus™ or wtpala,
the emblem of the Buddhist goddess Syamitiri, These occur mainly on a band of
decoration forming the upper border to the meandering creeper (kalpavalli) on the
Coping (P1.11) and also on similar borders along the half-medallions of the pillars
(P1. XX, b). In either case, they occur in vertical position along with the “stepped
merlons™, filling up the space between two adjacent merlons, in which their triangular
profile fitted finely. They are also sometimes shown as coming out of the same plant
bearing stylized representations of the Indian lotus (P1. XII, &) ; and in pillar-medallion
No. 23 (P1. XII, a), which according to our interpretation, depicts a lotus-pond (padma-
sarasi), both the varieties, padma and utpala, are shown growing in the same pool.

in Irwin's remark while criticising Coomaraswamy's views about the origin of the Afokan
sspell” capital (ef. Trwin, L., ibid,, p. 638), “Knowing that Coomaraswamy began hiscareerasa
botanist one is tempted to see it as the special pleading of the erstwhile botanist riding his
hobbyhorse [, appears to us to be unfounded and too strong for that great art historian.
Coomaraswamy might have began his career as a botanist; but by his industry and perse-
verance he acquired & deep and penetrating insight into Indizn art which served as a beacon
fight in illuminating many obscure chapters of the history of art in our country.
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This shows that to the artists of Bharhut both padma and wipala appeared to be
basically the same, and symbolized the same thing, viz,, the primordial waters. The
“blue lotus” thus formed an integral element in the iconography of “Water Cos-
mology”, and this accounts for its presence on the Railing.

Majumdar opines that their treatment “somewhat in the Assyrian slyle™ ¥ points
to Western Asia as the source from where this motif entered the domain of Indian
art.**  Majumdar appears to be right in his basic contention. In amplification of his
opinion it may be stated that the “blue lows" at Bharhut is really a copy of the
stylized representation of the Egyptian lotus, known to botanists as the Nymphaea
stellata®® (Fig. 2, /). A comparison of the flowers as represented on Egyptian and
Mesopotamian (Assyrian) monuments and on the Bharhut Railing (Fig. 2, g-f) will
convince the reader of the pertinacity of our contention. It should, however, be noted
that the Nymphaea stellata is not native in Mesopotamia and the Levant: and so,
the West Asians (ie., the Babylonians, Assyrians, Greeks of Asia Minor and the
Iranians) were not acquainted with the flower at first hand. The species grows in the
wild state in the marshes of the Nile, and its representation occurs in many of the early
monuments of the Egyptians. The West Asians, therefore, must have borrowed this
motif from the Egyptians. Egyptian influente came to Western Asia in two separate
ways, viz., (1) direct from Egypt after conquest by Cambyses in 525 B. C. when
Egyptian craftsmen were brought to Iran : and (2) via the arts of the Levant and Asia
Minor where Egyptian influences had been assimiluted from a much earlier period.
Egyptian art seems to have exerted its most formative influence in Western Asia in
the I5th and 14th centuries B. C. coinciding with the military expeditions of the
Pharaohs in Palestine and Syria.

It is difficult to determine how and when this foreign motif entered India.
The occurrence, as we shall see, of the human-headed bull, winged lion and the
stepped merlon on the Bharhut Railing, all of which are to be found on the
monuments of the Achaemenians, appear to point to Achaemenian Iran as the imme-
diate source of influence. There is no doubt, as will be apparent from a study of the
reliefs, particularly the so-called “honey-suckle” motif, on the capitals of the Afokan
pillars, that much of this foreign influence entered India during Mauryan and pre-
Mauryan times from Achaemenid Iran. But the contributions of the Sakas, who
during their sojourn in Hellenistic Bactria and Arsacid Parthia and Eastern Iran
imbibed much of these cultures, should also be taken into consideration. From a study

UMajumdar, N, G., Gulde ro the Sculptiures in the Indlan Musesm, Pari T (1938), p, 16.

Msjumdar, N. G., ibid., p. 15
**All varieties of lotuses come under the botanical family Mymphaecese. It includes among
its genera Nelumbe and MNymphaea, to which respectively belong the Indian and Egyptian

species.
33



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

of early Mathura art it appears that many foreign motifs and conventions of art were
re-introduced in India during the centuries immediately preceeding and following the
Christian era when the Sakas and the Kushipas were the masters of North-western
India with Mathura as one of the centres of their domination. Some of the foreign
motifs may, therefore, come to Bharhut from Eastern Iran via Mathura during
post-Mauryan times.

It should also be noted here that the Nymphaea stellata, known variously as
kumuda, sapl, and £aluk, is also pative in India, growing profusely in various paris of
the country ; in some parts of eastern India it is more common than the lotus (Nelumbo
nucifera) and grows in the same pool along with the latter as depicted in Bharhut
medallion No. 23 (PL. X11, a), its edible stem forming a delicacy to many of the peoples
of the eastern regions. The possibility of an independent origin of the “ufpala” motif
in Indian art from a naturalistic rendering of the flower by the Indians themselves
cannot, therefore, be discarded altogether. So far as the author's knowledge goes, no
doubt has yet been expressed regarding the indigenous origin of the lotus (padma) motif
in Indian art. Similar may also be the case with the “wipala’ motif, as the Indians
must have been acquainted with both the flowers from very carly times.

A scrutiny of the urpalas depicted on the Bharhut Railing enables us to discern
two styles of rendering for this flower. Those on the Coping (Pl. XX, b) appear to be
more stylized, their longish tumbler-like profile adhering more closely to their West
Asiatic prototypes ; while those on some of the medallions (P1. X, a ; X11, a) are less
stylized and more naturalistic. These are more squatty and their profile is more flaring
than those depicted on the Coping. A glance will convince anyone of this difference,
and also of the fact that the utpalas on the medallions are suffused with a warmth of
naturaloess that those on the Coping lack. Are we lo account for this difference in
the spirit of rendering by the theory of two separate origins for this motif in Indian art,
one indigenous, the other foreign 7 The weight of the evidence at present available to
us on the subject, as well as the history of the so-called “honey-suckle™ and other
foreign motifs in early Indian art, however, inclines us to hold that the “utpala™ motif
was originally introduced into India from Western Asia ; bat in the course of its
adaptation in India, the Indian artists, who were acquainted with the flower from the
beginning, endowed it with a warmth of naturalness that is peculiarly Indian.

(3) Honey-suckle (Fig. 3)—In a few of the cross-bar medallions (Pls. XV1, a, b),
and on the sides of the quadruple animal capitals surmounting the Toraya pillars, 88
well as on the pinnacle crowning the Gateway (P1. 1 ; Fig. 3, f) appear a foral motif
which has been designated by scholars as the “honey-suckle™. This motif is also found
on the abaci of some of the AZokan capitals, e.g., those found at Sankisa, Allahabad,
Rampurva (Bull) and Sanchi. The occurrence of this motif on the Indian monuments
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has been claimed by many as evidence of Hellenistic influence reaching India from the
empire of the Seleucids and their successors in Bactria and Eastern Iran.

Irwin, however, has clearly pointed out that the term “honey-suckle™ was a
misnomer, being applied by modern Hellenic scholars of Western Europe to a Greek
decorative motif which the Greeks themselves called the “anthemion®, from anthas, “a
flower”, and therefore, simply meant a floral design?®. The anthemion, however, is a
particular type of floral scroll-work which was used by the Greeks strictly for ornamen-
tation of the cyma recta mouldings of cornices and pillars. In the Afokan capitals this
ornament was used to decorate the vertical faces of the abaci. Here the individual
Howers are connected by a continuous stem which resembles the lotus rhizome. At
Bharhut the flowers are shown singly arising out of lotuses.

The evidence at our disposal shows that the Greeks, Iranians, and possibly also
the Indians, alike borrowed the anthemion from Western Asia, particularly the region
that stretched from Mesopotamia through the Levant to Anatolia, The motif, however,
did not originate in Western Asia, but was introduced into this region by the Egyptians,
possibly during the period of military expeditions of the Pharaohs of the 18th and 19th
dynasties in Syria and Palestine during the 15th and 14th centuries B.C. Because, as has
been shown by Irwin®?, the ultimate source of the anthemion was the Egyptian lotus
(Nymphaea stellata) and the Egyptian Lily or “Lily of the South"™ as stylized in
Egyptian art.

We have already stated how the stylized representations of the Egyptian lotus
(Nymphaea stellata) on the monuments of Egypt served as the ultimate prototype for
the “‘blue lotuses™ (utpala) on the Bharhut Railing. Fig. 3 will show how along with the
lotus ( Nymphaea stellata) the Egyptian “Lily of the South’ also played its part in the
formation of the anthemion. In the renderings of this motif on Assyrian, Greek and
Achaemenid monuments the lotus and the lily are placed alternately, all coming out of
a continuous stem (Fig. 3, b, ¢). On the abacos of the Rampurva Bull capital also
the two flowers appear as alternately placed (Fig. 3, a, iif), all coming out of a rhizome.
On the Sankissa and Allahabad abaci, however, the rhizome is missing and the flowers
are shown to rise dircctly on the astragalus border (Fig. 3, a, 4, #). In its stylized
renderings on the Egyptian monuments the petals of the “Lily of the South" are shown
arranged like a spreading fan (Fig. 2, ¢). This appears to serve as the prototype (no
doubt through Achaemenid and Greek renderings of the same as illustrated in Fig. 3,
b, ¢) for the fan-like arrangement of the petals of a flower which alternates with another
having petals resembling serpents’ hoods in the abaci of the AZokan capitals (Fig. 3, a.
I, i, iif). In the Bharhut pinnacle (Fig. 3, /) also the tip of each petal is seen to droop

**Trwin, ., * *Asokan’ Pillars; a reassessment of the Evidemce: Part III : Capitals,” The
Burlington Magazine, Vol. 117 {October, 1975), pp. 639-40.

*Tirwin, 1., ibid., pp. 63940, i
35



REMAINS OF BHARHUT IN THE INDIAN MUSEUM

over the body of the same, thus giving the appearance of serpent's hood to the indivi-
dual petals. Though far removed from the stylized renderings of the Egyptian lotus
(Nymphaea stellata) on the Egyptian (Fig. 2, g), Greek (Fig. 3, b) and Achaemenid (Fig.
3, ¢) monuments, there could have beenno doubt that these flowers on the Adokan abaci
and the one forming the pinnacle ornament over the Bharhut Toragpa represent the
stylized Indian version of the Nymphaea stellata, the Indian artists making the indivi-
dual petals turn inwards thus imparting them the semblance of serpents’ hoods (Fig. 3,
aand ) instead of making them flare outwards like their Achaemenid and Greek
predecessors (Fig. 3,5 and c). If we are in search of parallels for them outside India, the
closest similarity for the Bharhut pinpacle ornament (and for that matter for the similar
flowers on the Atokan abaci) are to be found in the decorative anthemia on the Doric
entablature of the Thymele (tholos sanctuary) inside the temple of Aesclepius at
Epidaurus (now in the Epidaurus Museum) built about 330 B.C. (Fig. 3, d)*® and in
similar decorations on pilaster capitals in the temple of Apollo (known as the
Didymeum) at Didyma built about 310 B.C. (Fig. 3, €)*?, As & matter of fact, the
Didyma decorations resemble similar decorations on the Afokan abaci and the Bharhut
pinnacle ornament more closely than those on the entablaturc of the Thymele at
Epidaurus. We, therefore, hold that the so-called “honey-suckle” (anthemion) motif
as found on the A%okan abaci and in the pinnacle ornament of the Bharhut Torana
owes more to contact with the Hellenistic West after the conquest of Alexander the
Great than to influences coming from the empire of the Achaemenids.

A comparison of the anthemion motif as found on the Greek, ITranian and
Indian monuments will show that though derived from the same common Source, in the
process of naturalization in the countries of their adoption, it had become so much
transformed and so peculiarly adapted to the tastes and genius of the people who adop-
ted it that the common inheritance is obscured to a great extent, Thus the Greek
rendering is symmetrical and orderly ; the Achaemenid, stiff and strictly decorative ;
while the Indian is flamboyant and naturalistic and transcending the bounds of the
purely decorative is infused with a vividness that comes from a deep understanding of
the symbolism.

It will be apparent from the above discussion that the so-called “honey-suckle”
(anthemion) in reality represented two flowers, the lotus and the lily, both of which
symbolized the waters and also the Tree of Life originating in it. It is doubtful if the
Greeks, Iranians and Indians were aware that the anthemion represented the lotus. We

ssCharbonneans, )., Martin, R., and Villard, F, Classical Greek Art, (Thames & Hudson, 1972),
PL 62on p. 62. Epidaurus isa city in Argolis in the Peloponnesus in mainland Greece.

ssCharbonneaux, J., Martin, R., and Villard, F., Hellenistic Art, (Thames and Hudson, 1973

Pls. 24 and 26 on pp. 30 and 31 respectively. Didyma is a town 12 miles south of Miletus in
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have already noted that the West Asians (i.e., the people of the Levant and Mesopo-
tamia), who served as intermediaries in the migration of this motif, were not themselves
acquainted with the lotus at first hand, However, the West Asions, Greeks, Iranians
and Indians alike possibly saw in the anthemion a general symbol of fecundity and
prosperity, which accounts for its adoption by these people. In the process of (rans-
plantation and acclimatization in India, where the lotus (padma) was symbolic of
similar qualities, the anthemion (“honey-suckle™) appears to have absorbed some of the
symbolic attributes of the lotus (padma). They might have become equivalent to each
other. This appears to account for the super-imposition of the “honey-suckle” over a
lotus or half-lotus at Bharhut, whereby this foreign motif became a part of “Water
Cosmology™.

In medallions Nos. 89 (Pl. XV, a) and 131 (Pl. XVI, &) and also on the sides of
the quadruple animal capitals a peculiar motif is to be seen which is also taken to be a
stylized form of the so-called “honey-suckle”. In reality, however, it appears to repre-
sent 8 “palmette”. The date-palm was a sacred tree among the Babylonians and
Assyrians of Mesopotamia ; the stylized representation of the leaves of that tree,
known as the “palmette” was also considered to be a sacred symbol. This points to
Mesopotamia as the centre of origin of this motif from where it was disseminated to
various countries, including Todia.

On medallion 131 (Pl. XVI, b) the central part of the motif certainly represents
some sort of palm leaf, possibly the Indian betel-nut (guwika) palm. The side leaves
having serrated edges also appear to represent some other variety of palm leaves,
possibly the date-palm. In this representation of the “palmette”, two winged horses
(valghaka-aéva), one on either side of the central leaf, are seen to dart out in opposite
directions. The two bunches of flowers or fruits, flanking the central guwika leaf on
either side, possibly represent bunches of fruit-bearing flowers of the same tree (guwika-
mahijari).

In medallion 89 (Pl. XVI, a) also the side leaves, which are serrated asin 131
(Pl. XVI, &), appear to be nothing but leaves of the date-palm tree ; and lotus-roseties
are shown in the empty spaces between the individual leaves. The central upright
branch, having tentacle-like growths along either side of its length, appears to represent
the rhachis (mafijari-dapda), blossoming into young shoots and spikes of the
date-palm (kharjura-navamatijari). The bud-like growths flanking the motif possibly
represent bunches of date-palm fruits.

(4) Flowering Plant coming out of a squatting Male Figure (PL XVII, a, b)—
Some of the medallions show a flowering plant coming out of the mouth (Pl XVII, 5)
or the navel (PL. XVII, a) of a squatting male figure. A variant of this motif appears as
a border to a roundel showing a female figure upto the waist (possibly a Yakshi) in
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medallion No. 219 (Pl. XV, ¢). This shows a squatting male figure holding in his
hands cither end of a flowering plant which by its meanders encircles the roundel.

In this connection, mention may be made of a terracotta sealing found at
Harappa which shows a flowering plant coming out of the genetals of a reclining female
figure.*® It appears likely that the Harappa sealing represents the prototype of an
aspect of the Great Goddess (Dew), known in later literature as Sikambhari, “the herb-
bearing lady”™. Inthe “Devi-Mihitmya™ section of the Markapfeya Purapa the goddess
herself says how life-sustaining vegetables shall grow out of her own body (armadehasa-
mudbhavail) during the rainy season, and thereby, she should be known on earth as
Sakambhari.*' There could have been no doubt that in the “Devi mihitmya™ passage
the Great Goddess (Devi) identifies herself with Mother Earth, who as the doyen of the
fertility cults, gives birth to all the plants and herbs of the world actually from her own
body.

In the Bharhut reliefs, however, the flowering plant is shown coming out of a
male, and not a female, figure. The significance and symbology of the Bharhut reliefs,
therefore, appear to be completely different from those of the figure on the Harappa
sealing, and can best be brought out, as has been done by Coomaraswamy*®. by reference
toa number of Vedic passages according to which, “actual creation takes the formof the
origination of a tree from the navel of a Primeval Male, who rests upon the waters.”
This Primeval Male appears originally to be a Yaksha, and in early Vedic texts was
identified with Yarupa, originally the greatest of the Vedic gods. In later sectarian
literature his function was usurped by Vishpu as Padmanibha in the myth of Ananta-
#dyin Vishou.

The significance of the navel (nabki) as the seat of the life-force is set forth in
some of the later Vedic passages. Thus, in the Sarapatha Brahmapa*® the sacrificer
{yajamina) hangs a golden disk round his neck so that it rests upon his navel ; and the
text explains, *“Why over the navel 7 (Because) the navel is the seed, the power of
procreation, and the gold disk represents vital energy and vigour.” Again, in the
Hiranyakeéin Grihya Siitra** the navel is described as the “centre of life-breaths™
(pranah)*®.

8% ats, M. 5., Excavations atr Harappa, Vol. 11, PL. XCIII, 304,

‘iMiarkondera Purapa, Cantos 81-93.

U Coomaraswamy, A. K., ¥Yakshas, Part 1T (Reprint edn., 1971}, pp. 24-26,

“"Satapatha Brihmava, V, 7.1.9.

‘4 Hirawrakeiin Grikva Sutra, 1, 6,24, 1.

“*For the significance of the Navel of the Earth, see anre. pp. 23-24. The creative significance
of the navel appears also in Avestan mythology in connection with Apim Napdit, the “son of
the waters’”, the word also meaning “navel of the waters™. In this connection, reference
may also be made to the Greek myths about the omphafos or “Navel of the Earth™, which
was worshipped as fertility symbol.
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According to Paurinik mythology, Brahmi, the Creator, was born from the
lotus that sprang from WVishoo's navel, which represented the centre of energy of the
Universe, when the great god (also called Niiriiyana, “he who moves on the waters”,
from nidra—water+ayana=to move), intent on creation, was reclining on the waterst®,
This tradition, however, appeared much earlier in a number of Vedic passages. Thus,
in the Rigveds*”, it issaid that “Prior to the sky, prior to this earth, prior to the
Asuras and gods, the waters held that germ primeval in which all the gods existed ; on
the navel of the Unborn stood that on which all beings stood.” Again, in the
Yajurveda*®, Vitvakarman (Prajipati) is born from the navel of the Unborn in waters.
“Unborn™ is one of the early designations of the '“World-ground before it developed
into the Cosmos”, later identified with Purusha, Prajipati, Brahman : and with the
development of theism, Vishyu as the cosmic god Niriyapa appropriated the
formula.

It should, however, be noted that in the Rigveda*®, it was Varuna who was
described as the root of the Tree of Life, the source of all Creation, and also as the
Unborn ; while in the Atharva-veda®®, we read, “That one is called o great Yaksha
reclining in meditation upon the back of the Waters, and the Tree (of Life) springs
from his navel."

The references quoted above are sufficient to prove that there existed an ancient
and continuous tradition of World Origin (Genesis) in which are involved the Waters, a
Primordial Male, the Navel and a flowering Plant (the Tree of Life). The fact that the
Atharva-veda passage just referred to described the Primeval Male from whom the
Tree of Life originated as Yaksha appears to be of interest. Indologists are generally
unanimous in holding that “the Atharva-veda contains many elements incorporated
from the pre-existing aboriginal non-Aryan sources.”®* The ascription of the primary
procreative function to a Yaksha, therefore, appears to be due to the influence of non-
Aryan ideas and beliefs on the incoming Aryans. It is also interesting to note that in
the Bharhut reliefs the squatting males are depicted as pot-bellied (tundila) which is a
peculiarity of the Yakshas according to later iconographic texts.

From the above discussion it appears that the idea of the Yaksha, who was
originally a popular god of the pre-vedic inhabitants of India and was intimately

% dgni Puring, XLIX.

1 Rigveda, X, 82. 5-6.

** Yajurveda, 1V, 6. 2.

“*fligveda, 1, 24.7—"Varuya, King, of hallowed might, sustaineth erect the Tree’s stem in the
baseless region™.

" Atharva-veda, X, 738 —“Mahad Yakshaii bhuvanasya Madiye tapasi krintah selilasya
prishthe ; Tasmin chhrayante (irapante) ya u ke cha deva vpikihasya skandha® parita iva
aakhan.”

*"Coomaraswamy, A. K., Yakshas, Part IT (Reprint edn_, 1971), p. 32,
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connected with the Waters, being the source of all vegetative life is a very old Indian
belief, which was accepted by the Vedic Aryans from their contact with the original
peoples of the land. In the earlier Vedic texts *® the functions of the Yaksha was
attributed to Varupa, then the greatest of the Vedic gods. With the decline of
Varupa's position in the Vedic pantheon, the Yaksha's attributes were successively
assumed by Visvakarman, Purusha, Prajapati, Brahman, and ultimately, by the cosmic
god Nariyaga (Vishpu) who retains it to this day.

That the lotus rhizome has been allowed to come out of the navel points to the
importance attached by popular imagination to this member of the body as a seat of
the vital force (prapa). When, however, the plant is shown as coming out of the
mouth of the Yaksha (Pl. XVII, b), it appears, as has been suggested by Coomara-
swamy®?, that the mouth, being the seat of the main life-breath (mukhya prana), moy
be considered as the source of the life-force ; or more probably, that being full of
saliva (rasa), has been regarded, like the Puroa-kumbha, as full of the life-giving
waters, and hence a source of the Tree of Life.

(5) Parpa-ghata (P, XVIII, aj—Full of water, which according to Vedic mytho-
logy, contains the germ of all creation, and with a flowering plant, symbolizing the
act of creation in palpable reality, coming out of its mouth, the Purpa-ghata, *‘Vase
of Plenty” or Mangala-ghata, *Vase of Auspiciousness”, as it is variously called, is one
of the most typical symbols of the mysterious force that reveals itself in creation. It
is also the “emblem par excellence of fulness and prosperity”, and for this reason
auspiciousness attaches to it.** Its ritual value and symbolism is so deep-rooted in
the mind of the Indians even to-day that no religious ceremony can be performed in an
[ndian house without the installation of this *‘Auspicious Pot” (Mahgala-ghata).
Being the container of water, it symbolizes water itself, and all the creative and
effusive qualities supposed to reside in that primary element. This accounts for its
forming a part in the iconography of Water Cosmology at Bharhut.

As a decorative motif the Piirpa-ghata occurred in Indian art from very
early times, and proliferated in various forms and modifications throughout the
long history of that art. In the Bharhut Railing it occurs seven times ; thrice singly
(101, 215, 249; PL XVIII, a), where the device is shown as an ornamented globular pot
from whose mouth comes out the branches of a plant bearing full-blown lotuses, both
padmas and utpalas, and in some instances birds in the attitude of pecking are shown

i oL T
viCpomaraswamy, A. K. Yakshas, Part 11, p. 24, f. 1.

*4The symbolism and significance of the Pirpa-ghata has been expounded by many scholars,
¢f. Coomaraswamy, A. K., Yakshas, Part 11, pp. 61-64; Agrawala, V. 5., “Piirpa Kumbha of
‘the Full Vase' ™, Roopa-Lekha, Vol. XXII, No. 1, pp. 22-31; Agrawslas, P. K., The Pirta
Kalasa, Varanasi, 1965,
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seated on these flowers ; thrice with Lakshmi or Gaja-Lakshmi, seated or standing on
lotus coming out of the pot (113, 177, 208 ; PL. XVIII, &, ¢) ; and once asthe border
of a cross-bar lotus-medallion showing a meandering lotus rhizome issuing out of an
inverted pot (90 ; XL, &).

Sri-Lakshmi (Pls. XVIII, b, ¢ ; XXIV, dof)—Some of the full-medallions (73,
113, 177, 208) ; (Pl. XVIIL, b, ¢), show a lady, either seated or standing, on a full-blown
lotus. The lotus-seat (padmiisana) rises, not directly from the field of the medallion,
but from a Vase of Plenty (Plirpa-ghata) which represents the waters. A lotus
springs from a spray, this also coming out of the Full Vase, on either side of the lady,
and an elephant standing on each lotus pours water over her head from inverted jars
held by the trunk. In 73, 177 and 208(Pl. XVIII, ¢) the lady is seen touching, rather
pressing, her breasts ; in 113 (PL. XVIIL, ) her hands are folded in the afijali pose,
These figures, known as Gaja-Lakshmi or Abhisheka-Lakshmi, are a well known art
-motif ; and frequently occurs in early Indian coins and stone reliefs, e.g., coins
of Azilises®®, Sanchi Stiipa I Gateway®®, Bodhgaya railing etc.

Some other reliefs on the chamfered edges of pillars also show a female standing
on lotus and touching her breasts. There are others, also on the chamfered edges,
which show a woman holding a lotus bud that hangs down from a stem emerging from
the side of the half-medallion overhead (Pl. XXIX, d). Two other chamfer reliefs
(Pl, XXIV, e and /') show the woman standing under a flowering lotus-plant (though
the stem of the plant is like the trunk of a tree, there is no doubt that they represent
the lotus-plant) holding a bough overhead in the dohada attitude (i.e., one leg encircling
the trunk).

All these figures appear to represent some form of a goddess of Abundance whose
primary associations are with the lotus and who, in the developed Indian pantheon,
came to be known as Lakshmi, also called Sri, the consort of Vishou and goddess par
exceflence of Abundance and Prosperity.

In the Rigveda both the words 4ri and lakshmi denoted abstruct qualities ; the
former meant “that which is beautiful, that is, pleasing to the eye”, the latter “‘auspi-
cious”, “pleasant™. Sriis first personified in the Ea.rapdl&a Brahmana,®* where she
appears as a heavenly woman. In the S Sukte Sri and Lakshmi are one and the
same goddess (hence forward till to-day the two words are synonymous), who is
associated with the lotus, padme sthira, “she who stands on the lotus™. This associn-
tion of Sri-Lakshmi with the lotus persists throughout her history from her first

"*Whitehead, R. B., Catalogur of Cofns in the Punjab Museum, Lakore, Vol. 1 (Oxford, 1914),

Pl. XTI, No. 332

*'Marshall, I, and Foucher, A.. The Monuments of Samchi, Vol. II (nd). Pls. XXV, XLI
XLV, LVL

*1Satapatha Brih., XI, 4, 3, 1.
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appearance as a goddess to this day. In the Epics she appears as a concrete goddess of
Fortune. Her special connection with Vishou (Niriyana) as the latter's consort (Gakai)
also begins in the Epics. According to Paurinik mythology, Sri-Lakshmi was produc-
ed at the Churning of the Ocean (samudramanthana) by the gods and Asuras when
she came out, last of all, with the flask of nectar (amritabhayda) in her hand. This
legend clearly brings out her connection with the primordial waters and with the sap
of life (rasa=amyita). In medieval literature her conception as a goddess of Fortune
persists. Her connection with the ocean, with lotus and elephant, all of which represent
the primordial waters, the source of all creation, is clearly demonstrated in the “Kamale
Kimini" episode of the Chandimahgala Kavya of medieval Bengal, which relates how
Dhanapati Sadigar on his voyage to Ceylon, saw a heavenly damsel, no other than
4ri-Lakshmi, seated on a lotus (padmisana), lotus in hand (padmahasta), in a lotus
forest (kamalavana, kamalalayi), alternately swallowing and vomitting a white
elephant. .

From the literary sources cited above, we see that Sri-Lakshmi is a goddess of
Water Cosmology. Her special associations are primarily with the lotus ( padmaz)
and secondarily with the elephant, both of which stand for the waters.

Tii the Bharhut reliefs Sri-Lakshmi is associated with the lotus in three ways:
(1) as padmahasta, ‘‘holding the lotus flower in hand"™ (PI. XXIV, d). This, however,
is not very distinctive, because, human beings, both male and female, also carries the
lotus for pleasure (filapadma) and for worship (arghya). (2) as padmisani, “‘seated on
an expanded lotus”. This is the case with all the representations of Gaja-Lakshmi
(Pl. XVIII, b, ¢) at Bharhut. Moreover, in these representations she is also associated
with the elephant, another element of her iconography. (3) as padmavasini or kamali-
laya, where she is surrounded by the flowering stems and leaves of the lotus plant,
establishing her environment. The Gaja-Lakshmi figures referred to above and the
chamfer reliefs on either side of pillar 23 (PL XXIV, e, /) appear to represent this aspect
of the goddess. In the former case the lotus sprays, leaves nnd flowers on her either side
and in the latter the flowering tree around which her leg is encircled and of which
she holds a branch establish her environment and habitat,

In the Bharhut reliefs she is also seen pressing her breasts. This gesture
indicates her power as a goddess of abundance (Jakshmi) of pouring nourishment at will
on one and all.

To sum up, originally a popular goddess of abundance and nourishment, associa-
ted with Water Cosmology (lotus, elephant), Sri-Lakshmi absorbed in hersell the per-
sonification of two abstruct Vedic terms which implied the popular goddess’s distinctive
qualities. The iconographic type thus established persisted unchanged upto the present
day.
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Let us now consider the decoration around the medallions. The half and full
medallions are balanced respectively by two and four stems of flowers or fruits, each
emerging up or hanging down from the side of the medallions on the chamfered edge of
the pillars, These stems often have figures of animals and birds perching on the flowers
and fruits they carry, the birds generally being in the aftitude of pecking. Some fine
representations of the peacock (Pl XXII, ), swan, and parrot, (Pl. XXII, ¢) are seen
in these border decorations. Among the animals, the elephant (Pl. VIII, ¢) and the
monkey (291) hold the lion"s share ; but there are also horses (PI. VIII, e), and a fine
representation of the squirrel (Pl. XXII, d) etc ; and in one instance the fabulous wing-
ed horse valahaka adva (192). The ease and poise with which such a huge animal as the
elephant has been accommodated on the small compass of the pericarp of a lotas
flower deserve notice (Pl. VIII, ¢). The flowers that come out of the stems are generally
the lotus, both padma and ufpala ; but there are also bunches of Aéoka (135) and Sala
(86), and other flowers ; the fruits generally being the mango (sahakdra, Pl. XXII, d,
right), jack-fruit (panasa, 135) and the rose-apple (ara, PI. XXII, d, left).

Of greater interest than the anim#®% and birds are the figures of men
and women in different poses appearing on these border decorations. Most of
these figures, both male and female, stand with the hands folded (afifali) in
adoration, as if paying respect to the Stupa, which symbolizes the nugust presence of
the Buddha. In rare instances, as in 87 (PL. XXII, ¢), each one of the couple stands on
the head of a serpent®® instead of the flowers.

(7) Bha7jiki and Dohada motifs (Pls. XXIIIL, 5 ; XXIV,a, b, ¢, f). Some of
these women are shown in the act of bending the twig of a blossoming tree, cither Sala
(Pl. XX111, &, right), or Afoka (Pl. XXI11, b left ; PI. XXIV, 8), or mango (Pl. XX1V, a).
Others hold a bunch of some flowers in their hands,

V. 8. Agrawala thinks that these represent some of the udyanakridas referred to
in Indian literature.®® Majumdar, in the same vein, writes, “The poses are evidently
taken by the artists from games (kridis) known as Salabha@ijiki (“breaking the branch
of a Sila tree™), Sahakira-bhawjika (“plucking the mango fruit™), Pushpivachiyika
(“plucking flowers™), Uddalaka-pushpabhafijika (“plucking Uddilaka flowers"™), some of
which are referred to in the Kamasiitra™ (Benares, 1929, pp. 48-49).0°

We are, however, of the opinion that the Bhafijika (“bending the branches of a
tree”) motif is the expression of a very old and continuous popular tradition of the

""“The !Ihm_lﬂ—l_dhl on the serpent’s hood reminds us of the representations of the
episode of subdping the Kiliya Niga ( Xalivadamana) by Krishpa in later art, whils the female

on the other side accords well with the Fiskmudharmorrara (iii, 65, 2.8) description of Ananta
Niga with the beautiful Earth Goddess standing on the central hood.

"*Agrawals, V. 8., Indicn Arf, Varanasi, 1965, p. 139,
**Majumdar, N. G., Gulde 10 the Sculptures in the Indian Musewm, Part T (1937), p. 20.
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association of women with trees. It has found a place in the arts of sculpture and
literature as the intrinsic beauty and pregnant symbology of the motif have appealed to
the Indian artists in various media throughout the ages. **There is no motif more
fundamentally characteristic of Indian art from the first to the last than that of the
Woman and Tree.”"%1 :

The underlying idea of the motif becomes apparent when we consider it as an
element of Water Cosmology. The tree is the Tree of Life ; and the female figure
represents the life-force that resides in it. The female figure may, therefore, be desig-
nated as a dryad (vrikshaka) ; and so, she is a deity of fertility and prosperity. (Cf. the
Epic passage “goddesses born in trees, to be worshipped by those desiring childrea.”).
On the Bharhut Railing these female figures are shown as voluptuous beauties, always
wearing a jewelled girdle (mekhald) which, according to the Atharvaveda (VI, 133), was
a long-life (ayushyu) charm. They are, in reality, no other than Yakshis who are
also considered as sylvan deities.

From this Yakshi-dryad (Womangnd Tree) type are derived two allied motifs
which are fundamentally the same, but differently interpreted. One is the Bhofijika
(**bending the branches of tree) motif we are now discussing, the other the Dohada
motif to be discussed presently.

It is interesting to note in this connection that the representation of the episode of
the Buddha's Birth in the sculptural art of later times was derived from the Salabhafijika
motif. In these representations Mayadevi stands holding the branch of the tree which
“bending down in response to her needs", served as her support. Here the Buddha's
mother is not certainly to be considered as a vrikshaka, but iconographically “the step
is very easy from a vrikshaka holding the branch of a tree in the hanche (‘hip-shot’)
pose to that of Mahimaya giving birth to the child, who was miraculously born from
her left side.”"*

The word dohada means a “pregnancy longing”, that is, the desire of a pregnant
woman to get or have some particular thing. Tt is thought that unless this desire is
satisfied the child will not properly develop, mentally or physically, while in the
mother’s womb, and when delivered and grown up will be defective in some respects.
A ceremony (sadhabhakshana) is, therefore, performed in an Indian house in the fifth
month of the pregnancy of a woman when decked with new apparel and ornaments
she is made to partuke delicious preparations with the five condiments (pafichamrita)
which include milk, curds, ghee, honey and sugar, It is supposed that the performance
of this ceremony (dohada-dina) will satisfy all the pregnancy desires of the woman and
the future child will be perfect in all respects.

“:Coomaraswamy, A. K., Yakshes, Part I, (Reprint Edn., New Delhi, 1971), p. 32,
" Coamaraswamy, A. K., Yakshas, Part I, (Reprint Edn., New Delhi, 1971), pp. 34-35.
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The idea underlying the dohada motif is that the tree, like a pregnant woman
feels a longing for the touch of a youthful woman and until this desire is fulfilled its
flowers cannot open. Many are the references to this motif in Indian literature through-
out the ages. In Kilidasa's Meghadiita®® the exiled Yaksha speaks of how the Adoka-
tree longed for the touch of his wife’s feet as he himselfl longed for the same. In the
same poel's Malavikagnimiira®™ reference is made to a ceremony of “Kicking the Afoka
tree” in which the heroine Malaviki took the leading part. Even in the folk tales of
Bengal we find reference to this motif ; for example, the story of Sukhu and Dukhu in
Thakurmar Jhuli, where a banana and a Seord tree in turn asked the step sisters Dukhu
and Sukhu to cleanse them of the pests and parasites which had infested them. Dukhu
tendered the required service and was rewarded by the trees in turn. Sukhu refused to
comply and the trees were unkind to her. It is interesting to note that the Tree and
Woman motif' found its way even in a story of Hans Anderson, the great European
story-teller for children in modern times, where the young mother who had been
robbed of her child's life by Death, while pursuing the latier had to embrace a snow-
bitten thorny tree to make it burst into blossoms, and in return the tree helped her by
telling the way Death had taken.

It will be apparent from the above references that the “Woman and Tree” is a
widely prevalent literary motif both in time and space. As preserved in folk memory
it embodies the idea that a young woman possesses some productive force in her
person which she imparts to the tree when she touches it. But when considered in
terms of Water Cosmology the process appears to be just the reverse. The tree being
born of the life-giving waters is the Tree of Life, and the woman represents the repro-
ductive force that resides as sap (rava) in the tree. The relation of both the tree and
the woman with the primeval waters, the source of all life, thus makes them symbols
of fertility and prosperity.

As represented in the Bharhut Railing it is not always possible to identify a
Bhatjika figure from that of a Dokada. When the woman stands under the tree holding
one of its boughs or touching a fruit or fower thereof, she may be considered as
representing the Bhafijika motif (Pl. XXI1I1, 4 and ¢, left ; PL. XXIV, a) ; but when over
and above this, one of her legs is entwined with the tree-trunk she may be taken to
represent the Dohada (PI. XXIV, 5, e, f).  If this is taken to be the criterion, almost all
the life-size female figures (¢f. Chulakoks Devati, Chandra Yakshi etc,) on the Railing
have to be considered as Dohadas. But originally there appears to be no such
difference, and the charming beauties of the Bharhut artists were perhaps nothing more
than Yakshi-dryads (vrikshakis), deities belonging to Water Cosmology. In later times
poets and popular mind developed upon the theme which then proliferated into the

*1 Meghadira, Stanza, 75,
s Mialavikignimitra, Act, IT1.
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udysna-kridi and dohada motifs. Far from the Bharhut arlists taking their cue from
the literary sources, it appears that later literature borrowed and developed upon an
idea they found immortalized on stone at Bharhut, and many other places, viz., Sanchi,
Amaravati, Mathura etc.

(8) Naga—Medallion 81 (Pl. XVII, ¢) shows a Niga accompanied by two
Nigis, one on either side, each holding a chawri in her hand. This, no doubt, repre-
sents a Nigarija and his wives. The Niga king has been shown as standing in the
human form, his serpentine affiliation being indicated by a canopy of five-headed snake-

hood over his head. The Nagis, on the other hand, have been shown in the hybrid

form in which the head and bust upto the navel are those of a woman, while the lower
limbs consist of the coils of an actual serpent.

Ophiolatry, that is, the worship of the Serpent as a deity, is a very old popular
cult in India. The Grihpasiitras contain an account of the Sarpavali, an annual rite
which takes the four months of the rainy season, from the full-moon of Sravana
(August-September) to the full-moon of Mirgairsha (November-December), its
purpose being two-fold, namely, “honouring and warding off snakes”. The worship
of the Serpent deity is in vogue in India even to-day. “The custom of worshipping
the Ashtaniigas (Vasuki, Takshaka, Sesha, Ananta and others) and the Snake-goddess
Manasa during the rains and specially on the Niga Paschami day (usually falling in
the month of $riivapa) even now current in Bengal, seems to be the popular counterpart
of the Sarpavali of the Grihyasitras™.*®

The serpent that is worshipped as a deity is called the Niga. It is not the snake
in general ; but the hooded cobra (Naja tripudians), raised to the rank of a divine
being. In the legends the Niga sometimes appears as a mere animal, sometimes asa
human creature, but generally in him the human and animal qualities are peculiarly
blended. This is also the case with the representations of the Naga in Indian art,
where we can distinguish three main iconographic types : (1) the form of an actual
serpent with coils and a polycephalous hood (¢f. illustration of the manikantha-jataka
on a Bharhut Coping, Cunningham, Stipa of Bharhut, P1. XLIL 1), (2) the human form
always characterized by a polycephalous snake-hood over the head (cf. the Nagarija in
medallion 81, PL XVII, ¢), and (3) & combination of the two where the head and
bust of a human body is added to the lower half of a snake's coil (¢f. the two Nagis
in medallion 81, P1. XVII, c).

Numerous are the references to divine serpents in the mythology and folklore of
India, the earliest being that of Ahi Budhnya in the Rigveda. Ahi Budhnya, *‘the Serpent
of the Deep”, appears to be an atmospheric deity, possibly representing the beneficial
aspects of the clouds of heaven; however, like the snakes, he has something hurtful

**Banerjea, J. M., Development of Hindu Iconography, 2nd Edn., 1956, p. 346.
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about him, and is worshipped so as not to give his votaries up to injury. The fact that
the clouds of heaven have been conceived as a serpent is of interest, as it appears to us
1o be the earliest Indian reference to the Niiga's connection with the element of water
and of its power of bestowing and withholding the rains. The Atharvaveda relers to
various snake-gods by name, for example, Pridiku, Tiraschiriji, Kalmisagriva, etc, ;
and in one passage, to Takshaka, described as a descendant of Vidala (or Visala)
(Takshako Vaitileya), who is better known from his exploits in the Great Epic.

The Mahabhrata is particualarly rich in myths and sagas relating to the Niigas.
They are called the Kadraveya, being the offsprings of Kadrii (*‘the Tawny One™), who
is a personification of the Earth, The sagas in which the Nigas feature most promi-
nently in the Great Epic are those which describe the performance of the “Sarpasatra”
(Soake-Sacrifice) by King Janamejaya®® and the Wager of Kadrii and Vinali with its
sequel of Rape of Amyita (Amritaharaya) by Garuda®’. On more than one occasion
the Great Epic furnishes us with lists of Nigarijas, one of them giving seventy-cight®®
and another sixty-cight®® names. Even then, the narrator, Sauti, declares that these
are only the principal Nigas, as owing to their enormous number it would be
impossible to name them all.

The Buddhist literature also contains much of serpent lore. In the legends
relating to the previous births of the Buddha (i.e., Jitakas) as well as in his existence
as Sikyamuni, the Nigas play a prominent part. In his previous births, the Bodhisattva
wais no less than three times born as a Naga®® and in the episodes of his last mundane
existence there are no less than a dozen and a half in which one or more Miaga appear
as dramatis personae. In these legends they are generally represented as his worshippers
—some no doubt had to be subdued by his divine effulgence—or in some way getting
themselves gratified by rendering service to the great Master.

In the Krishyayapa legends (that is, the stories relating to the life of Krishpa
and his associates) also the Nigas are found to be present, e.g., Krishpa's triumph over
Niga Kiliya™ and Balarima's apotheosis??, where he is described as an incarnation
of Ananta Niiga. Asa matter of fact throughout Indian literature and folklore the
Nigas feature more prominently than any other popular deity,

On the Bharhut Railing the Nigas appear on several reliefs in connection with

the portrayal of scenes from the Buddha’s life. Thus, one of the panels in the
Prasenajit pillar, as appears from the inscribed label, depicts the Niiga king Elapatra’s

**Mahkibhirata, Adiparvan. chapts. xlix-Iviii.

"* Makibhirata, Adiparvan, chapts. xx-xxiii, and xxv.xuxiv.

"*Mahibkirata, Adiparvan, chapt, xxx, vv. 516.

"*Makibhirata, Udyogaparvan, chapt. ciii, vvv. 9.16.

*CY. Sankhapila-Jitaka (No. 5M), Champeyye-Jitaka (No. 506), and Bfiridatta Jitaka (Mo, 543),
10y, Harlvarhsa, w. 3592.3700.

PICf. Makibhirate, Maushalaparvan, chapt. iv.
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visit to the Buddha. The relief on medallion 81, however, is not labelled ; and so, it
appears Lo constitute an item of the general decorative scheme, forming an element of
the iconography of Water Cosmology.

The conspicuous feature of Indian serpent lore is the Naga's association with the
waters. In many & legend the Niga is said to haunt lakes, and ponds and rivers ; they
are also beneficial givers of rain. This led Kern to propound that the Nigas are
essentially water-spirits.

Even in the Rigveda®* Ahi Budhnya, who is an atmospheric deity, is conceived as
a “serpent born in water (abjim), sitting at the bottom (budhne) of the streams in the

. space”, (ie. the clouds). The connection of the Nigas with the ocean, the primary
source of water, is clearly brought out in the epic legends. In the Mahabharata the
ocean is described as the “Abode of the Niigas™ (ndganim alayam™) and Bhogavati,
the capital of the Niigas, is beneath the waters. Again, Sesha or Ananta, is conceived
as the World Serpent, who, lying in the ocean, carries the sea-girdled Earth on his
head encompassing her with its endless coils.”® Besides carrying the earth Anantais
assigned another duty which also testifies to his oceanic connections. According to
epic and pauranik cosmogonic theories, the universe (cosmos) is periodically created
and re-absorbed by the deity. A period of creative action is followed by an interval of
divine rest, when the Supreme Deity (Vishou as the cosmic god Nariyapa) is supposed
to sleep on the coils of the World Serpent Ananta in the midst of the waves of the
ocean, At last Brahmi, the Creator, was born from a lotus growing out of Vishou's
navel and the Supreme Deity awakes to renewed action.

Baladeva, the elder brother of Krishoa, is believed to be an incarnation of
Ananta. His identity with the World Serpent is picturesquely described in the account
of his death after the destruction of the Yadava race™. The text describes how
"“Krishpa found his elder brother seated alone by the sea-side in solitude engaged in
yoga. Then from his mouth there issued forth a thousand-headed, red-mouthed, large
white Niiga, who leaving his body, sped towards the great ocean. There Sigara (the
ocean) received him, and so did the divine Nagas—Karkotaka, Visuki, Takshaka,
Dhritarishtra and a host of others”. From this legend it is very clear that the World
Serpent Ananta originally belonged to the ocean. From there his divinity made a
sojourn on the mortal person of a scion of Yadu's race. When the earthly career
of the man on whom the deity was pleased to descend came to an end, the divinity
returned to his original habitat which was the ocean. Ananta’s aquatic associations
require no further elucidation. Not only Ananta, but all the other great Nigarija's,
Visuki, Kirkotaka, Takshaka, etc., are said to belong to the ocean.

T4 Rigveda, VII, 34, 16 ; X, 93, 5.

Y. Mahibhirata, Adiparvan, chapts. xxi, v, 6 and xxv, v. 4.
" Mahibhirara, Adiparvan, chapt. xxxvi.

*Maokibhirara, Maushalaparvan, chapt. iv, vv. 1317,
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Again, in the legend of Krishoa's subduing the Kiliva Niaga,77 it is stated that
the original home of the Niga was in the ocean, which he had given up for fear of
Garuda, and taken refuge in a pool of the Yamunii near Gokula. When subdued, he
wis ordained by Krishna to return to the ocean. Kiiliya's associations with the waters
is thus testified.

The aquatic affiliation of the Nigas is also demonstrated in the Buddhist
tradition, according to which both Varuna and Sigara, really gods of the oceans, have
been converted into Nigarijas. The Jitakas mention two types of Nagas, viz., those
who “dwell in the sea™ (samuddatthaka nagabhavana) and those who “dwell in the
mountains” (pabbatatthaka nagabhavana)."® However, mountains are rarely found to
be haunted by the Nigas, while the ocean, lakes, rivers and pools are very commonly
found to be inhabited by these divine reptiles, In the first chapter of the Bhuridatta-
Jitaka, the Niga mother is made to say to her royal husband, *My children are ofa
watery nature (udakavijaka)”. Water in reality is the element of the Nagas.

According to the Lalitavistara, the river Nairaijand, near Uruvilva (Bodhgaya),
was known asthe “River of the Nigas'". Many of the Nigarijas who are made to
visit and pay homage to the Buddha had their haunts in the waters. Thus, according to
tradition recorded by Hiuen Tsang, Apalila was the Niga of the fountain at the source
of the Suvista (Swat) river,”® and in the Mahavarfu it is stated that Elipatra had his
abode in a tank near Taksha$ild.®?

The Nigas were also supposed to possess the power of producing or withholding
rain. According to the testimony of Hiuen Tsang, Niga Apalila possessed this power,
and thanks to his good offices the country of Suvistu was not afflicted by violent
storms and rains. The best evidence of the Nigas' powers in this respect isto be
found in a legend preserved in the Tibetan Life of the Buddha, which speaks of two
Nigarijas, Girika and Vidyujvilaka, banished from Rijagriha by King Bimbisira. As
a result, rain stopped, crops failed and the country was afflicted with famine. It was
only when the two Niagas had been brought back from banishment that the rains
became regular and the shadow of famine was lifted from the country.

It is also to be noted that the annual Sarpavali rite is prescribed in the
Grihyasiitras to be held during the rains. This is the time of the year when the danger
from the snakes is the greatest, as during this period, driven out of their holes by water,
they take refuge in the dwellings of men. This fact will help us to understand the
relationship that popular mind has established between the snakes and water. From
the observation that the snakes regularly make their appearance at the commencement
of the rains the primitive mind concluded that the advent of the rains was due to the
magical powers of these dreaded repiiles. Ina hot country like India water is the

*T Harivasia, vv, 3592-3702.

YFausball, farakas, Vol. VI, p. 158, 194,

"*Watters, On Yian Chwang's Travels in India, Vol. I, p. 128,
o* Makavastu, Vol, 111, p. 3771,
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most essential element for vegetative growth and consequent existence and prosperity
of the human socicty. The connection that the popular mind had esiablished by
observation between the snakes and water appears lo account for the great prevalence
of Niiga worship in India.

From the above exposition it will be apparent that from very early times there
existed a continuous tradition of a connection between the Nigas and the waters. This
accounts for their forming an element in the iconography of Water Cosmology on the
Railing around the Bharhur Stipa.

(9) Mithuna—Pillar medallion 99 (Pl. XVII, d) shows & man and a woman
standing side by side, the woman to the left of the man. In the Silpasdsiras such
couples are known as Mithunas. These occur as o decorative motif in Indian art
throughout the ages, those on the temples of Khajuraho and Konarak being world-
famous for their exquisite beauty and lyrical loveliness. Hundreds of terracotta
plaques, many of them belonging to the Suiga period, the time when the Bharhut
Railing was erected, have been found at the excavations of the garly historical sites
of northern India, e.g, Taxila, Bhita, Ahichchhatra, Hastinnpur, Kumrahar, etc. Most
of these plagques are characterized by a perforation at the top, which indicates that
they were hung on the walls of houses as interior decoration. This indicates the great
popularity of the Mithuna as an element of decorative art in India; and this
popularity was due not only to its intrinsic beauty, but also to its auspicious
symbology.®!

Auspiciousness attaches to the Mithuna as it is considered to be a symbol of
fecundity, According to the Sampm.&n Brahmana®®, Mimuna means a reproductive
coople, that is 8 man and a woman (or @ male and a female of any species of animal)®?
in the prime of their youth, capable of performing the sexual act (maithuna) fruitfully
with & view to reproduction. It is auspicious as it performs a very important
function to the society, namely, the continuation and perpetuation of the species
through the ages. -

The following passage in the Satapatha Brahmapa®* is sigoificant. *“From
Prajipati, when dismembered, couples (mithunani) went forth ;......birth originates
from a Mithuna.” Again the Brihadaranyaka Upanishad®® says, “Prajapati did not feel
happy or satisfied by himself; therefore, even now people are not happy in single

*IBven in modern times it is found that the purpode of the illusirated calendars hung on the
wills of houses is not only to consult the dates, but also to serve as muaral decoration ; and it
will be found that in many cases the subjects portrayed on these eslendars are religious
in nature depicting such popular gods and goddesses as Lakshml, Sarasvatl, Kall, Durgi,
Siva, Vishow, and the exploits of Krishpa. This indicates that the popular mind is most
influenced by those artistic representations that have come to them through the medium of
religion.

**Satapatha Brih, X, 5, 2, 8.

"*Cf. Mina-mithuna, Krawicha.mithuna, Gandharva-mithuna, Kinnara.mithuna, Naga-mithuna, all
of which are considered as auspicious symbols.

*Sarapatha Brik., IX, 4, 1, 25.

** Brikadirawyaka Up., IV, 40, 3.
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into two parts, and in consequence there appeared Iwo figures—a man and 8 woman.
Thus the void, the emptiness, was filled complemented by women. Prajipati merged
himself in that woman in sexual act ; and from that act sprang the human beings.”

Mention may be made in this connection to the Sarapatha Brahmana and the
Taittiriya Sadikirg, both of which inform us that Prajipati ussumed the forms of fish
(matsya), tortoise (kakyape=kirma), and boar (vargha) “on different occasions for
the furtherance of creation and the well-being of the created.””®*® That the Tortoise
(Kasyapa) is regarded as a great progenitor of the human race (Prafipati) appears to be
confirmed from the great number of men in India who declare themselves 1o belong
to the Kizyapa (Tortoise) gotra. It should be noted that the Mithuna couple in
medallion 99 stands (each of them placing one leg) on an eminence which resembles
the back of a tortoise. This may represent the primordial mountain, the wltimate
source of all life, beneath the bottom of the cosmic ocean, referred to in early Aryan
mythology®?, or more probably, it may stand for Prajipati himself in the form of
the Tortoise (Keéyapa), from whom the original Mithuna is supposed to originate,
In either case, the connection of the Mithuna with Water Cosmology is established by

the Bharhut artists.
ANIMAL STYLE

Both natoral and fabulous animals are depicted on the Bharhut Railing. Of
the former category we find many species of quadrupeds, several kinds of birds, snakes,
crocodile, tortoise (Pl. XX, 4), lizard, fish (Pl. XIX, b), crab and frog. Not all occur
in the decorative reliefs alone, some are found as vahama of the life-size figures and
some on the story-telling reliefs. The quadrupeds include the lion (Pl. IV, o),
elephant (Pls. 1V, 0, b; X1, d; XX, ), horse (Pl. XXI, &), wild boar (Pl. XXI, ¢),
bull {PL V, d), bullock {Pl. XX, ¢), deer (Pl. XXI1, b), antelope (Pl. V, ¢), jackal
(Pl. VI, b), monkey (Pl. XX, ), ram (Pl XXI, a), eat (Pl. VI, a), dog (PL XXI, o),
rhinoceros, hare and squirrel (Pl. XXII, ). Amongst the birds are the peacock
(Pls, XIX, d ;: XXII, &), cock (Pl VI, a), parrot {Pl. XXII, ¢), swan (Pls. XI, a ; XVIII,
a; XV, d), duck or goose ; crow and the guail.

The representations of all these animals are recognizably, il not anatomically,
correct ; and some of them are gquite¢ natural and sometimess even spirited. The
Bharhut artists have been the most successful in the delineation of monkeys and
elephanis whose poses and attitudes have been depicted with perfect naturalness, and
in some cases with a warmth of charm that generates only from love for these
animals (Pl XX, d). On the other hand, they have been very unsuccessful in the
depiction of the horse. A comparison of the horse on the abacus of the Sarnath Lion
Capital with that on Bharhut balf-medallion No. 244 (Pl. XXI, d) will bring out the

sBanerjea, J. N., The Development of Hindu Iconography {2nd Edn.), p. 389.
0. ante. p. 35,
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difference ; in some cases it is difficult to recognize a horse from a donkey.

The peacocks depicted on a cross-bar medallion (Pl. XIX, d) deserve special
mention. The central peacock with its head-plumes (§ikAi) and spread-out fan-tail,
almost covering the whole field, has been very naturally and spiritedly depicted ; two
other peacocks, one on cither side of the central one, are shown in the pecking posture.

(2) Fabulous Animals (Zhi-mrigas)—Fabulous animals, like the winged lion
(sapaksha-sihha) (Pl. X1, ¢), the winged horse (baldhaka-aéva) (Pl. XVI, b), and the
griffin (#yepa-vyifa), are known in Indian mythology from very early times. These are
composite or hybrid types, being a curious blend of the lion, the bull, the horse and
the bird ; occasionally, human heads are engrafted on such animal bodies (Pl. ¥, a, b)
and sometimes wings are also added on to them (Pl. XVI, 5), In later iconographic
texts these hybrid creatures are designated as fha-myigas, which may be translated as
“fantastic animals”. These fantastic animals mainly occur in the semicircular pancls
on the inner face of the coping and on the horizontal borders along the diameters of
the half-medallions.

Thus, panel 325 (PI. 1V, d) shows a composite quadruped having a leonine body,
bird's head with asinine ears, horse-like mane over the nape of the neck and lion's
tail ; its forelegs have cloven hoofs like a bovine, while- the hind legs have clawed
paws like a feline. Panel 345 (Pl. V, b) shows a bearded human-faced bull. This
reminds us of the large human-faced bulls on either side of the gates of the Assyrian
palaces at Nineveh and Dur Sharrukin (¢. Sth century B. C.). Tt should, however, be
noted that the Assyrian bulls are winged, while the Bharhut specimen lacks the flying
appendages. Panel 354 (Pl. V, a) shows a human-faced lion without mane. The
quadruple animal capitals over the square abacus of the Torana pillars as well as the
middle Torana architrave also show some of these fantastic animals (Th-myigas) (Pl. 1),
e.g., human-faced lions with manes over the head and neck on the inner face of the
northern pillar and on the extreme right of the middle architrave (inner face): and
bird-faced lions on the same face of the southern pillar and on the extreme left of the
same architrave.

Animals having a lion’s body and the head of some other animals or of birds
persisted as a decorative motif in Indian architecture, particularly on the walls of
temples, till very late period. These composite animals are known in Indian
iconographic texts as vyalas (Odiya vijala). There are gafa-vyilas, nara-vyalas, fuka-
vyalas, peya-vyalas, etc. The leonine animals of the Bharhut Railing having bird's
and human faces may be described respectively as éyena-vyalas (Pl. 1V, d) and
mara-vyalas, (Pl V, a), and they appear to be the prototypes of similar chimerical
creatures shown on the early medieval temples of India.

These fantastic creatures can be traced in the proto-historic art of the Indus
Valley. But they may be more directly attributed to contract with Western Asia in
the period immediately preceding and succeeding the Christian era. Thus, the bearded
human-faced bulls, as we have said, point 1o Assyrian forebearers, while the humanp-
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faced lions point to the Egyptian sphinxes. Along with these fantastic creatures, some
other patlerns, wz., the stepped merlons, the palmette and the so-called “honey-
suckle", appear to have entered the domain of Indiun art during this period through
contact with the then Western World,

Some other fabulous animals, mostly aquatic, are also shown on the Railing.
They are shown either singly or as vihamas to the life-size figures. Their association
with the waters and with vegetation is either explicit or implied, and so, they appear
to form part of the iconography of Water Cosmology, already referred to.

The most important of these fabulous aquatic animals is the mythical seamons-
ter Makara (Pl. XIX, a, b, ¢), sometimes confounded with the crocodile (rakra) or the
whale (t/imi). In later Indian iconography it is shown as the mount (vihana) of the
river-goddess Gaiga, and sometimes also as that of Varuna, the god presiding over the
waters. It is also regarded as the emblem (/afichhana) of Kimadeva, the god of love.
In later Indian sculpture it is shown as a hybrid creature having the body of a croco-
dile and the trunk of an elephant.

Of the several representations of this mythical monster on the Bharhut Railing,
three (P, XIX, @, b, ¢), are on two cross-bars and one on a pillar half-medallion
(224). The monster is represented as having a scalp resembling that of an elephant
to which a long crocodilian snout with parted jaws set with peg-like crocodile teeth
has been engrafied. Its sternum and forelegs resemble those of an elephant (224)
or a bull (Pl. XIX, a, &, ¢) ; the rest of the body resembling that of a fish or o sea-
replile, furnished with fish-like side and tail fins. In one representation the body is
covered with scales (Pl XIX, g). in the others itis shown plain and smooth
(Pl XIX &, ¢). In 84 (Pl XIX, a) and 224 the body is curled into coils like that
of a serpent, while in 137 and 146 (PI. XIX, . ), it is curbed upwards but not
coiled. The uper jaw is curbed upwards to form an incipient proboscis, but not
the long trunk of an elephant. In 137 (Pl. XIX, ¢)a lotus plant with two full-blown
lotuses and a bud is shown issuing out of the animal's mouth, while in 146 (PI. XIX, &)
the animal possesses tendril-like piscine feelers on its upper snout and three fishes
are shown around its head, one of them being between its gaping jaws, as if being
swallowed by the monster.

As a great leviathan moving in the waters, and as vahanas of a god (Varupa)
and a goddess (Gaiga), both of whom preside over the waters, the Makara's aguatic
associations is eaplicit. But what is more important to note from our point of view
is not its association with water, but that it symbolizes water itself, which according
to the ideas of Water Cosmology, is the source of all life. This explains the Makara’s
appearance on the Railing and also why it has been shown as the source of the lotus
vegetation in 137 (PL. XIX, ¢), which at Bharhut stands for the Tree of Life.

We now come to consider what the animals shown on the volute ends of the
Torapa stand for. Are they Makaras or ordinary crocodiles 7 These animals resemble
the other Makaras depicted on the Railing with only one singular difference, namely
that all the Makaras at Bharhut possessa fish-like end-fin on the tip of the tail,
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whereas these monsters have no such fin on their tails which gradually taper to a
point like the ordinary crocodiles. We, therefore, adhere to Barua's opinion that these
animals are in reality crocodiles and stand for Mira, the embodiment of Evil according
to Buddhist mythology.

Of other fantastic animals depicted on the Railing mention may be made of a
group of mythological creatures who are terrestrial as to head and shoulders and
aquatic in body and tail. These are the water-horse, jala-turaga (106 as vihama of
Chandrii Yakshi) (Pl. VIH, &); the water-elephant, jafa-kari or jalebha (218 as a
band of border to the upper hall-medallion) (PL. XXI, ¢); the water-bull, jals-
vrishabha (92) (Pl XX, @) ; and the sea-lion, simdhu-sidiha (306 as vahana of darpapi)
(PL. VIIl, &), Two mutilated animals of the merman type, matsyanara (2 and
214), are also shown as vdhamas respectively of an unidentified demi-god
(Pl. VIIL, @} and of Ajakilakn Yaksha. The former (PL VIII, @) has a partially
damaged bearded human face ; the other (214) is completely defaced, but the human
hands inserted into the mouth in the attitude of whistling indicate that the face was
that of a man. All these animals have coiled serpentine bodies and tails, the latter
furnished with fish-like end fins like the Makaras depicted on the Railing. Aguatic in
affiliation, all these hybrid creatures, like the Makaras already referred to, no doubt
symbolize the waters. The import of the association of these mythical water monsters
with the Yakshas and Yakshis and other demi-gods and demi-goddesses whose mount
they happen to be thus becomes clear. The Yakshas and Yakshis are mainly water
divinities and as water is the primal giver of life, only secondarily and by implication
are they those of fertility and prosperity.

Thus far we have seen that the Makara and cognate type of animals represent
the waters which is the raison deire for their occurance as the source of the lotus
plant (Tree of Life) and also for being the vihanas of the Yaksha type of demi-gods
present on the Railing. We have now to see if the same is applicable to the elephants
from whose mouth the kalpavalli originates on the Coping. These elephants are
shown as ordinary terrestrial elephants, and not as jafebhas. The connection- of the
elephant with the waters becomes apparent from the Paurinik legend of the Churning
of the Ocean (Samudramanthana) according to which the white elephant Airivata,
along with the horse Uchchaisravd, came out of the ocean due to cherning by the
Devas and Asuras, and was apropriated by Indra. It should also be noted that ths
kalpavalfi is a celestinl plant, and %0 the celestial waters in the form of clouds may be
considered as its source and the clouds are thought to be atmospheric elephants
(kwfjara).

GEOMETRIC STYLE

Motifs that may be considered as belonging to the Geometric Style are
sparingly used in the decoration of the Railing. Of these the following deserve
mention. .

(1) Chevrons—In some of the cross-bars (120, 165) a circle of hatched
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chevrons is found to form the outer border to the lotus-medallions (PL. XIII, e, d).
They appear to be simply decorative in purpose.

(2) Svastika—Pillar medallion No. 168 shows a linear decoration which consists
of a number of interconnected svastiker and seuvastikas,®® the spaces between the
arms of the signs being filled with lines of beads or rarmamalis (PL. XVI, ¢). The
svastika is a sign of great antiguity. Tt is found on many of the painted pottery of the
Harappan culture, and also on the antiguities belonging to the early cultures of Europe
and the Near East. Being a very simple sign consisting of a number, of straight lines,
ensy to draw and easy to remember, the svastika has a great vogiue both in time and
space. Many theories have been presented by scholars concerning its symbolism. It
has respectively been thought to represent Zeus, the sun, the fire, the god Indra the
rain-maker, the earth, the sky, the four quarters, the union of the sexes; and finally,
the Deity ol all Deities, the great god, the maker of all the Universe. Some scholars
have attributed a phallic significance to it ; while others have recognized in it the
generative principle that resides in the female making it a symbol for such great
Mother goddesses as Artemis, Hera, Demeter, Astarte, etc. So great divergence of
opinion about its interpretation indicates that its origin and significance have been lost
in its great antiquity. What seems to have been at ull times an attribute of the svastika
is its character as a charm or amulet for good foriune and good luck, and also as a
sign of benediction and blessing. The Sanskrit name for the sign, svastika, has been
derived from su, “Well", “good™ + arti, ‘it is”, *'let there be"". Thus the name for
the sign indicates that it is thought mainly to stand for auspiciousness. This character
of the symbol has persisted into modern times ; but for which reason auvspiciousness
attaches to it is now lost to us. It is still used by the people of India, irrespective of
their sectarian affilintion, and also by those of Chinn and Japan as a sign of good
wishes and good fortune, and also for abundance, prosperity and long life.®?

It should, however, be borne in mind that whatever might have been the
significance of the sign to those who used it and in whatever way modern scholars
might have interpreted it, the svasrika had always remained a design for ornamentation,
and the Bharhut artists appear to have used it oot only for its religious and auspicious
significance, but also for its ornamental value.

(3) Tetraskelion—Medallion No, 150 (Pl. XVI, d) bears a curious decoration
which is a blend of the Plant and Geometric Styles. The whole field of the medallion

""The srastika and the sawvartlka consist of two straight lines crossing each other at right
angles. The bars of the normal srastika and sasverriks are straight, of equal thickness
throughout, and cross esch other at tight angles, making four arms of equal size, length
and style. Their peculiarity is that all the ends of the lines are extended at right angles
and in the same direction, ecither to the right or (o the left. The one that has the arms
extended 1o the right is generally called the maarika ; the other, having those extended to
the left, the sawvastiks. In common parlance, however, both the varietics are sometimes
called the marike without discrimination. Tn these pages we have also used the term
svastika to designate either variety of the sign.

"*Cf. Wilson, Thomas, The Svastiks, (Delhi, 1973), for a detailed discussion of the Svastika
I,m
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is divided into a number of squares by fat bands of straight lines, three of them
running horizontally and three others vertically. Each square thus formed contains two
half-lotuses inside half-medallions. These half-medallions are posited in such a way
that their circumferences touch each other at the highest point of the semi-circle, and
their diameters are formed by two of the opposite sides of the square in which they are
contained. The spaces between the two half-medallions inside a square are filled by
blue lotuses (utpalas) whose flaring triangular profile fits finely into these spaces.
Moreover, the decorated borders of the half-medallions contained in four adjacent
squares are arranged in such a way that they form two S-like spiral curves crossing
each other in the middle. The figure thus produced is known as the tetraskelion.
This symbol is found on some of the earliest punch-marked coins of India. In Greece
the tetraskelion as well as the triskelion is found engraved or embossed on shields and
bucklers. The significance of both symbols is, however, difficult to ascertain. Some
think the tetraskelion to be the spiral variety of the svastika. As the spiral arms of
the tetraskelion produce an illusion of cyclic movement, others take it to symbolize the
cycle of movement of the sun through the firmameat, and by extension, of the move-
ment of all astral and heavenly bodies. There could have been no doubt that the
spirals of the tetraskelions have imparted an illusion of heaving and whirling movement
to the whole composition of the medallion.

(4) Stepped merlons—The stepped merlons which, alternating with the blue
lotuses (ufpalas), from the upper border to the kalpavalli on the Coping (PL II)
and also along the diameters of some of the hall-medallions on the pillars (Pl. XX, &)
may also be considered as belonging to the Geometric Style, as each of these motifs
in reality consists of diminishing superimposed cubes in three, four or five tires. When
considered along with the others in the row, these motifs appear to form part of the
defensive arrapgement of the walls of a fortification constituting, as they do, the
embattled parapet between two embrasures through which the defenders can shoot
missiles or hurl stones on the assailants. The walls of the city of Kusinfrd, as
depicted on the Southern Gateway of Sanchi Stiipa 1*°, were furnished with defensive
turrets having rows of such stepped merlons through which the defenders of the city
were shown hurling stones on the besieging forces marshalled below. But taken
separately, each of these motifs is found to resemble a Babylonian ziggurat, and like
the ziggurat appears to represent a mountain, As such the stepped merlons may be
thought to represent the Primordial Hill which, as we have already stated, arose out
of the Primordial Ocean in the first stage of Creation. Thus, of all the Geometric
motifs found on the Bharhut Railing, the so-called “stepped merlon™ appears to truly
form an element of “Water Cosmology”. Their alternation with the blue lotuses
{utpalas), another element of “Water Cosmology™, appears Lo strengthen our inter-
pretation. Their resemblence with the Babylonian ziggurat inclines us to hold that,
like the “honey-suckle™, human-faced bull and winged lion etc., this motif also entered
India through contract with Western Asia.

"*Marshall, L., The Monumensis of Sanchi, Vol I [n.d..]»,l‘i.ﬂ lowermost architrave ; Guide
to Samchi, 1918, F1. V., b.
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CHAPTER I

DESCRIPTION OF PLATES

FRONTISPIECE

General view of the Bharhut Railing and Torava ss erected in the
Bharhut Gallery.

The Railing (vedika) is composed of a series of stone pillars or posts
{thabho=xtambha), rectangular in section, joined together by three
parallel sets of lenticular cross-bars (siichi), mortised into the pillars on
gither side, and capped by a continuous stone coping (ushyisha), rounded
at the top. It is pierced by four entrances on the four cardinal points,
dividing it into four Quadrants. Parts of the North-eastern and South-
eastern Quadrants have been re-erected in the Bharhut Gallery.

Towering high over the Railing is the Gateway (Torana). Only the
Eastern Torana has come down to us to be re-erected in the Gallery. It
is composed of two curiously shaped pillars supporting an ornamental
arch, which consists of three massive volute-ended curviform architraves,
placed one above the other by means of square blocks of stone dados
posited between them in line with the supporting pillars below. The
empty spaces between the central curved parts of the architraves are
filled with eleven small balusters and statue-pillars.

Plate 1

Inner view of the upper part of the Torapa at the Eastern entrance
as erected in the Bharhut Gallery.

The two supporting pillars of the Torapa are square in section
(chaturasra padasthina) upto a height of 46 cm. from their base (not
shown in the Plate). Above this the shafts are chiselled to form a group
of four octagons (ashiisra stambha) joined together to represent a cluster
of four columns. Each of these four octagons is crowned by a separate
lotiform bell-capital surmounted by a circular abacus decorated all over
with lotus-petal designs. Between the circular abacus and the bell there
are rope mouldings. In form and design these are replicas of similar
members of the A%okan capitals. The abaci of the four-grouped
bell-capitals are covered by a single square abacus, and this in tumn
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supporis a four-grouped Fydfa (fantastic animal) emblem, showing two
vyijas seated back to back on each face of a capital. On the inner face,
the vyalas of one of the capitals are lions with human faces (nara-
v¥ii{as), while those of the other are the same animals with birds’ faces
(éyena-vyalas).

The superstructure of the Torapa consists of three curviform archi-
traves, the projecting volute ends of which are decorated with open-
mouthed crocodiles. The central curved part of the lowermost architrave
shows a procession of elephants carrying offerings of lotus flowers and
buds, and a human devotee on each side of a Bodhimayda under a banyan
tree. The central part of the middle architrave shows a similar proce-
ssion of lions and human-faced wydfas approaching from either side a
Bodhimapda under a clump of bamboos. The central part of the
uppermost architrave is a reconstruction in cement plaster and its faces
have been left plain, The square part of each architrave between the
curved middle portion and the volute ends are decorated on the one side
with the representation of a stfipa and on the other side with that of a
pavilion or shrine. The uppermost architrave is surmounted at its centre
by = pinnacle ornament consisting of a nine-petalled honey-suckle
(anthemion) crowned by a Dharmachakra. In the space between the
curved middle portion of the middle and lowermost architraves there are
cleven balusters and statue-pillars. The similar space between the
middle and uppermost architraves has been left empty due to mon-
availability of balusters etc. in the excavations.

The superstructure of the Torapa with its architraves and balusters
symbolically represents the Dharma promulgated by the Buddha which
serves as a parapeted bridge (dharmarern) for the salvation of mankind
from earthly bondage.

Plate IT

A portion of the North-castern Quadrant of the Railing with
intermediate pillars, cross-bars and coping in position.

One of the intermediate pillars (the one on the extreme lefi) bears
the life-size figure of a Yaksha (Supivasa Yakho) standing on his
elephant mount. The other pillars, also intermediate ones, are divided
into three sections by a full medallion at the middle and half-medallions
at the top and the bottom. The medallions are decorated with sculpture
showing deities (e.g.. Nigarija and Nigis) and scenes (e.g . Worship of
the Bodhi Tree, Dream of Quees Miyd) from popular and Buddhist
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mythology. The half-medallions at top and bottom contain animal
( jala-vrishabha) and floral (full-blown half-lotuses) motifs. The cham-
fered edges of three pillars are ornamented with male and female figures
standing on lotuses, birds (parrots) perching on flowering branches and
other floral motifs. The cross-bars (siefd) needling the pillars are
decorated with medallions containing full-blown lotuses and other floral
and animal designs. One of the cross-bar medallions contain a human
bust within a full-blown lotus. The continuous coping over the pillars is
divided into a number of semi-circular panels formed by the meanders
of the kalpavalfi. These panels contain sculptures of natural and
fantastic (fha-mriga) animals, fowers, fruits and personal ornaments as
well as scenes from the Jirakas and other popular tales. This broad
band of coping sculpture is bordered at the top by a row of stepped
merlons alternating with blue lotuses (utpala), and at the bottom by a
row of bells hanging from the meshes of a net (ratna-kihkivi-jala).

Plate 111

a — Railing intermediate pillar.

It has mortices for cross-bars on its two sides, and its two faces are
provided with spaces for sculptural decoration. The face shown in the
Plate is decorated with a full medallion at the middle and half-medallions
at top and bottom, and its edges are chamfered. All the three medallions
as well as the chamfered edges are ornamented with sculpture showing
men, animals and fowers elc.

b — Railing intermediate pillar, showing the life-size figure of Sirimd Devati
standing on a vedika type of railing. Over her head is a hall-lotus
medallion from which, on cither side, emerges a lotus leaf (left) and a
blue lotus (right) bearing garlands or necklaces.

& — Terminus pillar of the Return Railing covering the Torapa. This pillar
has mortices for cross-bars only on its inner side, the two faces and the
outer side being reserved for life-size figures. In the illustration the figure
of Gangita Yaksha on the inner face and that of Viradhaka Yaksha on
the adjacent outer side have been shown.

d — Right-hand corner pillar of the South-eastern Quadrant of the Railing.
This pillar has mortices for cross-bars on its inner side and outer face, the
adjacent outer side and inner face being reserved for sculptural decora-
tions. In the illustration the horseman carrying @ Garuda-standard
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(Garutda-dhvaja) on the inner face and the elephant riders of the outer side
are shown. The animals of both the side and the face are standing on
vedikd railings supported by elephants (on the face) and Gapas (on the
side). Half-lotus medallions decorate the top of both face and side.

Plate 1V

a — Coping sculpture (No. 346) showing a couchant elephant from whose
mouth the kalpavalli issues out.

This is the initial sculpture (occupying the space just above the First
Pillar dedicated by Chipadevi) on the inner face of the Coping over the
South-eastern Quadrant of the Railing. The elephant is couchant facing
right, ie., the south, the direction to be followed by the pilgrims
perambulating the pradakshipapatha. 1ts trunk is vpraised ; and from its
mouth issues the main stem of the kalpavalli which, by its meanderings,
divides the face of the Coping into & number of semi-circular upper and
lower panels containing sculptural decorations. Along with the main
stem of the kalpavalli there also issues from the elephant’s mouth a
subsidiary sprig bearing a full-blown lotusand a bud. From the body
of the main stem of the kalpavalli issues out other subsidiary sprigs, some
of which are held by the upraised trunk of the animal and some others
are shown creeping backwards over its head and back. From the leaves
on these subsidiary sprigs hang various ornaments, like necklaces, tassels,
a spiral ear-ornament and another of the prikara-vapra-kupjala type,
which surround the animal on all sides. The elephant is not caparisoned,
and appears to be wild. It is very naturalistically drawn, being more so
than the one depicted on the Return Coping (PIL. IV, &).

b — Coping sculpture (No. 312) showing a couchant elephant from whose
mouth the kalpavalli issues out.

This is the sculpture next to the initial couchant lion (fragmentary)
on the inner face of the Coping over the Return in front of the Eastern
Gateway. This clephant faces right, like the one depicted in PL IV, a ;
and from its mouth also issues out the stem of the kalpavalfi dividing the
face of the Return Coping into a number of similarly posited semi-circular
panels for sculptures. In its upraised trunk the elephant holds a necklace
(hira) of three chained strands, the strands being separated by spacer
beads. The animal is caparisoned, the caparison consisting of a piece
of embroidered trapping covering its back and sides ; and so, it appears
to be a tame elephant. Its posture is also more prostrate than the one
depicted on PL IV, a.
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¢ — Sculpture (No. 348) on the inner face of the Coping over the South-
eastern Quadrant of the Railing, showing a lion.

Its body and baunches are naturalistically depicted ; but its face
and the manes over its neck are schematie, and appears to be copied from
West Asiatic protolypes. The animal is inside a semi-circular panel
formed by the meanderings of the kalpavalli, from which issues a number
of subsidiary sprigs each carrying a lotus bud or leaf.

d — Sculpture (Ne. 325) on the inner face of the Coping over the North-
eastern Quadrant of the Railing, showing a fantastic animal (fkg-mriga),
inside a semi-circular panel formed by the kalpavalfi.

The animal has a leonine body, a bird's head with parrot-like beak
and asinine ears, horse-like manes over the nape of its neck and lion’s
tail. Its forelegs have cloven hoofs like a bovine, while its hind legs have
clawed paws like a feline. In Indian Silpaiastras these hybrid animals
are known as Fyifas. The animal depicted in the panel may be designated
as Syepa-vyija. Ornaments, like spiral valaya, prikara-vapra-knydala and
car-rings (7), are shown around the animal, some of them on sprigs
issuing from & node of the kalpavalli.

Plate V

a — Sculpture (No. 354) on the inner face of the Coping over the South-
eastern Quadrant of the Railing, showing a fantastic animal (fA3-mriga)
inside a semi-circular panel.

The animal is a human-faced lion ; but it has no mane over its neck
and head. Its limbs, body and haunches have been naturalistically
depicted like those of a lion. This animal appears to have its ideological
prototype in the sphinxes of Egypt; but in actual depiction it differs
much from them. Two sprigs issuing from a node of the kalpavalli
carry lotus leaves with ornaments, the one above the animal being a
pida-valaya (anklet), the other below it a necklace (hdra) of beads of
four strands.

b — Sculpture (No. 345) on the inner face of the Coping over the North-
eastern Quadrant of the Railing, showing a bearded human-faced bull

(nara-vrishabha) inside a semi-circular panel.

_ This fantastic animal reminds us of the large human-faced bulls on
either side of the gates of the Assyrian palaces at Nineveh and Dur
Sharrukin (c. Sth century B.C.). It has, however, no wings like its
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Assyrian prototypes. It should also be noted that it has no hump ; and
its body resembles that of a deer more than that of a bull. Below its
body a spiral piada-valaya (anklet) sprouts from a lotus leaf on a sprig
originating from a node of the kalpavalli ; two other ornaments, possibly
spiral ear-rings are shown above its back.

¢ — Sculpture (No. 337) on the inner face of the Coping over the North-
eastern Quadrant of the Railing.

This semi-circular panel shows an antelope (mriga) under a tree and a
man with an axe on his shoulder. As the Brihmi label informs us, it
depicts a scene from the Isimiga-Jitaka., The animal tramples over a
bracelet (valaya) ; a spiral ear-ring is also shown near the bracelet.

d — Semi-gircular panel (No. 327) on the inner face of the Coping over the
North-eastern Quadrant of the Railing, showing a scene from the Sujdra
go-huta Jataka,

The purpose of this illustration is to show how nsturalistically the
Bharhut artists had depicted the couchant bull, Tts couchant posture,
horns, hump, ribs, and tail have been very realistically delineated.
Above and below the bull are shown two spiral valayas, possibly pada-
valayas.,

Plate V1

@ — Semi-circular panel (No. 329) on the inner face of the Coping over the
North-eastern Quadrant of the Railing, showing the episode of the Bidala-
Jitaka Kukula-Jataka.

The cock on the tree and the cat on the ground below have been very
realistically as well as npaturalistically drawn. Ornaments, like necklaces
of beads and a large ear ornament (kundale) furnished with a number
of bells are shown hanging from two sprigs coming out of a node of the
kalpavalli.

b — Semi-circular panel (No. 333) on the inner face of Coping over the North-
eastern Quadrant of the Railing, showing the episode of the woman
Ashadha in the cremation ground among jackals.

The jackals are recognizably, if not realistically, depicted.

¢ — Sculpture (No. 332) on the inner face of the Copiog (North-castern
Quadrant), showing ornaments hanging from subsidiary sprigs inside a
semi-circular panel formed by the kalpavalli,
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The ornaments consist of meck-chains (hirg), bracelet (valaya), ear-
ornaments of triratna-design and a ring (ahguriya) of beads.

d — Sculpture (No. 363) on the inner face of the Coping (South-castern
Quadrant), showing a neckband (kautha-bhushaga) hanging from the leaf
of a sprig issuing out of a node of the kalpavalli.

Inside the neckband are two ear ornaments of the prakara-vapra-
kundala type, and outside it a ring (ahiguriya) of beads.

Plate VII

a — Semi-circular panel (No. 328) on the inner face of the Coping
{North-eastern Quadrant), showing necklaces of beads hanging from
the leaves of n subsidiary sprig of the kalpavalli. Two other circular
ornaments having the shape of lotus-rosettes may be ear ornaments.

b — Semi-circolar panel (No. 330) on the inner face of the Coping (North-
eastern Quadrant), showing seven mangoes (amra, sohakdra) hanging
from a subsidiary sprig of the kalpavalli.

¢ — Semi-circular panel {(No. 353) on the inner face of the Coping (South-
eastern Quadrant), showing two jack-fruits (pamasa) hanging from a
sprig of the kalpavalli.

d — Semi-circular panel (No. 326) on the inner face of the Coping (North-
L]

eastern Quadrant), showing two custard-apples (3£3) hanging from a sprig
of the kalpavalli.

Plate VI
a — Corner-pillar sculpture (No. 2) showing the bybrid figure of a merman
{(matsyanara) as vihana of a life-size demigod.

Though mutilated, the head of the leviathan can be recognized as
that of o bearded man, the body being that of a fish or sea-serpent,
curved and coiled, the tail being furnished with fish-like caudal fins,

b — Cormner-pillar sculpture (No, 306) showing a sea-lion (sindhu-sifika) as
vishana of the life-size figure of a lady holding the mirror (darpapi).

The head of the monster is that of a lion. Schematic manes run
aver its head and the nape of its neck. The forepart of its body has two
forelegs which, peculiarly enough, are furnished with bovine hoofs and
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not feline paws. The hind part of its body consists of the coils of a
sea-serpent, and is furnished with fish-like ventral and caudal fios.

¢ — Pillar chamfer sculpture (No. 245) showing an elephant standing on the
pericarp of a lotus.

The lotus (padma) has been depicted as an overblown one just before
fading out, with all its petals drooping down towards the stem
completely exposing the stamens and the pericarp. The ease and poise
with which such a huge animal as the elephant has been accommodated

' on the small compass of the pericarp of a lotus deserve notice.

d — Sculpture (No. 106) on the outer face of the terminus-pillar of the North-
eastern Quedrant of the Railing, showing a sea-horse (jala-turaga) as
withana of Chandra Yakshi.

The head of the animal is that of a horse with schematic manes
running from the crown to the nape. It has horse-like forelegs. The
rest of the body consists of the coil of a sen-serpent furnished with
end-fins on the tip of the tail,

e — Pillar chamfer sculpture No. 60) showing an animal (mutilated, possibly
horse) with rider standing on a lotus.

The lotus is depicted as full-blown, in the prime of ils youth, with
the petals pointing upwards, enclosing the ffericarp which is not seen,

Plate IX
a — Cross-bar medallion (No. 14) showing full-blown lotus.

The medallion shows the top surface of a single lotus as if it is
being viewed from above. In the centre is the circular pericarp (karnika)
with the ends of the carpels in position. The pericarp is surrounded by a
circle of stamens which, in turn, is encircled by the spreading petals. The
petals of the front row are shown in their entirety, placed side by side
::rnuud the circle of stamens with their tips pointing outwards towards the
circumference of the medallion. The petals of the back rows are shown
peeping through the vpper ends of those of the front row. The full-
blown lotus is placed within a circle of fAat moulding ornamented with a
wavy line, Beyond this moulding is a floral border of alternating full-
blown lotuses and blue lotuses (ufpalas), the latter being shown emerging
from the plants themselves consisting of roots and stems.
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b = Cross-bar medallion (No. 58) showing a full-blown lotus.

In this medallion the petals of the front row are shown to droop and
double back over the circle of stamens with their tips pointing inwards
towards the central pericarp. Beyond this come other rows with their
petals pointing outwards as is wvsual with sach lotuses. The lotus is
surrounded by an inner circle of beads and an outer border of encircling
schroll-work.

¢ =— Cross-bar medallion (No. 152) showing a full-blown lotus.

In this medallion also the petals of the first row droop and double
back over the circle of stamens, and then come the usual rows of petals
pointing outwards., The central lotus is surrounded by a row of larger
petals which does not belong to that flower, but appears to form an
ornamental device.

d — Cross-bar medallion (No. 79) showing a full-blown lotus.

The central lotus shown in this medallion in placed within a circle of
plain flat moulding, and beyond it there is an outer border formed bya
row of serpents’ heads.

Flate X
a — Cross-bar medallion (No. 179) showing a full-blown lotus.

The pericarp of the lotus does not contain the usual carpels, but is
decorated with a lotus-rosette. The flower lies within an inner border
of rope moulding which may represent a wreath of twisted creeper. The
outer border is formed by a meandering lotus rhizome with nodes at
regular intervals from which emerge separate springs containing blue
lotuses (utpalas) and buds.

b — Cross-bar medallion (No. 181) showing a full-blown lotus,

The central lotus is encircled by an inner border of rope moulding or
twisted cresper-wreath, The outer border consists of a meandering vine
creeper with leaves and bunches of grapes coming out of it. The vine
motif appears to be introduced into India through contact with
Hellenistic West Asia.

¢ — Cross-bar medallion (No, 216) showing a full-blown lotus.

The usual central lotus lies within an inner circle of twisted rope or
creeper-wreath moulding. Beyond this is an outer border of stylized over-
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blown lotuses (padmas) with their petals drooping downwards baring
the stamens and the pericarp, alternating with leaves.

d — Cross-bar medallion (No, 57) showing a full-blown lotus.

The large central lotus is placed within an inner border of bead-
and-reel (astragals) and an outer border floral wreath,

Plate XI

a— Fragmentary pillar medallion (No. 287) showing a fuoll-blown lotus
within a circle of plain fat moulding.

The flower is not of the usnal multi-rowed variety. The single row
of petals surrounding the stamens are alternated with feeler-like tentacles,
the significance of which cannot be determined. Beyond the circle of
moulding is a row of pecking swans in various postures, some pecking
food from the ground, one pecking its tail plumes, two others confronting
each other with their flat bills as if in a quarrel.

b — Cross-bar medallion (No. 90) showing a full-blown lotus.

Instead of the usual carpels, the pericarp of this beautifully executed
lotus is decorated with an eight-armed skelion (octorkelion), the spiral
arms of which impart an illusion of anti-clockwise whirling motion to the
centre of the composition. The lotus lies within an inner circle of plain
flat moulding. The outer border is formed by a meandering lotus
rhizome coming out of an inverted Vase of Pleaty (pirna-kumbha). From
nodes at regular intervals, the rhizome throws off subsidiary sprigs which
have blossomed into full-blown lotuses and buds and leaves. The mean-
dering rhizome has also created an illusion of slow clockwise movement.
Thus the circular movement of the centre of the composition has been
balanced by that at the circumference.

¢ — Cross-bar medallion (No. 64) showing a full-blown lotus.

The central lotus, of usual variety, is placed within a circle of many-
stranded necklace of beads (ramamala). The outer border is formed by
a row of winged lions (sapaksha-sithha), their legs being in the posture of
progression. As all the lions face the same direction, the right, an
illusion of clockwise movement has been created around the fixity of the
central pericarp of the lotus.

d — Cross-bar medallion (No. 77) showing a full-blown lotus,
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In this medallion the central lotus lies within an inner circle of plain
flat moulding. Beyond this is an outer row elephants carrying lotuses,
leaves and buds in their trunks, Facing right, all the elepbhants are in
a crawling posture which has imparted a slow clockwise movement
to the circumference of the composition as against the fixity of the central

lotus.
Plate XII
a — Pillar medallion (No, 23) showing lotuses (padmas) and blue lotuses
(utpalas).

The centre of this medallion is occupied by a full-blown lotus, viewed
from above, with the petals of its inner rows drooping over the circle of
stamens and those of the outer rows spreading outwards. The central
lotus is surrounded by 8 number of full-blown and overblown lotuses
(padmas) and blue lotuses (ufpalas) and leaves and buds, all on indepen-
dent stems arising out of the field of the medallion. The medallion thus
appears {0 depict a lotus pond (padma-sarasi) full of padmas and wutpalas.
In nature also the two varieties of flowers grow in the same pool,

b — Cross-bar medallion (No. 254) showing a lotus plant coming out of a
hill,

Both full-blown and overblown varieties of the lotus (padma) as well
as lotus leaves and buds are shown to sprout on individual stems coming
out of a triangular eminence at the base of the medallion. This triangle,
no doubt, represents the Primordial Hill (giri, adri, parvata) which, accor-
ding to the earliest Indo-Aryan tradition, arose out of the Primordial
Cosmic Ocean in the first stage of creation. Similarly, the lotus plant
coming out of the triangle represents the Tree of Life, the immediate
source of all creation, which grew out of the Primordial Hill in the
second stage of creation. In the Bharhut reliefs the Tree of Life has
always been depicted as a flowering lotus plant.

¢ — Fragmentary pillar medallion (No. 162) showing a full-blown lotus.

A large full-blown lotus, without any floral or animal border, covers
the whole field. Row after row of petals (actually seven rows), one
beyond the other, each row peeping through the interspaces of the row
below, surround the innermost circle of petals which, being placed side by
side around the circle of stamens, are visible in their entirety. The tips
of peeping petals have made a ripple design of much beauty and
novelty.
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d — Pillar medallion (No, 250) showing full-blown lotus.

The central lotus is placed inside a circle of beads (ratmamalz). The
outer border is formed by a meandering rhizome with nodes at regular
intervals, From each node comes out a sprig blossoming into full-
blown lotus (padma), utpala or leaf. That the padma and the wipala have
been shown to grow in the same plant indicates that to the artists of
Bharhut both the lowers symbolized the same thing, viz., the waters,
the source of all creation.

Plate XIII

a — Cross-bar medallion (No. 102) showing a bust (male)—bearing full-blown
lotus.

The male bust occupies the place of the central pericarp and part of
the circle of stamens around it, Then comes a row of outward-spreading
petals placed side by side. The interspaces between the pointed tips
of these petals are filled by blue lotuses (ufpalas) arising on stems,

b — Cross-bar medallion (No. 96) showing a bust (male)—bearing full-blown
lotus.

Similar to above. The tips of petals of the outer rows are shown
peeping through the interspaces of those of the first row around the circle
of stamens.

¢ — Cross-bar medallion (No. 165) showing a bust (female)—bearing full-
blown lotus.

The full-blown lotus, similar to above, is encircled by an inner
border of plain moulding and an outer one of hatched chevrons. The
female bust placed within the flower holds a lotus bud in her right band.
She may represent a Nayika holding a lilapadma in her hand, or a goddess
of padmahasta Sci-Lakshmi type. The bust may also represent a subli-
mated portrait of the wife of the donor of the cross-bar a gentleman
named [sina, whose portrait also occurs on the other side of the cross-bar
(PL. XIIL, 4).

d —Cross-bar medallion (No. 120) showing a bust (male)}—bearing full-blown
lotus.

Lotus, with its double border, similar to above. The male bust
inside the lotos holds an overblown lotus in his right hand. It appears
to be the portrait of the gentleman [sana, the donor of the cross-bar. It
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was customary to embellish the vedikas with fipures of popular gods and
goddesses (like Yakshas and Yakshipis. in the role of devotees and
worshippers of the stfipa, which represented the presence of the Buddha.
The artists of Bharhut appears to avail of this opportunity to introduoce
the portraits of their patrons in the guise of demigods and demigoddesses
paying homage to the stipa. Reference may be made, in this connection,
to a Greek legend which informs us how Pheidias was accused of portray-
ing the head of his patron Pericles in the garb of Zeus on the shield of
his chryselephantine image of Athena Parthenos housed in the sanctuary
of the Parthenon. The custom of introducing portraits of patrons in
religious architecture in the guise of accessory deities appears to be widely
prevalent amongst the artists of the ancient world.

Plate XIV

Cross-bar medallion (No. 114) showing a bust (female)—bearing full-
blown lotus.

The female bust inside the lotus is engaged in her toilel (possibly
arranging the plaits of hair instead of putting the vermilion paint on the
hair-parting as is usual in such figures) holding a mirror in her left hand.
In Indian iconogaghic texts such figures are described as darpand. Itis
interesting to note that the lady wears an aukufa-shaped tatto-mark (or
sandle wood-paste mark) on her left cheek just below the left eye. As
the inscription on the cross-bar informs us, the bust appears to represent
the portrait of the donor, the lady Pushyadevi, mother of Dharmagupta,

in the guise of a darpanika Niyika.
Cross-bar medallion (Neo. 132) showing a bust (female)—bearing full-

blown lotus.
The female bust, being, no doubt, the portrait of the donor mention-
ed in the inscription as the mother of Setaka, holds an overblown lotus in

her right hand.
Cross-bar medallion (No. 138) showing a male bust, the portrait of the
donor Gosila, within a full-blown lotus. ;

Cross-bar medallion (No. 200) showing a male bust, the portrait of the
donor Rishirakshita, within a full-blown lotus. He holds & bunch of

fruits, possibly the date palm, in his right hand.
Plate XV

a — Pillar medallion (No. 245) showing a bust (female)—bearing lotus.
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The full-blown lotus lies within an inner border of plain flat moulding
and an outer border of square beads decorated with diamond designs.
The petals of the lotus are posited in such a way, each one covering part
of the other in front of it, that they give ao illusion of anti-clockwise
whirling motion. The pericarp of the lotus contains the female bust with
her hands in the act of salutation (nomaskdra or afijafi-mudrz). The cir-
cle of stamens around the pericarp is given the shape of a twisted-rope
moulding. The identity of the lady represented by the female bust can-
not be determined. She may be a Yaksipi ; but the lack of her facinl
charm inclines us to hold that in this depiction the artist made a realistic
portrait of the donor's wife, who might have accompanied her husband
in his pilgrimage to the Stipa. The donor of the pillar, the horseman
(asavirika) Sulabdha, himself appears to be portrayed in a scene depicted
on & half-medallion (top) of the same pillar (Pl. XXI, d).

& — Pillar medallion (No. 67) showing a bust (male)—bearing lotus.

The male bust within the lotus occupies the place of its pericarp and
part of the circle of stamens. It has a grotesque face, decorated all over
with tatoo-marks, a snub nose with broad nostrils and long conical asinine
ears. The pillar being the gift of the lady Nigasena hailing from Patali-
putra, the bust cannot be taken to be the portrait of the donor. It
appears to represent a Yaksha or some male deity associated with Water
Cosmology, whose face has been shaped after some of the contemporary
aboriginal tribal people of Central India.

¢ — Pillar medallion (No. 219) showing a female figure inside a roundel bor-
dered by a flowering lotus plant,

The lady, shown upto the waist, is within a circle of plain flat
moulding. Her right hand, placed on the hip (kafihasta), holds a lotus
by the stalk ; and her left hand, bent at the elbow, holds the braids of
her plaited hair (veni). The roundel containing her figure is surrounded
by a meandering lotus plant, no doubt, the Tree of Life, hlossoming into
overblown lotuses, buds and leaves on separate sprigs coming out of its
nodes. The ends of the plant are held by the hands of a Yaksha squat-
ting at the bottom. The squatting Yaksha is a variant of the same
personage from whose mouth or navel the Plant of Life is shown to
originate in other medallions of the Railing (Pl. XVIL, 2 and b), The
lady, representing the spirit residing within the lotus plant (Tree of life),
is, no doubt, a popular goddess of Sri-Lakshmi type depicted here as
padmahasii (holding the lotus) and padmavasini (residing in the lotus), the
lotus plant surrounding her indicating her habitat.
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d — Pillar medallion (No. 231) showing a male bust within a full-blown

lotus.

The male bust wears an  elegant furban and other ornaments ; ils
lovely face, brightened by on expression suggestive of smile, exudesa
warmth of liveliness that is rarely met with in the sculpture of that age.
The lotus containing the bust is surrounding by overblown lotuses
{ padmas). utpalas and buds, alternating with four large birds which appear
to be swans. The identity of the bust cannot be determined.

Plate XVI

Cross-bar medallion (No. 89) decorated with the palmette and lotus
motifs.

The floral motif, arising out of the flat border of the half-lotus &t the
base of the medallion, is generally taken to be a stylized form of the so-
called “*honey-suckle” motif. It, however, appears to bea “palmetie”,
that is, stylized representation of the leaves of the date-palm tree, sacred
to the Babylonians and Assyrians of Mesopotamia. The serrated and
ribbed representations along the vertebrae of the four side-branches
appear 1o be nothing but stylized renderings of individual leaves of the
date-palm sprouting on either side, from base to tip, of its individual
branches. The tentncle-like growths on either side of the length of the
central stem appear to represent the process of twigs and spikes sprouting
on the rhachis (ravamafijari) while the plant is about to bloom. Rosettes
of some sort of Aower blooming on slender stems occupy the spaces
between the branches of the main motif. The bud-like growths flanking
the branches (the one on the right is mutilated) possibly represent
bunches of the date palm fruits.

Cross-bar medallion (No. 131) decorated with the palmette and lotus
motifs.

In this illustration also the serrated and ribbed members of the motif
stand for the Jeaves and branches of the date palm. But the central
longish fan-like member bears the closest resemblance to a leal of the
Indian betel-nut (guvika), also a member of the palm family, which it, no
doubt, represents. The two bunches of flowers or fruits, flanking the
central gus@ka leaf on either side, possibly represent bunches of fruit-
bearing flowers of the same tree (guviaka-mafijori). It thus appears that
in this representation of the palmette motif the artists of Bharhut
assimilated Indian elements of similar import with the original Mesopo-
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tamian prototypes. Two winged horses (valihaka-adva), also of West
Astatic origin, dari out, one on either side, of the serrated leaves of the
date palm. The palmette arises out of the pericarp of an overblown
lotus shown in three-quarter profile. This association of the palmette
with the lotus, which symbolizes the waters, makes the former an element
of Water Cosmology.

¢ — Pillar medallion (No. 168) decorated with interlaced svastikas and squvas-
tikas and lines of beads (ratnamalas)

d — Pillar medallion (No. 150) decorated with floral and geometric designs.

The field of the medallion is divided into a number of squares by
broad straight lines running horizontally and vertically across it. Each
square contains two half-lotuses inside half-medallions, whose diameters
are formed by two of the opposite sides of the square housing them,
their circumferences touching each other at the highest point. The
spaces between the two half-medallions inside a sguare are filled by bloe
lotuses (utpala). The decorated borders of the half-medallions in the
adjacent squares have formed intersecting spirals, producing a nomber
of figures known as the rerraskelion, a spiral variety of the svasrika. These
spirals have created an illusion of heaving and whirling motion along the
length and bredth of the medallion.

Plate XVI1

a — Cross-bar medallion (No. 279) showing Howering plants coming out of
the navel of a squatting Yaksha,

The pot-bellied (fupdila) Yaksha is seated on his haunches at the base
of the medallion. Two lotus plants, coming out of his navel, have spread
their courses in opposite directions, filling the entire medallion with
fowers, buds and leaves, growing on sprigs from nodes of the main stems.
The stem of each plant is held by either of the Yaksha's hands, bent at
the elbow and placed on the corresponding raised knce. Both wfpalas and
padmas of the overblown variety are shown growing on the same plant,
which indicates that both the flowers symbolize the same thing, vz, the
waters.

b = Cross-bar medallion (No. 83) showing flowering plants coming out of a
squatting Yaksha's mouth.

The Yaksha seated as above at the bottom of the medallion, Two
lotus plants come out of his mouth, and spreading in opposite directions
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cover the whole field with their sprigs, leaves, blossoms and buds. The
stems of the plants are held in the Yaksha's hands as in the foregoing
illustration. Only padmas, both of the full-blown variety showing their
top surfaces and the overblown ones shown in profile, grow on the plants
depicted in this medallion.

¢ — Pillar medallion (No. 81) showing a Nagardje accompanied by two
Nagis.

The Niga king stands in the human form undera canopy of five-
headed snake-hood over his head. The Niigis, on the other hand, have
been shown in the hybrid form, in which the head and bust upto the pavel
are those of a woman, while the lower limbs consist of the coils of an
actual serpent. Each ol the Nigis holds a chawri in one of her hands.

d — Pillar medallion (No. 99) showing a Mithuna couople.

Each one of the pair stands, placing one leg, on an eminence that
resembles the back of a tortoise. This may represent Prajipati in the
form of tortoise from whom the original Mithuna pair is supposed 1o

originate.
Plate XVII

a — Cross-bar medallion (No. 101) showing a Full Vase (PhGrpaghata), with
the lotus plant (Tree of Life) growing out of its mouth.

The Prirnaghala is shown as a wide-mouthed globular pot having a
high ring pedestal and everted rims, but no discernible neck. Its globular
body is ornamented with bands of lotus-petal designs at the base and the
shoulder and by a row of beads in the middle. Both wifpalar and padmas
of the full-blown and overblown varieties grow on the plant coming out
of its mouth. On the exposed pericarp of each of the four overblown
lotuses there perches a swan in the pecking posture. Full of life-giving
water, from which wells up the Tree of Life bearing all sorts of animals
and herbs, the Piirnaghala becomes a microcosm, epitomizing the uni-
verse and the force of creation contained in it. Its globular shape is
reminiscent of the globe of the earth.

b — Cross-bar medallion (No. 113) showing Gafalakshmi.

The goddess is seated on the exposed pericarp of an overblown lotus
arising out of a Pirpaghata. A lotus springs on a sprig, this also
coming out of the Pirpaghata, on either side of the goddess, and an
“elephant, standing on each lotus, pours water over her head from an

73
10



REMAINS OF BHARAUT IN THE INDIAN MUSELM

inverted jar held by the trunk, Her hands are folded in the act of
salutation (mamaskara or afijali-mudrz) as if she is offering her homage to
to the stiipa. This indicates that the presence of deities of the popular
pantheon, like those belonging to Water Cosmology, was requisitioned on
the Railing to serve subordinate roles as devotees and worshippers to
magnify the religion of the Buddha,

Pillar medallion (No. 177) showing Gajalaksimi.

Here the goddess is standing on the pericarp of the lotus ; otherwise
the composition is similar to that of the foregoing illustration. In her
left hand the poddess holds a lotus-bud by the stalk which arises out of
the Full Vase below. Her right hand is placed below her left breast as if
she is pressing it. Thus gesture indicates her power asa goddess of
abundance of pouring nourishment at will on one and all.

Cross-bar medallion (No. 170) showing a st7pa worshipped by two male
devotees, one on either side.

The hemispherical dome (anda) of the stiipa is raised on a cylindrical
base or drum (medhi), the lowsr portion of which is decorated with a
series of ornamenied mouldings. On this cylindrical drum stands the
railing (vedika) which surrounds the base of the dome. The body of the
dome is decorated all over with floral motifs and scroll work. On the
truncated top of the dome there is a square platform on which rises the
harmika. The harmikd consists of a four-sided railing roofed by gradually
expanding corbels in three tiers. The upper-most corbel is crowned by a
garland-bearing umbrella (chhatra) raised on a shaft (yashilhf). In overall
appearance the stilpa depicted on the medallion is taller than Sanchi
Stipa I, a contemporary monument still standing. The high cylindrical
drom (medhi) at the base and the corbels of the roof of the harmika at
the top are responsible for the longish appearance of the whole structure ;
at the same time they have minimized the grandeur of the dome (auda)
which, in carlier stfipa architecture, as exemplified by Sanchi Stipa I,
formed its most dominant member.

Plate XIX
Cross-bar medallion (No. 84) showing Makara.

The mythical creature is represented as having an elephant’s scalp to
which a crocodile’s snout with parted jaws set with peg-like crocodile
tecth has been engrafted. [Its body resembles that of a fish and is covered
with scales, but the tail is coiled like that of a serpent. It has elephantine
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forelegs and fish-like pectoral and tail fins, The upper jaw is curbed
upwards to form an incipient proboscis, but not the long trunk of the
elephant.

b — Cross-bar medallion (No. 146) showing a Makara.

Similar to above, with the difference that its body is plain and
smooth, and not covered with scales, and its tail is curbed upwards and
not coiled. Its forelegs are furnished with bovine hoofs and it has fish-
like dorsal, ventral and caudal fins, It also possesses tendril-like piscine
feelers on its upper snout; and three fishes are shown around its head,
one of them being between its gaping jaws, as if being swallowed
by it.

¢ — Cross-bar medallion (No. 137) showing a Makara.

Similar to the foregoing in almost all respects. However, its sternam
resembles that of an elephant, though its forelegs possess bovine hoofs.
A lotus plant with two overblown lotuses and a bud is shown issuing out

of its parted jaws.
d — Cross-bar medallion (No. 125) showing peacocks.

The central peacock with its head-plumes (/k4i) and spread-out fan-
tail almost covers the whole field. Two other smaller peacocks,
one on cither side of the central one, are shown in the pecking

posture,
Plate XX
a — Pillar half-medallion (top) (No. 167) showing a full-blown half-lotus.

The semi-circular border to the half-lotus is formed by a necklace of
beads of several strands, which are kept in place by regularly placed
spacer beads. The horizontal border along the diameter of the half-
lotus is formed by a row of hanging bells and ratmamalss.

b — Pillar half-medallion (1op) (No, 6) showing a full-blown hall-lotus.

The half-lotus is bordered by an inner semi-circle of plain flat moul-
ding, and an outer one consisting of a row of tortoises shown in the
profile. The tortoises are divided into two groups of three each by a
bunch of flowers, which they are approaching from either side, one behind
the other. The tortoises are very naturalistically depicted. The upper
diametrical border to the lotus is formed by a row of stepped merlons in
five tiers alternating with blue lotuses.
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Cross-bar medallion (No. 95) showing bullocks, cart and driver, all at
rest.

This, no doubt, depicts the scene of an Indian village at midday
during the summer season, when all nature seems to be drowsy and at
rest. The event takes place by the side of a step-well depicted at the top
of the medallion. The two bulls, unharnessed from their yokes, are at
rest in the posture usual to them. The cart stands still. The cart driver
is also enjoying @ pap in the squatting position, his doubled-up knees
being bound with his body by means of an uttariya would round the waist
and knees, to prevent him from fall while relaxing. The whole composi-
tion is charged with an air of drowsy inactivity which characterizes the
summer noons of the Central Indian villages.

Cross-bar medallion (No. 119) showing an elephant and monkeys.

The large elephant, oceupying almost the entire field of themedallion,
is walking to right in a slow gait. Five of the monkeys are riding on
the elephant, three being seated on its back, one standing on one of ils
tusks, and the other trying to scramble over the hind parts of its body
by catching hold of its trappings. Three other monkeys are accompany-
ing the elephant on foot, playing on musical instruments like drums and
the conch-shell flute. The import of the scene has not yet been deter-
mined, but all the animals have been very successfully drawn, their poses
and attitudes being depicted with perfect naturalness and a warmth of
charm that generates only from love for these animals, The interpenctra-
tion of figure with figure while communicating ideas, which is the essence
of visual artistic compositions, has been very graphically depicted in this
piece. The whole composition is suffused with a sense of the comic,
with the monkey playing their pranks, and the elephant relishing with
satisfaction the company of its simian associated.

Plate XXI

Pillar half-medallion (top) (No. 92) showing a water-bull { jala-vrishabha )
and rams.

The mythical sea-monster has the head and bust of & buoll with the
horns, hump, dew-lap and forelegs with parted hoofs correctly shown.
The hind part of its body consists of the coils of a sea-serpent and is for-
nished with dorsal, pectoral, pelvic and caudal fins. The horizontal band
above the half-medallion shows two pairs of rams, the animals of each
pair being seated side by side and back to back, facing opposite
directions.
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b — Pillar half-medallion (top) (No. 98) showing a pair of deer and floral
and linear decorations,

The two deer are seated side by side and back to back facing oppo-
site directions, They have many-tined antlers on their heads, which
shows that they are true deer and not antelopes, Two buds of some
sort of flower are shown to rise above their backs. The horizontal
border along the diameter of the half-medallion shows two lotus-rosettes
on either side and a svastika in the centre. The extended arms of the
svastika does not form right angles with the main cross-arms, but are
rounded at the junction, a tendency for the arms to assume a spiral form
which culminated in the sign of the fetraskelion.

¢ — Pillar half-medallion (top) (No. 218) showing & boar-hunt and two
Jalebhas.

The boar on the right is shown attacked by two dogs, one confront-
ing it and trying:to bite its snout, the other has leapt over its back and
has dug its canines into the shoulder of its prey. A male or a female,
holding a club in the left band, is shown urging the dog on the left to
continue the attack. The boar with its interlocking tusks and cloven
hoofs has been correctly and to some extent naturalistically depicted ; but
it is difficult to recognize the dogs as such. These may represent some
sort of wild dogs found in the forests of Central India. The upper hori-
zontal border to the half-medallion is formed by two water-clephants
Jalebhas or jala-karis) seated back to back facing opposite directions.
Their heads, trunks, tusks and forelegs resemble those of the elephant,
but their tails are formed by the coils of a sea-serpent and are furnished
with fish-like end-fins.

d — Pillar half-medallion (top) (No. 244) showing a horse accompanied by a
man and woman, and two Makaras,

The caparisoned horse is being led by a woman holding its reins and
followed by a man holding a spear in the right band. The significance
of the scene is not known. It appears that the man following the horse
is intended to represent the horseman (asawirika) Sulabdha, the donor of
the pillar according to the inscription engraved on it, and the woman his
wife, who might have accompanied her husband in his pilgrimage. The
profession of the donor appears to have been alluded to by showing him
accompanying the horse, The upper border to the half-medallion is
formed by two Makaras seated back to back facing opposite directions,
These funtastic animals lack the elephantine proboscis and possess instead

mn
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gaping Erucudi]ian snouts ; and their bodies are those of fshes furnished
with lateral, ventral and caudal fins,

Plate XXII

a —Pillar half-medallion (top) (No. 46) showing an overblown lotus (padma)
and two uwipalas.

The overblown lotus is shown with all its petals drooping downwards
completely baring its circle of stamens and (he pericarp above. Its
bulging contour resembles that of an Afokan capital ; and Coomara-
swamy's suggestion that the Afokan *bell-capitals™ derived their origin
from some such stylized depiction of an overblown lotus may not be
altogether out of the mark. The horizontal border at the top of the
half-medallion is formed by a row of stylized honey-suckles (anthemia).

b — Pillar chamfer sculpture (No. 157) showing on either edge a fan-tailed
peacock perching on the pericarp of an overblown lotus,

¢ — Pillar chamfer sculpture (No. 23) showing on either edge a parrot
perching on a hanging branch and pecking at its fruits.

d — Pillar chamfer sculpture (No. 35) showing on either edge a squirrel
perched on hanging branches and nibbling at the foliage. The fruit
hanging from the branch on the left is & custard-apple (atz) and those on
the right are mangoes (dimra, sahakira).

Plate XXIII

a — Pillar chamfer sculpture (No. 156) showing a female (left) and a male
(right) figure each standing on the pericarp of an overblown lotus.

The female is holding a necklace of beads of several strands
hanging overhead. The male holds his hands folded against his chest in
an act of salutation.

b — Pillar chamfer sculpture (No. 231) showing a female figure on either side
standing on lotus.

The female on the left is standing on a full-blown lotas with its
petals pointing upwards. She is engaged in breaking a bunch of Afoka-
flowers hanging from branches over head (Aéoka-bhafijika). The lady on
the right is standing on the exposed pericarp of an overblown lotus and
she is plucking Sala-flowers hanging from branches over her head. She

may be designated as a Salabhafjika.
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¢ — Pillar chamfer sculpture (No. 87) showing a male (right) and female (left),
each standing on the hood of a five-headed cobra.

The female holds a bunch of fzla-flowers hanging overhead. She is
thus in the pose of a :ﬁ'ﬁfu—kﬁaﬂjﬁkﬁ. The male has his hands folded
against his chest in the act of salutation (namaskara-mudra). A necklace
of beads in several strands is shown hanging over his head. The female
standing on the Niiga-hood accords well with the Vishuudharmottara
description of Anantanfiga with the beautiful Earth Goddess (Prith)
standing on his hoods, Similarly, the male figure standing on the
serpent’s hood reminds us of the representations of. Krishna's subduing
Kiliyaniga (Kalioyu-damana) in later Indian art.

d — Pillar chamfer sculpture (No. 168) showing on either side a female figure
standing on the pericarp of an overblown lotus.

The lady on the right holds a bunch of Fruits or a flower-bud in her
raised right hand, while the other on the left holds a ball in her right hand
as if she is about to throw it. She is thus engaged in playing with the
ball (kanduka-kriija), one of the pastimes of the Nayikas described in
the Silpasastras. One of the finest depictions of a Niyika playing with
a ball is to be found on one of the wjjhdlaka brackets inside the
mahamanapa of the Lakshmava Temple at Khajuraho (. 10th century
A.D.) (cf. Ancient India, No. 15, Pl. XXXIX, B). Beneath their secular
facade these Nayikdas of the later temples appears to bear a deep
religious and mythological significance. Thus the lady playing with the
ball of the Lakshmapa Temple reminds us of that episode in the legend
of the Churning of the Ocean (Samudramanthana) where Vishou, as the
enchantress Mohini, came to the place of churning, playing with a ball
held in her upraised hand, in order to delude the demons and thus deprive
them of their share of the nectar, We are of the opinion that the motif
of “a lady playing with a ball" as shown on the earlier monuments, like
Bharhut etc,, made such & great appeal to the Indian artists in wvarious
media of later ages that the literary artists took their cue from the earlier
artists who worked in the medium of stone.

Plate XXIV

a — Pillar chamfer sculpture (No. 40, left) showing a female figure holding a
mango hanging from a branch over her head.

The lady stands on the exposed pericarp of an overblown lotus.
Her pendant right hand holds the end of an wrferipe wound round her
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waist. Her left hand, raised upwards, holds a mango (sahakara) hanging
overhead, as if she is about to pluck that fruit from the tree. She is thus
playing the game (udyina-kridi) of Sahakira-bhafijikd (“plucking the
mango-fruit"), referred to in Indian literature.

b — Pillar chamfer scolplure (No. 35, right) showing a female figure under
a flowering Aéoka-trec,

The lady stands on an overblown lotus under the bower of a flower-
ing Afoka-tree. Her left leg is placed squarely upon the exposed pericarp
of the lotus below, but her right leg is entwined round the stem of the
Ajoka-tree under which she stands. Her left hand hangs gracefully by
the left side, while her raised right hand, also entwined round the stem
of the same Aéoka-tree, holds one of its branches over her head, Her
gesture s thus indicative of her embracing the Afoka-tree which, accor-
ding to traditional Indian belief, pines for the touch ofa youthful dam-
sel, and unless this “longing" (dohada) of the tree is satisfied, it cannot
burst into blossoms. The lady under the bower of the tree may, there-
fore, be taken as a sculptural representation of the Aéoka-dohada motif,

¢ — Pillar chamfer sculpture (No. 81, right) showing a female figure standing
on an overblown lotus, her hands folded against her breasts in namaskara-
mnidr s,

Whether she is taken to be a Yakshini or a mortal woman, there is
no doubt that her services have been requistioned by the artists of
Bharhut in the role of a devotee paying homage to the stiipa.

d — Pillar chamfer sculpture (No. 129, left) showing a female figure holding
lotus bud in her either hand.

The lady stands on an overblown lotus. In her gracefully pendent
right hand she holds a lotus-bud by the stalk ; her raised left hand also
holds another lotus bud hanging on its stem over her head. The lady
appears (o represent a popular goddess of the padmakasti-Lakshmi type
whose presence in the role of a subordinate deity was deemed necessary
by the artists of Bharhut to magnify the religion of the Buddha.

e — Pillar chamfer sculpture (No. 23, left) showing a female figure standing
under a flowering lotus plant.

S — Pillar chamfer sculpture (No. 23, right) showing a female figure standing
under a flowering lotus-plant.
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The female figures depicted in the two sculptures (Pl. XX1V, e and /)
are very similar in their poses and attitudes. Each of them stands on an
overblown padmapitha ; and one of the hands and legs (the right ones) of
each are entwined with the stem of the plant under which the lady stands,
the only difference being that while the left hand of the lady in P, XXIV
e, remains gracefully pendant by her left side, that of the other (PL
XXIV, f) holds a flowering branch of the plant overhead. Both the
ladies are, therefore, in the dohada attitude, satisfying the longing
(dokada) of the plants of their choice. Notwithstanding this, sach of
them may be tauken to stand lor that particular form of the goddess Sri-
Lakshmi which conceives her as *‘residing in the lotus™ (padmayzsini,
kamalaviisini) or “residing in the lotus-forest” (kamalavana-visini), the
lotus plant in each case indicating the goddess’s habitat. We are of the
opinion that in these two sculptures the goddess hersell is shown satis-
fying the dohada of the plant which shelters her.
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abacus, abaci, 34, 35, 36, 51, 57.
Abhisheka-Lakshmi, 41.
Achaemenian, Achzemenid, 33, 35, 36.

adri, Primordial Hill/mountain, 23, 26, 67.

Aesclepius, temple of, 36.

Agni Puriga, 39,

Agrawnla, P. K,, 40,

Agrawala, V. 5., 14, 40, 43.

Ahi Budhnya, 46, 48,
Ahichchhatra, 50.

Adfriivata, 54.

Ajakilaka Yaksha, 34.
Ajitafatruo, 12, 13,

Alexander the Great, 36.
Allahabad, 34, 35,

Amaravati, 46.

Amre, sahakira, (mango), 15, 43, 63, T8,
amyira, 42.

Amryitakarava, Rape of Amrita, 47,
Amitalikita, ser Antialcidas.

Ananta, Anantanign, 24, 43, 46,47, 48, 79.

Anantafiyi-Vishpo, 24, 38,
Animlh. 35.
anda, (dome of a sfipa), 2, T4,
Animals

antelope, mriga, 51, 62.

boar, 51, 77.

ball, 51, 62.

bullocks, 51, 6.

cat, 51, 62,

mt. 51. 6L

crab, 51,

crocodile, 8, 11, 51, 53, 58, 4.

crow, 5L

deer, 51, TT.

dog, 51, 7T.

duck, goose, 51.
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Animals
elephant, 13, 14, 16, 43, 51, 58, 60, 63, 64, 73,
74,75, 76, T1.

fish, 51.
frog, 51.
hare, 51.
horse, 43, 51, 77.
jackal, 51, 62.
lion, 9, 13, 51, 60, 61.
Hzard, 51.
meonkey, 16, 43, 51, 76,
parrot, 16, 43; 51, 59, 78.
peacock, 16, 43, 51, 52, 75, 78.
quail, 51
ram, 51, 76,
rhinoceros, 51.
squirrel, 16, 43, 51, T8,
swan, 43, 51, 66, 71, T3.
tortoise, 51, 73, 73.

Animal Style, decorative art, 20, 51-54.

aiifali, anjali-mudrs, 41, 43, 70, T4,
afkuio (elephant goad), 28, 63,
anthemion, 35, 36, 37, 58, T8.
anthas, 35.
Antinlcidas, 17.
Apalila, (n5ga), 49.
Apim MNapit, 38.
Am“nr 36.
architrave, 6, 7, 8, 57, 58, 62.
arghya, worship, 42.
Arsacid, 33.
Art motifs, decorative,
Bhawjiks and dohada motifs, 43-46.
Blue Lotus {urpala), 32-34.
chevrons, $4-35,
Fabulous or fantastic animals (ik3-mriga),
5254,

Flowering piant coming out of a squatting
male figure, 37-40.
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Art motifs, decorative,
Full-blown lotus flower (padma), 27-32,
Honey-suckle, 34.37.
Mithuna, 50-51.
Nilga, 46-50.
Matural animals, 51-52,
Purvaghata, Pirvakalasa, Pirgakumbha,

40.41.

§ri-Lakshmi, 4143,

stepped merlons, 56

xvantrika, 53

tetraskelion, 55-56.
Artamis, 55.
Aryans, 25, 39, 40.
dsavay, 27,
asavirika (horseman]), 70, 77.
Askzdhs, 61,
Ashinnigos, 46.
ﬂ-ﬁ[ﬁm stambha, E.. 5.
Asin Minor, 33.
Afoka (Hower, tree), 43, 45, T8, BO.
Afoka-bhawijiks, 78,
Afoka.dokada, 0.
Asoka (Maurya king), 17.
Afokan capitals; 30, 34, 35, 57, 78,
Adokan pillars, 32, 33,
Assyria, Assyrians, 33, 35, 37, 52, 61, 62, 71.
Astarte, 55.
astragal (bead-and-reel), 66,
Asuras, 39, 42, 54.
Abvattha, Fieny religiosa, 8, 15.
i (rose apple, custard apple), 15,43, 63, 78,
Atharvaveda, 21, 23, 39, 44, 47,
Athena Parthenos, 69,
afthakgika-magga, 10.
Axis mundi, 23, 24,
Azilises 41.

B

Babylonian, Babylonians, 33, 37, 56, T1.
Bactria, 33, 35.

Baladeva, Balarima, 47, 48,

baluster, 6, 7, 10, 57.

Banerjea, 1. N., 46, 51.

Banyan tree (vafa), Fleus Indica, 8, S8.

Barua, B. M., 8,9, 18, 54,
Batanmara, village, 7.
Bead-and-reel (asrragal), 66.
bell capital, 57, 78.
Besnagar, 17.
Bhawjika, decorative art motif, 43, 44, 45.
Bharhut, 1, 35, 62, 79, 80,
Bharhut Railing (vedikd),
w  classification of the relicfs on, 17-19,
w  date of, 16-17.
.+ ornamentation of, 13-16, 33, 53, 4, 55,
58, 59, 61, 62, 64, 70,
« remains of, in the Indian Muoseum,

11-13.
Bharhut Stipa,
»  description of the Eastern Gateway
(rorapa), 6-10.
.  description of the Railing (vedikd),
16

»  discovery of the remains of, 1-X
Bharhut Torapa (Gateway),
«» date of, 16.17.
o  sculptores on, 8-10, 34, 53, 57, 58.
+  symbolism of, 10.11.
Bhita, 50. !
Bhniridatia-Jiraka, 47, 49,
bhuvanarya nibhl 23,
Bidila-Jiraka Kukufa-Jitaka, 61.
Rimbisira, 49.
Bloe Lotus, see wpala,
Bodhgaya, 1, 41, 49.
bodkimanpda, 8,9, 15, 24, 58,
Bodhisattva, 47,
Bodhi-tree, 8, 9, 18, 24, 58.
Brahmadewva, 13.
Brahman (Absolute), 20, 39, 40,
Brahma, 25, 39, 48,
BrihmT, 62.
Brikadiranyeka Upanishad, 50,
Buddha, 8, 9, 12, 13, 16, 18, 24, 27, 43, 44, 47,
48, 49, 58, 69, 74, 8O,

[ &
Cambyses, 33,
Carpel (seed.capsule), 27, 64, 65, 66.
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Central Tndia, I, 28, T0, 76, T7.

Ceylon, 42.

Champeyya-Jataka, 47.

Chandimatgala Kavya, 42.-

Chandrd Yakshi, 45, 54, 6.

Chipadevi, 11, 12, 60.

chattiri-Ariyva-sachehani, 10,

chaturasra padasthzna, 6, 57.

chawri, (Oy whisk), 46, 73.

Chevrons, 29, 54.55, 68,

chhatra, chhatravali, 2, T4.

China, 55.

Chulakoki Devati, 45.

Churning of the Dcean, samudramanthana,
42, 54, 79.

Coomaraswamy, A.K., 19, 30, 31, 32, 38, 39,
40, 44, TE.

Coping, ushuisha, 2, 5, 13:15, 54, 56, 57, 58, 59,
&0, 61, 62.

Cosmic Ocean, 22, 23, 25, 67.

Cosmic Order, 24,

Cosmic Waters, 22, 23,

Cosmos, 39, 48.

Creation myths, 26.

Cross-bar, sichl, 2, 4, 16, 57, 58, 50, 64, 65, 66,
67, 68, 69, 71, 72, 73, ™, 75, 76,

Cunningham, Sir Alexander, 1,2,3,5,6,7, 8§,
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cyma recta, 35,

D

dado, 7,9, 571.

darpavs, .Darpepiks Nayika, decorative art
motif, 28, 54, 63, 69.

date-palm (kharjura), 37, 68, 71, 72

Decorative reliefs, Bharhut, 17-18.

Demeter, 55.

Devas, the gods, 54.

Devati, 3, 16, 18,

Devi, the Great Goddess, 38.

“Devi-Mihitmya", 38.

Dhanabhiti, 6, 9, 17.

Dhanapati Sadigar, 42,

Dharmachakra, 10, 38

Dh‘mnml m.

12

Dharmaidsiras, 29,
Dharma, 58.

dharmazetu, 11, 58,
dharmari, 11,
Dhritarishira, (nago), 48.
dhvaja, standard, 30.
Didyma, 36.

Didymeum, 36,

dohada, 41, 43, 44, 45, 46, 80, B1.
dohada.dina, 44,

Dorie, 36.

dryad, vrikshaks, 44,
Dukhu, 45.

Dur Sharrukin, 45.

E

Earth goddess, 43, 7.

Egvpt, Egyptian, 33, 35, 35, 53, 61.
Egyptinn art, 35.

Egyptian lotus, 33, 35, 36,

Egyptian Lily, “Lily of the South™, 35.
Eliipatra, (niga) 47, 49.

Epidaurus, 36,
Euphrates, 25
Europe, 55.
F
Fabulous animal, fantastic animal (#AG-
mriga), 51-54, 58, 59, 61.
Fausboll, V., 49.

Flowering plant coming out of 8 sguatting
male figure, decorative art motif, 37-40,
T2, TX

Former Buddhas, 18.

Foucher, A., 41.

Freer Gallery, U.S.A., 16.

Full vase, see also Purgakumbha, Purpaghafa,
41,7374,

G

Gaja-Lakshmi, 19, 41, 73, 74,

gajo-vyila, 52

girl, Primardial Hill/mountain, 23, 24, 67.
Gapas (load-bearing dwarfs), 60.
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Gandhira, 10.

Gafigi (river.goddess), 53.

Godgita Yoksha, 59.

Gul"llﬂlm "1. 449,

Garuda-dhvala, Garuda standard, 59, 60.
penexis, 25, 39,

Geometric Style, decorative art, 20, 54-56.
Girika, [n3ga), 49,

Gokuln, 49,

Gosila, 69,

grape, vine, 29, 65,

Great Epic, the, see Mahibkirata,
Greece, Greek, 33, 35, 36, 37, 55, 69.
griifin, fyeta-wyala, 52

Grikyasfirra, 46, 49,

guviika (betel-nat palm), 37, 71.
puvdka-manjari, T1.

Hans Anderson, 45.

Harappa, Harappan, 38, 55,

Harivaddia, 47, 49.

harmika, 2, T4,

Hastinapur, 50.

Heliodoros, yona dara, 17,

Hellenistic, 33, 34, 36

Hera, 55.

Hiropvakeiin Grikyasfirra, 38

Hiuen Tsang, 49.

Honey-suckle, decorative art motif, 6, 7, 33,
34-37, 51, 56, 58, 71, 8.

human-headed [faced bull, nara-vriskabha, 33,
52, 56, 61,

human-faced lion, nara-nila, 52, 58, 61.

I .

Ihid-mriga, fabulous animal, fantastic animal,
52.54, 59, 61.

India, Indians, 34 35, 36, 37, 53, 55, 56, 85, 71,
79, 80.

Indo-Aryan, 26, 67.

Indra, 23, 54, 55.

Indra-divaja, 13.

Indra-kila, 23.

Indus Valley. 25, 5L

Iran, Iranians, 33, 35, 36, 37.

Irwin, John, 7, 21, 23, 24, 27, 30, 31, 32, 35.
Ieina, 29, 68.

Isimiga-Jataka, 62.

]

jack-Truit ( panasa), 15, 43, 63,
Jala-kari, water-elephant, 54, 77.
Jala-turaga, water-horse, 34, 64.
Jala-veishabha, water-bull, 54, 39, 76,
jalebha, water-elephant, 54, 77.
Jansmejaya, 47.

Japun, 55.

Jarakas, 4, 5, 14, 15, 16, 18, 47, 49, 59.

K
Kadraveya, 47,
Kadru, 47.
Kaimur Hills, 1.
Kaitabha, 24,
Kilidisa, 43.
Kalivadamana, 43, 79.
Kiliya Nign, 43, 47, 49, 79.
Kﬂmﬂi“. {“-'E“]i 47,
kalpalard, kalpavalli, 14, 32, 54, 56, 59, 60, 61,
62, 63,
Kimadeva, 53.
kamalalaya, 42.
kamalavana, kemalavanar@sini, kamalavasing,
42, B1.
“Kamale Kimini,”™ 42,
Kamasttra, 43.
konduke-kyids, 79.
Kirkogaka, (ndga), 48.
karpikda (pericarp of lotus), 27, 64.
Kisyapa (gorra), S1.
Kaiyapa, (kiirma, tortoise), 51.
kafihasra, 70
Kern, 48,
Khajuraho, 30, 79.
kharjura-navamanjari, 37,
Kharashthl, 10.
Konarak, 50
Krishna, 43, 47, 48, 49, 79.
Kubera, 11, 12, 13.
Kuiper, F.BJ., 21,
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Kumrahar, 50.
kumuda, Nymphaea stellata, 34,
Kuginfiri, 56.
Kushipas, 34.

L
lac-dye, 15.

Lady holding mirror, darpapa, darpavikd
Nayika, 28, 54, 63, 6.

Lagasgawan, L.

[akshka-raga, lac-dye, 15,

Lakshmana Temple, Khajuraho, 79.

Lakshmi, 41, B0.

Lal Pihiir, I.

Lalitavistara, 49,

i8fchhana, 53.

latakarma, 13, 14

Levant, 35, 7.

Lily of the South, s¢e Egyptian Lily,

Hilapadma, 42, 68,

lokuttara, XT.

Lotus see padma.

Madhu, 24.

Madhya Pradesh, 1.

Mahabharata, 47, 48,

mahdmatdapa, T9.

Mahimaiyil, see Miyidevi

Makaparinirvdpa, 8, 10

Mahdvarstu, 49,

Mainika mountain, 26,

maithuna, (coitus), 50

Majumdar, N. G., 5, 28, 33, 43.

Mnkara, 25, 53-54, 74, 75, 77.

Milavika, 45,

Malavikagrimirra, 45.

Manasd, (serpent-goddess), 46.

Muoagala-ghage, Yase of Auspiciousness,
auspicious pot, 40.

mango, dmra, sokakdra, 15, 43, 63, T8, 80.

Manikangha-Jataka, 46,

masjari~danda, thachis, 37,

Miira, 11, 54,

Markapdeya Purdya, 38.

Marshall, Sir J., 41, 56.

Mathura, 10, 34, 46,

matxyanara, merman, 54, 63,

Mauryas, Manryan, 17, 33,

Miyadevi, Queen Miyi, 44, 58,

medhl, (cylindrical base or drum of a stfipa),
2,3, 74

Meghaduira, 45,

merman, mafsyanara, 34, 6.

Mesopotamin, Mesopotamian,
ri B r 8

Mithuna, decorative art motil. 50-51, 73,

Mitra, D., 3.

Mohinl, 79.

musical instruments, T6.

33, 34, .

N

nabhi, navel, 38, 39,

Niges, Magardja, 3, 12, 13, 16, I8, 46-50, 58,
3.5

Niga pafichaml, 46,

Mignseni, T0.

Nagl, 46, 58, 73.

Magod, 1.

Nalrafijana, 49.

Naja tripudians, cobra, 46.

namaikdrg, pamaskdra-mudrd, 70, 74, 79, 80.

Nariiyapa, 39, 40, 42, 48.

nara-vrishabha, human-faced headed bull, 61,

narg-vydla, human-faced lion, 52, 58.

navamanjari, Tl

Navel of the Earth, 23, 24, 38,

Mayika, 68, 7.

Mear East, 55.

Nelumbium speciosum, Nelumbo nucifera, 27, 32.

New Delhi, 7.

N“l‘, ﬁl 33.

Nineveh, 52, 61.

Morman Brown, W., 21.

Nymphaea stellata, see also  Blue
(wspala), 33, M.

Lotas

O

Octorkellon, 66.
omphalor, 23, 38.
Ophiolatry, 46.
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Ornaments
snklet, spiral anklet
61, 62
armlet (keyiira), 15.
bracelet, wristlet (valaya), 15, 62, 63.
collar, 15,
ear-pandant, 15.
ear-ornament of friratno design, 63.
ear-ring, 15, 61, 62.
finger ring (aAgariva), 15, 63.
girdle (mekhala), 15, 44.
kundala (ear-ornament), 62
neckband |kaufhabhushapa), 63,
neck chain, neckiace (hdra), 15, 59, 60,
61, 63, 66, 78, T9.
prakdra-vapra-kipdala, 15, 60, 61, 63,
spiral valays, 61.

(pada-valaya), 15,

|

padma, lotus, Nelumbium speclorum, Nelumbo
nacifera, 26, 27-32, 33, 34, 37,40, 42, 43, 53,
54, 59 64, o6, 67, 68, T1, 72, 73, T8, 9. BO.

padmabandha, 6.

padmahasea, 42, 68, 70, 80.

Padmanfbha, 38.

w‘h. Jtt H- l]p

padmidsana, padmdsand 41, 42,

padma-sarasi (lotas pond), 26, 67.

padmavarini, 70, 81.

Podmavara Vedika, 27,

Palestine, 33, 35.

palmette, 37, 53, 71, 72,

panara, ( jack-fruit), 15, 43, é3.

panchdmyita, five condiments, 44,

Parthenon, 69.

Parthia, 33.

parvara Primordial Hill/mountain, 23, 26, 67.

Pataliputra, TO.

Pauripik mythology/legend, 25, 26, 39, 42, 54,

pericarp, karnika, 17, 28, 64, 65, 66, 68, 70, T2,
73,74, 78, 79, B0

Pericles, &9.

Pheidias, 69,

pitha, 30, 31.

Pharachs of Egypt, 13, 35

Plant Style, decorative art, 20, 2527,

pradakshiva parha, 2, 3, 5. 60.

Prajipati, 39, 40, 50, 51, 73.

prakdra.-vapra, 15.

prakdra-vapra-kuvdala, 15, 60, 61.

Prasenajit, 13,

Pridiku, (ndga), 47.

Primal Male, Primeval Male, Primordin]l Male,
25, 38, 19.

Primordial Hill/mountain, 22, 23, 24, 25, 51,
36, 67.

Primordial Ocean, 21, 56, 67-

Prithvi, Earth goddess, T9.

prithvinabhi, 23,

Pirpaghata, Pirpakumbha,
66, 73.

Purusha, 20, 39 40,

Pushpavachayika, 43,

Pushyadev], 69.

Pushyamitra, 17.

19, 26, 40-41,

Rijagriha, 9, 49.

Rampurva, 30, M4, 35,
Rampurva Bull Capital, 34, 35.
Rampurva Lion Capital, 30.
rata, 15, 40, 42, 45,
ratpa-kifkipi.jala, 15, 59.
rafmamald, 66, 68, 72, 75.
Revatimitra, 11.

rhachis, maijari.donda, movamafijari, 37, 71.
rhizome, 26, 27, 35, 41, 65, 66.
Rhys Davids, 27.

Rigveda, 20, 21, 23, 39, 41, 45, 48.
Rishirakshita, 69.

sddhabhakshava, 4.

Sigara, (ndga), 48, 49,

sahakdra, amra, tm'u]r Ijl 43, 63, ?ﬂ. 80.
Sahakdra.bhavifikd, 43, 80,

Sakas, 33, 34,

Sakambhari. 38.

Sakyamuni, see Buddha.

iala, Shorea robusta, 43, T8, 7.

2
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Salabhaiijika, 43, 44, 78, 79.

Ealuk, Nymphaea srellata, 34,

Sambodhi, Enlightenment of the Boddha, 9,
10, 24.

Samudramanthang, Churning of the Ocean, 42,
54,79,

Sanchi, 1, 6, 34, 46.

Sanchi Stiipa I, 4, B, 41, 56, T4,

Sakkhapaia.Jaraka, 47.

Sankisa, 34, 35,

sapaksha-stdha, winged lion, 33, 52, 66.

sapla, Nymphaea stellata, 34,

sarifa, see 818 (custard apple),

Sarnath Lion Capital, 51.

Sarpasatra, snake-sacrifice, 47.

Karpavali, 46, 49,

Satapatha Brakmava, 26, 38, 41, 50, 51.

Satna, 1.

Sauti, (narrator of the Mahabhdrafa), 47.

Sanvgarika, 55, T2,

sen-horse, jala-turaga, 54, 64.

sea-lion, sindhu-sinha, 54, 63.

Selencids, 35,

Sasha, (adga), 46, 48,

Setaka, 69.

Silpatastras, 50, 61, 79,

sindbu-sisivka, sea-lion, 54, 63.

Sirimi Devatd, 59,

skambha, stambhka, pillar, 23.

sphinxes, 53, 61,

§ri, 41.

§ri-Lakshmi, 41.43, 68, 70, 81,

Sri-Sukta, 41.

stambha, thabko, rail pillar, rail post, 2, 1516,
5.

stamen, 27, 64, 65, 66, 67, 68, 70, 78.

statue pillar, 6, 10, 57.

stepped merlon, 15, 33, 53, 56, 59, 75.

stipa, 1,7, 8, 58, 69, 70, 74, 80.

shichi, cross-bar, 2, 4, 16, 57, 59.

Sujara go-huta Jotaka, 62,

fuka.vyala, 52

Sukhu, 45.

Sulabdha, 70, 77.

Suhigas, 17, 50.

Supavisa Yakho (raksha), 58

Sirya, 24,

SuvAstu (Swat), river, 49.
Svasrika, 55, 72, 7.

Swat, 49,

Syamatara, 32.

iyepa-vyala, griffin, 52, 58, sl.
Syria, 33, 35.

T

tabor, 23.

Taittiriva Sahkita, 51.

Takshaka, (mdga), 46, 48.

Takshadili, 49,

tattoo-mark, 28, 69, 70.

Taxila, 50

Tetraskelion, 55-5, 72, 77.

thabhe, stambha, pillar or post of miling, 2,
15-16, 57.

Thakurmdr Jhull, 45.

tholos, 23, 36.

Thymele, tholor sanctuary, 36

Tiraichirdfi, (ndga), 47.

Torana (gateway), 6, 7,8, 9, 10, 11, 15, 17, 34,
53, 57,58, 5.

Tree and Woman motif, 45

Tree of Life, 22, 25, 26, 28, 31, 32, 36, 39, 40, 4,
45, 53, 54, 67, 70, 73.

Tripijaka, 18.

triratno-design/s¥mbol, 15.

repdila, pot-bellied, T2

Tushita Heaven, B.

U

Uchchaifrava, 54.

Uddalaka.-pushpabharijika, 43.

udichyavesa, B.

udydna.kypida, 43, 46, 80,

ufjkdlaka, 79,

ukramana, Buddha's Descent, 10.

Unchhera, 1, 5, 16

Universe, cosmos, 20, 22, 23, 24,26, 19, 48,
55, 73,

Upanishads, 20,

Uruvilva, 49,

ushyisha, coping, 2, 5, 13-15, 34, 57,
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utpala, blue lotus, Nymphaea srellara, 15, 26,
29, 30, 32-34, 35, 40, 43, 36, 59. 64, 65, 67, 68,
7.7, 73, 75, 78,

utrariva, 76, 79.

rdthana, 51, 53, 54, 63,

vajridsana, 24,

valdhaka.aiva, winged horse, 37, 43, 52, 72.

vamarparl, 23, 31,

Varuna, 38, 19, 40, 49, 53.

Vase of Plenty, see also Pirpaghata, Pirpa-
kumbha, 25, 41, 66.

Visuki, (ndga), 46, 48,

Fepuvana, 9, 10.

Tfﬂkd. 'I'Ij].l.l].l. I.l Tr I.-G.. ﬂ. 59. 'm, ﬂ. T‘.

vigala, vyala, 52.

Vidisa, 11.

Vidyujvilaka, (ndga), 49.

Vinata, 47.

Virudhaka Yaksha, 12, 23, 59,

Visala, Visala, 47.

Vishnu, 24, 38, 39, 40, 41, 42, 48, 79-

Visknudharmottara 43,719,

Visvakarman, 39, 40.

viivapadma, “double-petalled lotus™, 31.

rrikshaka, drynd, 44, 45.

wala, 52, 58, 61.

w
water-bull, fala-rrizhabka, 54, T6.

Water-Cosmology, 14, 18, 20-25, 26, 28, 33, 37,
40, 42, 44, 45, 48, 50, 51, 53, 56, 70, 72, T4.

water-elephant, fala-kari, jalebha, 54, 77.
water-horse, jola-turaga, 54.

Watters, W., 49,

West/western Asia, 33, 35, 32, 56, 5.

West Asian, West Asiatic, 33, 37, 61, T2
Whilehead, R. B, 41.

Wilson, Thomas, 55.

winged horse, val@haka civa, 16, 37, 43, 52, 72.
winged lion, sapaksha-siduha, 29, 33, 52, 56, 66.
Woman and Tree, 44, 45,

World Axis, ser also Axis mandi, 23, 24.
World Serpent, 48.

World Tree see Tree ol Life.

b §
Yidava race, 48.
Yadu, 48.
yajerdng, sacrificer, 38,
Yajurveda, 39,

Yaksha, 3, H, 12,13, 16, 18, 19, 26, 28, 38, 39,
"nl “l ﬂt'ﬂl a’l Tul Tz- 73.

Yakshi, Yakshini, 3,11, 16, 18, 19, 28, 37, 44,
54, 69, 70, 8O0.

Yakshi-dryad (Woman and Trea), 44, 45.
Yamuna, (river), 49,
yashihi, 2. 74,

Feus, 55, 69,
ziggurat, 15, 56.
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Fromtispiece

General view of the Bharhut Railing and Torgpa as erected in the Bharhut Callery



Pl 1

Upper part of the Bharhut Torana at the Eastern Entrance as erected in
the Bharhut Gallery (inoer view)



PL 11

A portion of the Bharhut Railing in the Bharhut Gallery with the pillars, cross-bars and
coping in position
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