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Introduction

When Indra, King of the Gods, had destroyed the

. “Titan who held the waters of the easth captive in his

L
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entrails, he remrned to the heights of the Central
Mountain with the song of the rains and running waters
in his ears. But where his dwelling once stood, he saw
only ruins and ashes, So he sumimoned Visvakarman,
god of works and arts, and asked him to build another
palace to match his powers. The architect set to work;
soon towers, buildings and gardens rose among lakes
and woods. Indra urged him forward impatiently.
Each day he called for some fresh marvel, new delight
for the eyes, walls more imperial, pavilions more richly
adorned, statues greater in number and cunning. A
fever seemed to burn in him. And Visvakarman,
exhausted by his labours, decided to lay a complaint
befote the Creator of the world. Brahma received him,
gave ear, approved, and went to plead his cause before
Vishnu, the supreme Being, Help was promised.
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Soon a young Brahman appeared at the King's palace
and demanded audience. Charmed by the light of his
eyes, Indra granted his request. “Oh King," said the
messenger, “thy palace shall be the noblest of all.™
These words were sweet to Indea’s ears, and he rejoiced.
Vishnu's messenger continued: “It shall be the noblest
of the palaces which the Indras before thyself sought ta
build.” The King became uncasy. *Dost thou say that
there were other Indras, other Visvakarmans before
ourselves, other palaces before mine?” “Indeed yes,”
the youth answered. “I have seen them. Morcover |
have seen the world arise and vanish, arise and vanish
again, like a tortoise’s shell coming out of Infinite
ocean and sinking back. 1 was present at the dawn and
the twilight of the Cycles, past counting in their
numbers, nor could I count all the Indras and Visvakar-
mans, even the Vishnus and Brahmas, following one
another without end.”



Perhaps there was a shadow of doubt in Indra’s aston-
ishment. The messenger simply pointed to the ground
of the audience chamber: long dark lines of ants were
moving across the floor. *Behold these ants, Some of
these for their piety deserved ro become kings one day
like Indts, to command the gods even, and conquer
dragons, Yet these kings were found wanting and were
borne away in the ebb and flow of lives; once more they
became ants, Oh Indra, how many Indras are there
among them, builders also of palaces!™

Thereupon the King repented, recognising that Beauty
exists only in deeds. He asked Visvakarman to forget
the error of his ways and cease the uscless work upon
his palaces. He bade farewell to his wife, handed the
royal powers to his son, and went into solitude, to
transform his vain desires into the single desire for

Redemption.

This story of Indm’s fault, told at great length in the
Brabmavaivarta Purana and the Krithiajanma Kbanda,
may serve indirectly as an introduction ro the study of
Hindu art, and help the reader to approach an order of
thought that might seem strange on first encounter,

For it is the pleasure and pride that we should call
aesthetic which the King entirely renounces, because
the messenger has reminded him of the grear verities.
These are the transmigration of souls, and the endless
succession. of lives, In the course of which our deeds
never fail to find us out and decide what our furare lives
shall be. And to karma and samsare—our deeds and
reincarnations—there is also added moksha, the need for
Release by union with the Divine.

Such then was Indra’s fault: an ardent longing for
decorated palaces, which showed that he was under the
spell of images and charms, of the manifold appearances
of Nllusion (maya). Renouncing illusion, Indra passed
into the desert to putify himself and seck the one and

only Being.

But there was another fault. Indra’s proud monuments
should have been dedicated 1o Release. The king had
failed to see them as props and supports for meditation,
helping beholders to become one with the Absolute,
Mere aesthetic enjoyment (which is our enjoyment
since Western art so strikingly lost its earlier religious
significance) was in Indra’s case not only foolish bue
alarming in prospect. His diversion from the true path
was fraught with dangers. In his eagerness for loftier
walls and chiselled stone, he showed whar perils lie in
wait for those who become slaves to maya in all its
vigour and profusion, and do not master it,

While we should only see an architect intent on beauty,
the Bruhman becomes uneasy in his mind, fearing that
art may lose its true significance. For art belongs in 4
twofold sense to maya. First by the nawmre of its
works; they are only cunning and magic, illusory like
everything which is not the One. And further, creative
art images and reflects the energy of maya. Nlusion is
equivalent to a dynamic transformation of the primal
substance. It makes the undivided manifest by dividing
it, Maye not only causes the One to become manifold,
but is itself manifold by its very nature. And as our
minds cannot dwell on the diversity of things without
becoming forgetful of the first principle, so every work
of arr, belonging as it does to the world of manifesta-
tion, must resolve itself into a truth of such light that
its own forms shall be consumed. For no work of art,
however perfece, is an end in itself; it is only a means—
means to release.

Tlusion must cast out illusion,

All this does not prevent the work of art (as the rites of
caressing will show) from being the house of the god
and & concrete aspect (murti) of the god shaped as
idol. Form is indeed a manifestation of the formless,
And this only scems a parados, for the formless is the
source whence all forms flow, The temple, having its



source in the undivided, can be absorbed into it again
when the faithful use it to free themselves from illusion.
For then it serves as yanfra, an active means for medita-
tion, offering at the same time an image conveying the
relationship between the worshipper and the godhead,
berween this world and the celesrial,

_Art was invented so that Truth might be clothed in
form for those who cannot see it in naked essence. 5o
art is the servant of truth and even points to truth and,
in so doing, betrays its own nature.

Art, in other words, is never separafe.

As its purpose is to direct the soul, Hindu art must
reject the freedom which we have allowed to attists as
of right since the close of the middle ages. The artist is
more an interpreter than a creator. If he followed his
own imagination in devising shapes and forms he
would be committing the sin which has disturbed
certain divines of the West, a sacrilege in fact which was
condemned by St. Thomas Aquinas in these words: Si
quis appeteret creart caclum el terranm, quod est proprive Det,
qhod in appetitu esset peccatunt . .. So the artist i5 an
image-maker, and his art a craft. It was not in the East
but in the West that men found themselves faced by s
contradiction between Church dogma and the beauty of
many works, and formed the notion of art. And it has
often been pointed out that there is no equivalent for
our word beantifnl in India’s vocabulary.

The rules by which the artist worked gave him no free-
dom except in the more mundane treatment of eroric
themes, as we shall see. And these rules apply not only
to divine beings and events; there arc cven laws
(sastras) which formulate the aestheric, Beauty is
achieved by accepting certain specified limitations (pra-
manas). The work of the artist obeys principles and
norms that guide the architect’s T-square and the
sculptor’s chisel, respects that talent for codifying and
classifying which is characteristic of Iadia. And the

artist instinctively responds. In his work breathes a
loving acceptance of faith (bhakti ), also shown in the
prayers and acts of self-punification that he makes (or
used to make) before his hand reaches for the tools,
The Hindn artist mirrors Truth. His mind’s cye sees
first, before he looks upon this wotld; his vision directs
and confines our gaze. Not that he rejects illusion’s
shapes and forms, for these he must use to please, invite
the gaze, bend it towards the truth. For Indian art is
niot abstract, It can powerfully express the formless in
shape and line, since its models, the gods themselves,
are only passing manifestations of the One. And so it is
that the symbolic form of the remple consumes its own
symbols. Surcharged with statuary below, gradually
the building strips itself of adofnment in its upward
climb until it culminates in the sparest of finials, itself
an emblem of that pristine drop, the first germ, source
of the whole Universe, '

A ritual are of this kind has its dangers. There is the
risk that it may become too repetitive and lapse even in
its classical age into excess or dead formalism. The
mind's eye eventually becomes blind to living visual
forms.

But it would be a mistake to underestimate the role
which Hindu art assigns to feeling (bbava ). Works of
art must be moving, must be infused with the dynamic
of transfiguration. [t may be helpful here to compare
the language of form with the Indian idea of poetic
language. Bach word in a poem has three meanings—
literal, figurative and suggestive, these last two being
quite distinct. In the same way a piece of sculprure
might be said to have its literal and figurative meanings,
proceeding from rules and guiding principles. Buot it
also suggests another indefinable quality. This indefin-
able something we can call the flavour (rass) which is
just as essential as mere obedience o rules. And
without this favour perhaps Hindu art, for all its
formal riches, might seem too severely ritual, too far



removed from our own aesthetic notions, Fortunately
for us, however, the smile thar radiares from the stone
of Rheims cathedral finds an answering smile on the
face of the apsarar.

The common touch mingling with the divine—a charac-
teristic of Indian life—can also give their art 2 naive
simplicity on which canons and codes might frown.
This common touch may well come as a surprise to
Westerners who have forgotten what carousals some-
times occurred in Gothic cathedrals. Nor is it out of
place in a religion whose gods, manifestations as they
are of the supreme essence, none the less belong to
maya, like the wotld over which they reign. There are
cerrain illustrations in this book showing scenes of
divine love-making and human ardours side by side.
Ast here draws no line between the sacred 2nd the pro-
fane. And before passing judgement on many pages, it
will be well to remember that the gods also are only
disguises of the primardial Spirs,

‘And the behaviour of these gods! Quite often far from
transcendental! What with their battling and knavery,
their quarrels about precedence and property, there is
much that they could teach the gods of Greek mytho-
logy. Siva, for instance, cuts off one of Brahma's four
heads with his sword and throws it into the Ganges.
And the poddess Parvati deceives Siva, her husband,
with Agni, god of fire, whom she then hides in her
body, just as if it wasa wardrobe in vaudeville. Krishna,
one of the incarnations of Vishnu, whisks the veils off
some cowgirls when they are bathing, gazes upon their
nakedness, and bewitches them with his flute-playing.
And the Aryan gods might even be charged with racial
prejudice, for they refuse to invite the Dravidian Siva
to their festivitics, yet bow before him in a somewhat
cowardly manner when he threatens to wipe out the
universe. They fly into a rage, create monsters and set
them loose, then wonder how to deal with them when

their anger subsides. So they have to join their breaths
together and create a goddess to protect them from the
buffalo demon,

As for their minds ... Ganesa, the elephant-headed
one, is a god much revered, yet his odd appearance is
explained by legends that seem peculiarly itreverent.
Parvati is said to have created him out of her bodily
secretions o put a stop to Siva’s vile habit of coming to
catch her in her bath. So Siva, in a fury, chops off the
guardian’s head, and is then so flustered by Parvati’s
shrill cries, that he claps 2 new head on his victim, the
first that comes to hand, which happens to be an
clephant’s. But here is another, simpler version: While
walking in the woods, Siva and Parvatl chance upon an
elephant in busy dalliance with his mate. Much
intrigued by the posture which nature demands of the
female elephant, they decide to change themselves into
the same shape; And soon Parvati gives birth to a
hybrid son, half man and half elephant.

These tales will help to illustrate the “common touch”
and show that there is no division berween gods and
men, particulaely as regards physical love. The amorous
prowess of certain gods is sung and vaunted. And the
symbol used for such 2 theme is sufficiently ambivalent
to deserve mention here, however much Indologists
may frown.

After the universe had been destroyed bur was not yet
reborn, in that interval between destruction and crea-
tion wlien there was nothing but darkness and water,
Vishnu-Sesha was resting in his own substance, shining
with latent energy among the germs of the lives to
come.

Suddenly at his side a form appeared, of the same vast
dimensions and equally bright. *“Whence comest thou?
What is thy name?” the figure asked. “l am Brahma
the Creator.” Vishnu denies this: “Thou sayest thou art
the Creator. But I am He. And the Destroyer too.



1 make the worlds and unmake them.”  Brahma pro-
tests, Vishnu is angry. They argue concerning their
powers.

Then a third form appears, of such majesty that they
are amazed and fall silent. Soon they see that it is a
lingam (phallus); the base of which is plunged in the
uttermost depths of the ocean of ages, while the top
is lost in the clouds. ““Let us try and discover whence
this Jingam arises, and where it ends says Vishnu.
Brahma replies: “Dive then, thou, into the deep, and
1 will reach the summit.” Vishnu changes himself into
4 boat, and Brahma into a gander. One plunges into
the depths, the other is quickly lost in the heights. But
they are baffled and return.  Neither has found an end,
for 4ll his powers. Then like 2 pomegranate steeped in
sunshine, the phallus is rent and splits open. Siva
appears in the heart of his emblem. 1 am your
master,” he says. “I am the Creator, Preserver and
Destroyer.” The two other gods can only acknowl-
edge his power. They bow down and worship.

According to the Markandeya Purana and the Kurma
Purana, the lingam is of “s fixed and fundamental form,”
and by comparison all other forms are only passing
illusions. It symbalises the creative energy of the male.
The emblem has the shape of a short cylindrical stone
topped with a rounded cap. As a ritual object it is
widely venerated and is to be seen not only in temples
dedicated to Siva, but also in the streets of towns, by
the wayside in country places, and in private dwellings.
The faithful have small models just as the devout
Catholic has his crucifix; many wear it as a charm. A
pebble smoothed by the sea into adequate form can
serve instead of the carved pattern. There are Indians
who even refrain from eating eggs on account of their
shape. Rites for the fngam arc simple: it is decked
with flowers, washed, anointed with buttermilk, or with
sweet-smelling oils.

‘The lingam stands upright on a flat base, the yoni, which
by its shape—round, oval, polygonal or square—re-
presents the female sex, the matrix. The two are often
carved with a realism that cannot be denied, especially
the phallus; none the less the Gugam-yoni has a twotold
symbolic meaning. The union of the two gives a direct
representation of the creation of the world.  Uncom-
promising in their gtandeur, they symbolise Genesis
itself.

_But this twofold emblem would not take us to the yery

core of Indian thought if it did nort also and above all
express the resolving of the many into one. By joining
itself to the yonl, the Jingam, the primordial axis, shows
that the Absolute is deployed in multiple forms but is
again resolved into oneness. Taken as one, the /Jngam-
yoni expresses the antagonism of the male and female
principles, and then in the rriumph of singleness de-
stroys that antagonism. The words “two-in-one” seem
quite inadequate to describe this: the fusion is too pro-
found. The world is ereated in and through diversity,
and is dissolved when reabsorbed into the primal
germ, just as male-and-female are created different but
find their true existence in the very abolition of their
difference.
As for the act of love (mithuna ), it can be represented
by copulation without loss of its esoteric meaning. To
some copulation signifies the union of substance
(prakriti) and essence (parusa); for others it repre-
sents more directly the moment when the self fatman )
becomes merged through Release with the supreme
impersonal Spirit. In a word, copulation figures Bliss.

The Jingam, or in any case some phallic sign, was an
abject of worship before the Aryan invasions. Evi-
dence of the cult is traced in many remains dating from
the Indus Valley civilizaton (3000-2000 s.c.). The
eifigy of a god, perhaps Siva, with the sex in erection
has been found in Sind, at Mohenjo-Daro, and we may



speculate a lirtle upon this discovery. May it not well
be that the emblems of eatly local fertility cults were
given a higher symbolic meaning by the spiritually-
minded Brahmans? As it proved impossible to abolish
these cults which had flourished since neolithic times,
perhaps an attempt was made to incorporate them in
a higher metaphysic? Did they gradually undergo
change and survive in the Vedic religion? The con-
tempt and even hostility of the Aryan gods for the
Dravidian Siva would then be easier to understand.
And Siva’s rise to ultimate predominance would en-
courage the revival of the primitive fertility symbols
common to most eatly peoples. There is a significant
legend worth recalling, which tells how Siva roused
the fervour of his followers at Benares by walking about
naked with his sex in erection.

However all this may be, Hindu art was certainly
enriched with a wealth of erotic themes beyond com-
parison. On our Gothic cathedrals such subjects are
rare and scattered, well tucked away from the un-
observant eye, but on certain Hindu temples erotic
themes actually equal images of the gods in numbers,
The Westernoe who las never been to India and only
knows her art through academic works can scarcely
conceive how insistent, how abundant they are. To
gain some idea of the space sometimes allorred ro them,
let him imagine one-third at least of the Sainte-Chapelle
in Paris covered with such hgures,

Official authorities are modest when they describe this
art as “sensual,”  For the truth is, “sensuality” is linked
with such obvious representation of the sexual act that
the word seems lame and often ill-placed. The bas-
reliefs ar Khajuraho and Konarak, despite the feverish
fantasy of certain postures, are too realistic to be dis-
missed., The British were well aware of this and often
tried o turn tourists away from these places. In 1837,
James Fergusson, one of the best English archacalogists,
praised the architecture at Konarak but condemned the

“obscenity” of the statnary. Mutilations have been
inflicted on these reliefs, not always due to the action
of time, the onslaughts of storm and the raging fioods
of the monsoon. The British in their prudishness were
at least respectful; the same cannot be said for the fanatic
destroving hand of the Muslims, whose seven centuries
of occupation went before.

' :Shnuld we dlways pass over the realism of these bas-

“reliefs and consider their symbolic meaning only? Are
they in fact always symbols of spiritual union and divine
creation?. Many would have it so, but it seems to us
preferable to make a distinction between those relicfs
where charm of form suggests the idea of Release, and
others where it would be difficult, if not impossible, to
see more than a representation of the most earthly
pleasures,

Consider Vishnu's exquisite wooing of Lakshmi at
Khajuraho (p.67). The delicate restraint of the divine
palm and fingers, scarcely supporting the breast of the
goddess; the pliant response of the incurved bodies,
the tenderness of the faces and their serene meditation.

Nothing here but speaks of supreme harmony. Here
is the veritable mitbuna: sensual union imaging mystic
union,

Then turn to the fricze decorating the base of the
temple of Lakshmana (pp. 86, 87). What trace does
one find of the harmony, the serene detachment, the
grace even of the other work? Here, from right to
left, eroticism is crudely paraded in a succession of
scenes. Copulation, sodomy, fellatio, fondling and
titillation are elaborated in a frieze of carnal pleasure,
a gallery of postures, a triumphant orgy.

As one might expect, the sculptor’s interpretation of
mithuma varies according as the subject i5 god or man.
The goddess Lakshmi is not, propetly speaking, the
bride of Vishnu, nor Parvati of Siva. They are their
feminine emanations, and represent the gods® energy



(saksi) in female form. So there is no dual principle
in divine couples, only an expression of essential one-
ness. The all-pervading monism of Hindu thoughe is
once again affirmed. Siva, indeed, can be represented
in a shape that we should call androgynous, In the
bas-relief at Elephanta (p.33), his twofold nature is
indicated by the single female breast, and the mirror
held in one of his left hands, Mithwiz on the divine
plane is an expression of ineffable joy. This cannot be
so with human beings, who are dual in their lives, and
couple as the carvings on the Lakshmana temple
remind us.

Even as we pass from gods to beings half divine or
supposedly so, sensuality becomes increasingly apparent.
What, for instance, are we to think of the aprarases,
those female figures endlessly recurring in the sculp-
tures of India (pp. 16, 34, 42, 43, 44, 49, etc.)? If we
accept the authority of Heinrich Zimmer, they represent
the seraglio of Indra’s paradise. These celestial crea-
tures, singers and dancers blessed with eternal youth
and imperishable beauty, dispense the joys that reward
the virtues of the faithful. They symbolize the inno-
cence of nature, delight unmixed with tears, carnal
consummation free of all remorse and questionings.
They are priestesses of sexual initiation, dedicated to the
celebration of this mystery and, like the bowrst of Islam,
sacred courtesans, promised mistresses of the blest.

Yet if they incarnate sensual love in the other wotld, the
apsarases possess all the eloquence of earthly charms.
These are unsparingly displayed and exagperated by
posing and bending and twisting, in artitudes which we
Westerners normally expect to find in cine magazines.
Indeed these suggestive, smirking creatures are the
“pin-ups” of spititual emancipation. Their beauty may
promise ineffable joy, but they scarcely smooth the path
of approach for the faithful by reminding them of this
world's delights. They are ambivalent to the eye, and
there precisely lies their role and function.

Ranging down from gods and demi-gods to human
kind, the portrayal of love undergoes a change to
marked realism. There is no hesitation in depicting
physical love in its crudest aspects; though with the
addition of various ingemious refinements which in
themselves constitute quite an art of the flesh (pp. 56,
60). Postures occasionally involve acrobatics (p. 69,
central relief; p. 60¢); the protagonists even require the
help and support of acolytes to maintain their balance.
Scenes are unhesiratingly shown in which several people
interlace, rwine and cooperate. Two women quite
often titillate or satisfy the desires of one male (p. 524;
p. 57, upper groups). Frequently a third person attends
upon a couple’s dalliance (pp. 59, 604d). There are, of
course, many chaster scenes, some of quite touching
delicacy (pp. 26, 29, 48, 58, etc.) but in the rest such
ardour prevails that these seem to be a2 mere prelude.
Taken in all, they afford an erotic spectacle so varied
and definite and compelling as to be beyond any
compatison,

During our stay at Khajuraho, a holy man dressed in
the yellow robe, with a pilgrim’s water-pot in his hand,
was cager to show us certain reliefs and details which
might have escaped our notice. (As it happened, they
had already been pointed out to us on arrival Iby the
village childrenl) These sculprures; he urged, should
arouse disgust; their purpose was to show the evil, the
forbidden thing., Popular tradition in Ornissa makes
another such attempt to justify the existence of erotic
friczes on the temple of Konarak, They are said two
protect the building from storms and scare lightning
away. Far from attracting, they repel,

A very simple and pious explanation! But it entirely
ignores the look of contentment on the faces of the
“sinners.” We must face the fact that the attitude of the
artist in these representations of eternal bliss is indw/owet,
At the same time it will be well to bear in mind the
views of certain students,” M. Alain Daniélou, for

1



instance, suggests that the rwenty-four postures of
yoga, which help to change the subtle centres of the
body and so attain harmony, find their equivalent here
on the erotic plane. And we can well agree with
M, Georges Guette that one would have to become a
yogi before attempting to copy some of the contortions
figured in stone! “The Chlandogra Upanishad,” he
writes, “shows erotic pictures as symbolic equivalents of
the mystic syllable Os. When the two sexes conjoin,
one satisfies the desire of the other; in the same way
the syllable Om, in the conjunction of its parts, satisfies
all desire.” In other words, the physical act can be
transmuted into a spiritual one. It is performed to
effect transubstantiation. Like the syllable Om, it
becomes equivalent to a Yes or Amen uttered by the
lover. |

So a4 work of art depicting the act would thus give a
rwofold significance to love—on the profane level, but
proportionate to the sacred.

Thete are also reasons for thinking that the character
and prevalence of erotic art may vary from region to
reglon owing to local influences. Tr would be tempting
to look for some connecrion with Tantric rites, but
the carnal consummation so often apparent in the
bas-reliefs can scarcely be reconciled with a rule of
self-control, whereby the orgasm was interrupted to
diverr its energy and tension towards spiritual cads.
So perhaps we should look for influences of a simpler
kind.

At Konarak, for example, the friezes may represent a
call for renewed fertility in a region where population
had wilted after centuries of Buddhist chastity, though,
as others claim, the explanation might be found in the
mere caprice of a prince. Moreover in the Hindu
religion there is, besides paradise, a hiell where the soul
sojourns awhile after being judged by Yama, god of

death.  And in the popular mind paradise vaguely

12

blends with the idea of 2 place of sensual delights and
carnal enjoyment. This the sculptors of India wouold
depict for them, just as our western artists p(mm}ircd the
chaster pastimes of the elect.

For it is our prudery which lends these bas-reliefs an
aura of scandal. There is no such feeling in India. We
should remember that four motives are recognised in the
moral teaching of the Brahmans for human conduct:
artha, which concemns material goods and wealth; kama
—desire, passion and love; dbarma—the intellectual
and moral duties; and modsha—corresponding  to
release, Erotic art depicts the second. Also, Kama, god
of love, is recognised as a powerful animator of the
universe.

These are various explanations, but all show that the
iconography of love cannot be divorced from the spir-
itual and everyday life of Hindus. To veil it would be
false,

'The Hindu artist, as we have seen, was bound by strict
rules and codes when interpreting the higher orders of
being, but clearly regains his freedom when he describes
—ar invents—munkind’s sensual delights, We drop
then from the loftier regions of symbolism; the realism
of everyday life emerjes, zest is shown, and sometimes
there are touches of fun, When gods are left behind and
mortals reappear, art becomes simpler, freer, gains in
spontaneity what it loses in hieratic calm.  Life swarms,
We are down to the level of the teeming market places
of India.

“TIf the body is clothed in formal perfection in Hindu

atr, this does not deny its spirituality, For it is within
this frame, this housing, that Release must be sought.
This is the place where the manifold merges with the
One, where the seen is absorbed in the unseen, where
the separare self unites with the essential self. The
fleshly body proclaims the beauty of the mystic essential

‘body. Itis the ultimate flowering of the primal germ.|



The artist expresses this praise by deformation.
Women's legs are elongated, hips and buttocks enlarged
to emphasize the slenderness of the waist. The breasts
have no droop, scorning gravity’s law. They are
spheres, self-enclosed worlds, atrached directly some-
times to the torso underneath, as if they were not
carried by the rorso, but sprang straight from it, or
rather as if the fruits of some orchard never spoiled by
the hand of time were grafred onto the fiesh to assuage
tnan’s hunger and thirst and renew them endlessly, OF
Parvati it is said: “She bent under the weight of thesc
twin globes, like a fruit-tree heavily laden.”

Grace and passion; a present promise. Cruel, render
apsarases: Visions breathed by the divine.

For us who are strangers to the religion of India, these
fipures may only speak nature’s sensual language. Do
not let us blush to think of them as manifestations of
profane love. Tor in this world of ours, where the
transcendental is degenerating into mere formalism,
where higher thought makes base concessions to
policy or dubiously compromises, perhaps this love is
the last sign of the sacred. Let us not fear to see in these
creatures a mirror of our desire, Undoubredly the
erotic in our nature, followed through the ways of art,
is a quest of the Absolute.

March 1957 MAX-POL FOUCHET
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Sanchi

(IT1rd century .c. to X1lth century A.D.)

Acropolis is not a word to be over-used, but it does
come to mind when you are at Sanchi and have spent
long hours under the harsh sun and the rains, ascending
the steep paved walk that climbs from a poor village to
the place of Poverty,

A bend in the road, a pond, and the shrilling of chil-
dren’s voices among the women drawing water; then—
silence, and the climb up the straight path to the
top. There are no propylaes; but you pass through an
invisible door, the path becomes gentler, and the body
feels as the soul would feel, if it was worthy of Him
who offers to ease all burdens,

On the skyline appears a stone circle, and out ot this, urn-
belliferous in space, rises the triple umbrella of the Sage.
The hill is in labour; with each step forward the dome
protrudes further, the egg of the Great Siupa gradually
emerges. Then at last the full hemisphere, encircled
with tall stone slabs. And here are the tumuli (known
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the world over, from mounds in America to Etruscan
tombs}—for such are the Great Stupe (p. 15) and the
lesser anes abourt it.  But these were not only funeracy,
From the time of Asoka’s reign they contained relics
of interest. In the modest stupa to the north-west
(p-17) lay those of Sariputta and Mahamogallana, two
disciples enlightened by the Master. They were taken
away to England. and returmned to Sanchi in 1952, to be
housed in a new and depressingly ugly little building.
Asoka, the “monk-king,” a devoted adherent o Bud-
dhism, built the first shell of the Great Stupe in the
third century .c., and it was enlarged by the faithful in
the century that followed. The cupola is of brick,
covered with a sandstone layer, and rests on a terrace
that rings it with an ambulatory where processions
walked in times past. Today, pilgrims come from
China, Burma, Ceylon, Tibet, and chant their hymns
and burn their amber sticks.

The Great Stupa is stll girdled 2t ground level with
fencing in stone, and in this enclosing wall, some ten
feet high, four breaches open at the four cardinal points.
Before these stand four gateways—the foramas. On their
pillars and architraves are recorded in admirable carv-
ings the legend and life of the Buddha, his adoration,
his lotuses and the Wheel of his Law—symbals guarded
by paunchy genii, elephants, and peacocks, symbolic of
Asoka.

On this hill, round the first stwpas and monasteries, others
were built over a period of a thousand years. Across the
plains overlooked by this citadel passed conguerors—
Hunsand Muslims. But by the thitteenth century A.p. the
acropolis began to lose its followers and was swallowed
up in jungle. It re-emerged in 1838 after ¢ix centuries
of neglect, to mark the sky's approaches with its buoys.
From the eastern gateway, under a tree like a triumphal
arch, a yukshi looks across the years to the apuarases of
Brahmanic India (p. 14). The fruits above her—and on
her—grow at every dawn.
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Mamallapuram

(VIIth and VIIIth centuries A.p.)

From the foregoing page to rhis, from the yokidi of
Sanchi to this mage and his magins at Mamallapuram: six
centuries, and India to cross from north-west to south-
east, from the Decean to the Carnatic.

But here there is no slope to climb to a bare hill wop,
no carved gateways to pass, to step onto the ambulatory
designed for meditation. The sea’s flat floor lies before
us, and the waves come plodding in like pilgrims
towards the gods figured in stone.

The sea is at hand; its sand is underfoor; its salt browns
and burns the bas-reliefs. From the branching cocoanut
trees the children come down, bringing milky water in
the nuts, Ships vused to anchor here in the past along-
side the dealers in elephants and gems. Prolemy the
Greek mentions Mamallapuram in the second century
A.D. among renowned ports, and Hiven Tsang of China
did the same in the seventh. Roman coins sometimes
crop up on the deserted shores.
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From the fourth to ninth centuries the Pallavas, kings
and masters of the South, developed sea power, and
their fleets carried the truth of Vishnu and Siva to the
isles of the Indian archipelago. One of the prear
Pallayas, Mahendra I (VIIth century A.p.) was accord-
ing to tradition 1 playwright, musician and poet. Did
the Word give him a love of the imperishable? He
would have no building done in wood, bricks and mor-
tar. In the sands of his kingdom grear granite blocks lay
scattered.  Shapes of things to come. They were hol-
lowed and fashioned into temples. Tmages of gods were
carved out of them, and divine events lived in the rock.
He began the work. His son Narasimha [ continued
and completed it. From his reign (c. 642-668) darte
almost all the monuments at Mamallapuram. Larer the
chisel was discarded under Rajasimha (¢. 674-800) and
masonry reappeared: the temple Jalasayana (p, 19 top)
stands so close to the sea’s waves that eventually it will
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be eaten away, become a mere outline blurred by the
lash of spray. Then in the ninth century, the empire
of the Pallavas broke up before the invaders.

Like some strange caravan, the five little monolithic
temples or raths built: by Narasimha 1 stand in line,
carved and chiselled out of a rocky layer inclined from
south to north; stone turned into temples with figures
of gods and princes side by side (p. 19 foot). The men
have a connection with the epic Mabablurata, India's
[liad. They bear the names of the heroes of that poem,
the five Pandava brothers; nor must we forget the
lovely Draupadi, the wife they shared. Long andd
stern was the struggle of the Pandavas against the
enemy who had driven them from their kingdom. At
last with divine help they reconquered their land. One
of them, Arjuna, being still imbued with Buddhist
gentleness, was doubtful whether to go into battle,
whereupon Krishna, an incarnation of Vishnu, gave him
the advice recorded in the :‘irm_ﬂ of the Lord [ H:f’.r{.'{n‘t'r.'ff
Gita ) = *. .. Thou hast sorrowed, Arjuna, for whom
thou shouldst not sorrow . . . The wise mourn neither
for the dead nor for the living... Never was there
1 nime when I did not exist, nor thou, 'Only the unreal
does not exist; the changeless one is imperishable, no-
one can destroy the essential spirit. The unborn, the
permanent, the eternal is not slain when the body is slain.
Pleasure and pain, gain and loss, victory and defeat -
hold them all equal. So gird thyselfand fight, O Arjuna!”
These words are illustrated in the rock at Mamalla-
puram. In one of the cave-like chambers Vishnu lies
on the coils of the serpent “Endless” (p. 22). Two
servants and rwo winged genil symbolise the power
of his four hands. Lakshmi, his consort, kneels on the
right, honouring him with the gesture of everyday
Indian life, hands joined, head bowed. The god's
repose is serene.  His sleep, between the dissolution
and credtion of worlds, i1s conscious, He knows how
to rest on essennal substance,









Here too is life in busy profusion. There is a boulder, some ninety feet long and twenty-six high, in which the sacred
Ganges is depicted descending to earth. A natural crevice in the centre shows a great carving of that river which
Bhagiratha, the hermit king, brought down by his holiness from heaven to fertilize and purify the world, Nagas
and nagmis, genii of the waters, wimple in the stream in adoration (p. 18). On the rock wall above are siddiars, ideal
creatures of the air, and below are monks, yogis and holy men in prayer. The joy of Eden reigns; there are lions
beside gazelles, a cat engaged upon spiritual exercises among dancing mice, clephants taking their young to the
stream where men draw water for their thirst. Perishable creatures rejoicing, in durable rock:

At Mamallapuram life in its simplicity praises our sister water, our brother the sun, and not without Umbrian
underrones. We are reminded of them again in the Krishwa Mandapa, even though divine gallantries are depicred
on the walls of this grotto. The blue Krishna is here in his farmstead. With one hand he holds up Mount
Govardhana as a shield against the jealous storms of Indra; he is protecting the cowherds who harboured him
safely when his uncle was bent on killing him. Krishna’s youth is spent among the fragrance of herds. So the day”s
labour goes on in the peace that he gives (p. 23): a man milks a cow, the cow licks its calf, a cowgirl bustles in,
catrying in one hand water-pots for filling, while with the other she steadies a bundle of fodder on her shoulder,
But above, the cowgitls (or gopir) are dancing to the sound of a flute—very like the flute that Krishna himself played
to bewitch them, So India amorously sings, and the mode is pastoral,




(Ist century n.¢. to VIth century A.n.)

A hill, a seashore, and now the incised rock.

A rorrentr flows deep in a semi-circular gorge. In the
concave face of a cliff polished by rains and warerfalls,
:L_;r.JEurit:s open glonp a walk with steps cut at intervals
(upper photograph). For cight long centuries stone-
masons burrowed here into the rock, hollowing ow
chapels and monasteries. Twenty-nine deep caves,
many of which are painted and carved: Ajanta, the
subterranean city of Perfection.

On the rocky wall, among trailing bushes, ethgies of
the Buddha go along with the pilgrim, while cagles sail
by to the path’s farther end. One last image, hand
raised in the gesture of reaching. The steps are fairly
crumbling in the sun's heat: better move into a cool
chapel (cdaityu; lower photograph), Under ribbed
vaulting that copies earlier roofs of wood, a srylised
stupa is imprinted lke a seal with the fgure of the
Master of Freedom: The frescoes have been talked
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of so much thar silence would seem best, but there is such pleasure, such a banquet for the eye looming from the
darkness of cryps, tzking shape¢ among the damp streaks and blemishes on the walls, that they still deserve a few
words more. Colours, outlines and shapes challenge the eye not so much to see as to imagine, not so much to
imagine as to complete them, One remembers those leprous patterns on walls into which Piero di Cosimo and
Leonardo could read faces, landscapes and compositions,

In the niggardly light of a keeper’s lamp glimmering arrays of men and animals appear among buildings and flowers.
At first the eye wanders confusedly about these faded, damaged frescoes, then scenes stand out, organise and disclose
the common hub to it all—the figure of the Prince. Complicated whorls begin to group dimly round this centre—
wisdom’s light. At last your eyes undertake to read you the legend and story,

A banquet, we said; how else describe this ancient scroll on which parades, scenes of feasting, hunting and dancing
cluster round the purified one? Prince Siddharrha had known the pleasures of the court—musicians, concubines,
luxury and lechery, These walls allow you to guess what he renounced. While the frescoes picture a conflict
between sternness of mind and the sweets of life, between nakedness and riches, truth and appearances, the artists
never deny nor condemn the pledges thar flesh gives to life.

If a comparison may be made, there is a strange relationship between these frescoes and those which Piero della
Francesca painted in the church of St. Francis at Arezzo. The composition of one group definitely recalls the
Visit of the Qneen of Sheba to King Solomon. Here are the same slow movements, the same majesty. The anonymous
fresco painters of these caves might well greet Piero as a brother, Notice that long slanting look on the face with
heavy turban (p.25). You will see it again seven centuries later, on faces in the Queen’s train. “Great periods
meet across time and space,” says René Grousset; “an earlier Florence, an earlier Umbria reveal their mysteries.
hete.™

Before the Great Departure, Prince Siddhartha had loved the beautiful Yasodhara, *“She was like the liana clasping
the tree,” the poets sang. For her the prince showed his strength of arm and his ralents, met the challenge of
pretenders.  They married, and then he renounced her, together with all his possessions. But Yasodhara is still
here, in the rock at Ajanta. Bas-reliefs bring the brief idyll to life again before our eyes. A young man holds a
lotus in his hand. A young woman sits at his side. The couch they are sharing is richly draped (p. 26).

The wall paintings in the first grotto show us the Perfect One being assailed by Mara, the npitit of Evil. Mara has
lwonched his forces to lure the prince from the path he has taken towards renunciation. Demons rise, jeering,
threatening and howling on all sides, And here are the temptresses, own daughters of the Evil One, wantons that
might unsertle any heart, pressing round the chaste youth. Ah, but how lovely their bodies are, how beautiful
theit gestures! Their hips have the triple sway, and their bellies the triple fold of physical perfection. Such, no doubt,
was the way of the courtesans in the palace of Kapilavastu, when the royal youth passed by.







Ajanta is one of the places in India where woman is
most charmingly and exquisitely portrayed. The fres-
coes and bas-reliefs here huve been described as “a poem
of Hindu women.” Strong as the spell may be of the
amorous daughters of Mara, there are other figures
whose sensual appeal is far more subtle. Entrancing
couples are seen in the frames of temple doors (p. 29).
These languishing female fipures seem ta be on the
point of giving themselves, but their ardour makes
them feel bashful and at the last moment they shrink
back. So near and so far, viclding and yet reserved,
as much in the fesh and beyond it as Botticelli’s nudes.
One cannot see them painted or carved on these walls
without recalling the words that the poet puts in the
mouth of the lovely Sakuntala: “My body hastens for-
ward, but my soul does not agree with it and starts
back.” A passion too tender, a mclancholic desire,
soft invitations deferred—such 1s love's way at Ajanta,
And the Emancipated one looks down.







Elura

Elephanta

(Vith to IXth centuries A.n.)
(VIith to VIIIth centuries A.p,)

Elura seems like a place dedicated to ladian tolerance,
a sort of Pantheon where three religions live face to
face. Buddhism, Jainism and Brahmanism all give us
their stories, symbaols and heroes. Twelve of the thirty-
four shrines in the rock belong to the first of these,
five to the second, and seventeen to the third, There
is also a change of attitude, noticeable in the carvings,
Though Hindu fipures still remind us of Ajanta, still
combine human sweetness and intimate grace with
provocative charm—Ramesvara’s apserar (p. 34, foat)
15 a sister o Mara’s enddng daughters—we are soon
confronted with hieratic representations of divine power
and energy on the grand scale. Gods tower above the
creatures round them; their will to dominate is plain,
Siva’s drum resounds; he reigns alone in the island
of Elephanta. And the pivot of art is the lmgaw. A
shrine lies underground inside a temple, and through

four doors 'guarded by giant sentinels, the emblem is







revealed—rising, one might think, out of primordial darkness (p. 31). Siva’s pre-eminence is expressed in the well-
known three-headed statue, sixteen feet in height.  His three-fold countenance, seen also in profile on two sides,
shows that the earlier Dravidian god has asserted himself and assumed in his being the powers of the other gods:
like Brahma, creator; like Vishnu, preserver and protector; and destroyer or rather regenerator through destruction
as he is himself. Tremendous as the evenr seems, it is not the last for Siva. Tor his saksef, his enetgy, the Great
Goddess his Consort, is destined to rise above him, trample him underfoot, and emanate from him in supreme

transcéndence,

Elura is his throne. Brahmanic cosmology pictures the world as a flac disc with Mount Mern for centre, the peak
which is both spiritual—for there dwell the gods—and real: it stands for the Himalayas. Round Meru, “which
shines like the morning sun or a smokeless fire,” lie in a ring the seven islands and the seven oceans, st retching away
to the lofty wall enclosing the world. But Meru is also the cosmic Mount Kailasa and Siva’s abode.
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The great temple at Elura represents it, From a hill
nearly a hundred feet high, a gigantic block was hewn and
a broad ambulatory cut round 1, which freed the mass
from the cliff (p. 32). Out of this block men fashioned
a temple, mnnelled in 1o make halls, doorways and
corridors, chiselled endless bas-reliefs or worked in the
round on the walls; and over the shrine they made the
pyramid shape of the roof, stepped up in four receding
COUTSEs.

The ambulatory 18 adorned with monoliths—a carved

obelisk and elephants. Finally they burrowed into the
vertical wall of the ¢liff and made several superimposed
galleries, decorating rhem too. Thousands must have
been engaged on this work in the reign of Krishna I
(c, 757-783), a king of the Rashtrakuta Dynasty, Once
it was painted, roday it is all of blackened stone. The
Kailasamatha of Elura is 2 monument to behold with
amazement and awe. Few such works exist in the world.
Siva is present everywhere on the temple walls and
clsewhere in Llephanta in his complementary aspects.
Here he is seen performing the cosmic dance of energy,
the dynamic fandata (p. 34, above), and wears the
terrifying countenance of the Bhafrars, Elsewhere he
appears as the chaste and serious vouth, serene and
tender, pure lover of a2 Parvati with downcast eyes,
making gift to men of the three sacred rivess—the
Ganges, Yamuna and Saravasti—which spring from
his tiara (p.35). His Sngam is seen being worshipped
on the remple walls (p. 13), couples join in' mithuna
(pp. 2, 96) among apsaraser whose sex sometimes opens
like 2 fig in summer (p. 34),

He even shows himself as symbol of celestial union
(p.33). His right arm rests on Nandi, his vehicle the
bull, which also represents his active power, He is
Siva—and Parvati too; he is holding the mirror and
has the perfect breast of his “spouse.”

So on Elura’s hill and {n the island of Elephanta, the
manifold assumes the countenance of the One.






Orchha

(XVTIIth Century)

Great is the power of India! It can even be felt and
traced in what she is not.  Again and again the con-
tinent was invaded and suffered ar the hands of savape
hordes or congquering armices, India absorbed these
incoming streams in the silt of her population, and still
preserved her soul. Soon or late, she transformed these
invaders, or threw them out if they would not yield.

Yer Islam had done its best to break the spirit of India
during seven centuries of occupation. The cruel swords
of this warrior race were sharpened by fanaticism, by a
harsh monotheism. Indians they looked upon as idol-
aters; they destroyed their imapges, overthrew their
temples, martyred them in numbers or reduced them to
slavery. But only the Buddhists suffered severely, be-
cause their religious communities were easily hunted
down. Brahmanism, being more widely spread in various
forms, slipped through the fingers that tried to crush it
It 15 true that there were Muslims who sought to join



the creeds of Indiz to their own. The poet Kahir made
an attempt that is not to be ignored, and still more
remarkable was that united **house of religion™ dreamed
of by the Mogul emperor Akbar (1556-1605), to which
even Christians were to be invited. The palaces at
Orchha, near Jhansi, still stand to record such attempts
and give a noble vision of past splendours. Here the
domestic Persian style combined with the religious art
of the Hindus ro create palaces often overlooked by
travellers, But only grass wanders over the tertaces to-
day, and the six-foot lattices on the towers are falling.

Sadness broods here; and India draws the moral.




Puri

(X1Ith century A.D.)

Once, where Puri now stands, there was only deep forest, but among the trees a statue of Vishnu sparkled. It was
carved in sapphire, and its blue made the sea near by look pale, King Indradyumna, who reigned over the land
of Malava, heard such praise of this wonderful statue that he decided he must have it. As he did not know where
the statue was, he ordered his Brahmans to travel the wide world till it was found.

They searched in vain. But one of their oumber, Vidyapati, turned east towards a distant land, home of primitive
native tribes, the Savaras. There he lodged with a bird-hunter, and soon noticed that this man went secretly into
the forest each day to make an offering of fruit and flowers. Vidyapati wanted to go with him, but the hunrer
refused. Fortunately, however, the hunter’s daughter begged and begged, and at last the stranger was led to the
place of devotion. The hunter bandaged Vidyapati®s eyes to conceal the way from him, then removed the band
when they reached the place. And there before the Brahman was the wonderful statue,

Vidyapati had not forgotten to bring mustard-seed, which he dropped behind him unseen by his guide, Ini this way
he was able to find the hidden place himself, and went there alone. While he was admiring the statue, 2 voice
resounded from the sky; “Brahman, take good ridings to thy King! Thou hast found the Lord of the World |”
Soon after the hunter appeared with his offering. The same celestial voice was heard saying: “Oh most pious servant|
| am tired of thy flowers and wild fruits! Let me have what I desire: cooked rice and sweer cakes! No longer shalt
thou see me in the shape of a blue god. Let me be worshipped henceforth as Jagannath, the Lord of the World!”
Long was Vidyapati kept a prisoner by the hunter, but ar last he was frec to take tidings to his king. The king
ordered his woodsmen to go and bring the statue to his palace. But alas, it had disappeared! Apgain the voice
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was heard, saying: “Oh King; first build me my temple.” And it went on: *Thou hast been too proud. Do
penance. Then thou shalt be rewarded by Vishnu's image; it will not appear to thee as a blue god, but in the shape
of a lop of wood, marked with signs by which thou shalt know it.”

Soon the waves of the sea brought this log ro the shore, and the king commanded that it should be carved into an

image of the god Jagannath, who is Vishnu himself. The carvers set about their task, but could make nothing
of it. No sooner did chisels touch the wood than they broke.

Then an old carpenter appeared, and he undertook to finish the work in one and twenty davs. The king shue him
m a cell, and told him that he would not be let out unedl his work was done.  But the king's eagemess was too
much for him; he entered the cell before the appointed day. Bolts notwithstanding, the carpenter had vanished,
leaving behind him three images which were unfinished; they were roughly shaped and had no hands.

Then the king understood that the carpenter was none other than Vishnu.  As for the three images, they represented
the god Jagannath and his two brothers Balarama and Subhadra. They were placed in the temple which Brahma
himself later came to consecrate.

And that is why pilgrims flock from all parts of India to Puri. Every year in Julv, the three images are mounted
on chariots resembling rowers, which are drawn through the streets by thousands of the faithful. The rallest and
heaviest of these is Jagannath's chariot.  Sixteen wheels carry it, seven feet high. Though there are laws forhidding
self-sacrifice, even roday men and women are to be seen Hinpinge themselves under the wheels, to be crushed biv the

. .
'_:Ml s chariot




Bhuvanesvar

(VIth to XIIth centuries A.D.)

Before leaving Puri for Bhuvanesvar, which is not far away, let us linger a moment to consider a few of the events
in Jagannath’s legend. ‘These can help us to understand the value given to the image in the Hindu mind. The
sapphire statue disappears just as King Indradyumna is about to secure it; the woodcutters come to the forest retreat
where it is hidden, and it is gone. Vishnu—delightfully informall he asks for better fare—replaces it by a shapeless
log which will bear three signs to indicate his presence.  Sa the simplest, humblest object has the value of a priceless
work of art if it partakes of the divine, Its aesthetic quality is purely relative. Form must combine with mani-
festation, or it has no meaning for the faithful.

From this point of view artistic standards in the Hindu religion are in no way above those of other religions.
A mete stone of phallic shape, a red mag in a crack, can symbolise Siva today just as well as an image devised by
rules and norms.  All that marters is that it has powers. And to ensure this, believers confer reality upon the image
when it leaves the hands of sculptor or painter, A priest “opens the eyes™ of 4 statue and names it during 4 ceremony,
the rite of prana ‘,ﬂr;.'n_r.ﬁr,rn. The faithful gather round closer to pass their own breath into this new, lifeless inage.
Some perform acts of transference.  They make gestures with their hands, as though tearing some substance out
of their bodies which they then throw onto the image. Properly speaking this is animation. In India, as elsewhere,
beauty hardly counts for the believer where sanctity is concerned.  Such was the lesson learned by King Indradyumna.
The legend equally reveals the thoughe that lies deepest in Brahmanism, Remember the vain actempts of the cirvers
to work on the rough wood. Vishnu alone has the power to express form. In other words, the gods are born
from inirial matter, the original prakriti, existing before their own existence, but it is for them alone to pass from
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the uncredted to the created, from that which is not diverse to the diverse, from Being in essence to manifestation,
And men must wait for this manifestation. When King Indradyumna goes into the cell before the appointed time,
he yields to sinful impatience, as the three effigies show: they have no hands and are roughly shaped.

As with the image, so with the Brahmanic temple which contains it, The temple is not a place i which the faithful
meet for common prayer, but an image romd which they gather. This explains the contrast berween the wealth of
its statuary and the modest scale of the building. It was not till the eleventh century thar religious buildings of
considerable size were built: the Lingaraja ar Bhuvanesvar, for example, or the temple of Jagannath at Puri (p, 38),
Here it will be as well to mention the rather simple design and construction of the Brahmanic temple. Lengthwise
there is first the porch, which usually stands out and has a few steps in front. Passing through this, one enters
a hall-—the mandapa—which varies in size. At the end of the mandapa stands the sancruary, containing the effigy
or symbol of the god, a Jngam in the case of a Saivite temple. The building may sometimes consist of mandapa
and sanctuary alone, or even just the sanctuary, with or without porch, For a long period the mendapa was covered
with 2 Hat roof, made of joined slabs resting on stone beams, suppaorted in turn by stour pillars. Though rhe walls
weee thick, solidity always came first. Openings were few and narrow and the lighting was poor.

On the other hand a rower (sdhara ) was built over the sanctuary. In Orissa, where Puri and Bhuvanesvar lic,
this was four-sided and curvilinear. The tower was topped by a rounded disc or torus, boldly fluted. The weight
of this superstrocture must have troubled the builders, for they made the walls of the sanctuary even thicker and
strengthened it with a ceiling.
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So the building simply consists of layers of hewn stone
superimposed and faced beforehand or in position. No
mortar was used. Nor were there any foundations; the
temple stands on a base which adds height., This some-
what mudimentary structure was gradually improved
rather than altered. The mandapa was enlarged, better
lit and less clurtered with pillars; these even disap-
peared altogether, The flat roof was made pyramidal
by the use of corbelling, and lesser shrines were built
along the side of the remple.  And above the sanctuary,

also enlarged, the tower grew higher and more imposing,

Bhuvanesvar is virtvally a museum illustrating this
evolution. The older temples—Parasuramesvara dates
trom the eighth century—are simplest in design, while
those of the tenth and twelfth centuries show improve-
ments. On page 41 it will be seen that the temple of
Muktesvara—working round from the lefr of the fore-
court—has 1 sanctuary and tower above with a heavy
torus, then a mawddpa with a rerraced pyramidal roof.
In front of the building, which is surrounded by a wall,
stands a rounded portico, and behind this can be seen
the tower of a sanctuary without a mandapa,

But architects were most concerned with increasing the
size of the temple. In a hundred years’ ime proud and
imposing structures were to tower above the modest
tenth century temples: such are the Lingaraja at Bhu-
vanesvar or the temple of Jagannath at Purd (p. 38).
T'he original design shows little alteration; in facr Indian
architecture may be said to be enlarging on a model.
The boldest expenment, also found in f_'lr;i::u_1 was to
be the temple at Konamk, but here the builders over-
stepped the mark and the building collapsed; ambition
was preater than structural knowledge,

Sall, we ¢an scarcely find fault with the modest scale
of temples like Parasuramesvara and Muktesvara, for
their pleasing proportions are much superior to the

grandiose appearance of the giant buildings of the









eleventh century, Their charm, in fact, lies in this modesty. And the quality of their statuary greatly gains because
it is used with discretion.. It might justly be said that their surfaces are not so much carved as inwrought, in a
harmonised and almost continuous design which is admirably conceived for its general decorative and symbolic
effect (p. 42). Sometimes it is so rich that one involuntarily thinks of our own Renaissance and Baroque styles.
The sculptor’s skill—if the point is worth stressing—developes no doubt during the period between the bas-reliets
of Parasuramesvara (pp. 44, 45, 46, 47) and the twelfth cenrury ones of the Rajrani temple (pp. 43,48). The later
work shows a surer, easier hand, and is almost Hellenistic in character (p. 48, right), but it lacks the naive manner-
isms and a certain stocky, rustic grace which are found in the carlier figures. Look at the gpsgras on the Muktesvara
temple (p. 49). Her right arm 1s raised to a branch of asoka, a tree which is said to bear fruirt only when touched
by a girl. Her other hand rests on her belly, She symbolises fertility, as we can scarcely fail to see, and recalls in
retrospect the yaksbi on the gateway at Sanchi,

The Parasuramesvara temple has a delicate and delightful relief showing Siva and Parvati on Mount Kailasa (p. 45).

The demon Ravana (time, alas, has almost obliterated him) is underneath them, trying to shake and destroy their
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divine abode. The goddess seems to be uneasy and on the point of rising. But Siva reassures her. He clasps her
to him with his left arm and makes the traditional calming gesture with his other hand. To the right is a figure,
half-hidden as if in fear, watching Ravana in his fury, and Durga, a manifestation of Siva’s energy, brandishes her
sword. This is one of the purest representations in art of loving protection.

In one of the “windows” in the same building are set two friezes in high relief; the upper of the two represents
dancing, and the lower one music (pp. 46, 47). May we remind the reader of the significance which music tradi-
tionally bears for Hindus? It concerns man in his entirety, and applies to hig belly, his thomx and his head. To
the belly, regarded as the seat of organic reflexes, it assigns tone, tonal intensity and movements. To the thoraxk,
the conscious centre for pain and pleasure, aversion and desire, it allors melody. For the head, which houses the
intelligence, is chosen thythm, the essence of all.

In the window of the Parasuramesvara temple, bells, flute and drum link music with the three bodily centres of the
dancers, but these centres themselves correspond with the three parts composing the cosmos: earth, air and sky.
S0 music and dancing blend with the whole universe and its life.
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Konarak

(X11Ith century A.n.)




Like a lighthouse echoing to the hammers of the sea, like a dark pyramid on a waste shore, or some caravan for-
gotten by wandering gods and turned to stone—such is Konarak, temple of the Sun, fallen fragment maybe of that
star, with g coating of erotic imagery: caressing, copulation, orgasm and desire,

Twenty-four wheels, carved in stone, twelve on each side and ten feet high, having splayed spokes set with medal-
lions, seem to carry this huge bodywork. Its sides are wrought with Rgures of gods and men in acts of love, with
processions and cavalcades, in a jungle of arabesques and scrolls (pp. 51, 52).

The floor of the vehicle is weighted with massive remains of the first construction. On the left, where only the dark
base is seen today, stood the sanctuary, Above it rose a curvilinear tower, like the one on Jagannath’s emple at
Purl, but more imposing. It was probably 390 feet high (the towers of Notre-Dame-de-Paris reach 225 feet). We
can only imagine it rising into the blue sea air. But did the builders build to the top? Was it completed or did it
collapse? An earthquake perhaps, or a thunderbolt? Anyhow, cyclopean blocks and great bars of pure iron forty-
five feet long lie strewn about, and no-one can say whether ambition failed, whether ruin was sudden or slow.

But the scale we can judge from the almost intact building that stood in front of the tower sanctuary (p- 51, on the
right). It is the mandapa of the little remples of Bhuvanesvar, now grown into a great assembly hall, the jugamoban.
The roof rises nearly 230 feet above ground level in three terraced courses: the topmost of these is adorned with
guardian lions, and the other two with large statues of the musical hostesses of heaven (p. 53).

The ruins of two lesser buildings lie not many yards away, in line with the central mass: castwards, & pazamandira or
pavilion designed for enjoyment, as the dancers and musicians on its walls still show (p. 63), and to the west a small
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temple. To the south-west stand the pillars of the

Ramachandi temple.

A wall enclosed the temple, with four gateways open-
ing at the four cardinal points, decorated with most
commanding and expressive statues—horses led by a
servant, trampling on an evil genii (p. 54): elephants
seizing an enemy with their trunks (p. 55); lions and
fantastic monsters (pp. 61, 62).

How did men contrive to build these monuments at
Konarak, so far from any quarry, on a sandy shore?
What labour, what unimaginable wains conveyed these
blocks of stone? How came this remote place to be
chosen? For what reasons were walls inscribed in'a
solitary place with this company of people indulging in
pleasures of the fesh?

Let legend first give its answer. Here 1t 15, from the
Samba Pirana.



It was Krishna's desire to be acknowledged as the
supreme god, so he devised a plan to make his courage
and power known to all: he carried off all the food
offered to the other gods. The faithful shuddered at the
news. Indra, they said, would not tolerate this daring
stroke. But Indra was faine-hearred and said no word.
So then all men on earth worshipped the proud
Krishna,

The new King decided to change the old order, and all
customs, manners and laws. Henceforward one rule
alone was to govern men: their désire. They would
abey their instincts without remorse; For indeed, said
Krishna, delight of the senses destroys time and space.
It is ecstasy and bliss, So men were now free from the
yoke of faithfuloess; like the God they could whisper
that the words of a wife are sweet, but not so sweet as
a lover's. To please their Master, the priests dressed in

saris, painted their faces, and sometimes even simulated










the impurity of each month. There were no desires left ungratified, women proffered themselves to slake the thirst
which they contrived to awake. And Krishna himself set the example. In his household there were sixteen thousand
one hundred and eight wives or consares, priestesses of the flesh, and wise withal.

The god had a son, Samba. His beauty, it was said, almost surpassed his father’s, But Samba sometimes was in light-
some mood. One day he mer Narada the sage, and as Narada was very old, the divine vouth could not refrain From
chaffing him: “Oh Narada! The laws of Krishna are very sweet, all men in their youth and prime now freely enjoy
their pleasure; carth is loud with songs of love-making. What cayest thou, Narada, thou who art too old to do as
others do?” And laughing the youth went his way to the bed of his mistresses.

Bitter at heart was Namda, This mockery must be avenged. Next day he offered to take Samba to a secret place
where women dwelt, he said, without compare for beauty and passion, who would lic on couches as endlessly as
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waves unfurling upon sand. Samba followed the old man, Narada opened a heavy door, And there Samba’s eves
beheld such a sight that he thought he was bereft of his senses: women without number were lying naked on carpets
of flowers, steeped in their own warmth and fragrance, offering their breasts and bellies and hips to the light, Samba
gazed at them. They saw him. They admired his lusty youth. Their desire awoke. They ran towards him. He ran
towards them.

But a terrible voice resounded. Suddenly, Krishna was there. And Samba saw the treachery of Narada. The old man
had taken him to the inner rooms of the divine palace, and then warned his father. Krishna could not doubt the
unworthiness of his son. He thundered. He punished the impious boy: Samba was to be devoured by leprosy, his
fesh would rot, his splendid beauty would turn into hideousness, men would flee when he approached.

Samba protested his innocence. He had not betrayed his well-beloved father, Narada alone was guilry. Krishna's
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rape abated, His affection for Samba retumed. But whar avails a pod against his own sentences? They must be
Fulfilled, for he has pronounced them. Samba must be the prey of leprosy. Krishna advised his son to go and live

in the solitude of the woods and pray for twelve years to the sun god, Surya.

For twelve years Samba shunned other men, and would not even look into streams to sce his disfigured body reflected.
Ie lived in chastity, worshipping Surya from dawn till night and night till dawn. Holier hermit there never was.
One day, while he was bathing, Samba saw Surya appear to him. The sun god vanished immediately, but a white
lotus grew on the place where he had revealed himself. Samba picked the flower. It shone upon his face when he
leancd over the water. And Samba saw that his heauty was restored to him.

Fe left his retreat, and walked long and far. The flower which he held in his hand guided him. He came
to the seashore, climbed a hill, and looking upon the sun without winking, he spoke to the god: “Oh Surya,
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who hast saved me and given me back the pride of
my youth, here shall 1 build thy sanctuary, It shall
be like the chariot that bears thee across the sky.
Twelve white wheels and twelve red wheels shall carry
it. 1 shall harness it with seven horses, all obedient
to thy voice, I shall be thy priest. And sculprors shall
ell in stone of thy glorv, and the life of Krishna

and his loves."

Whar better commentary could there be for the monu-
ments of Konarak than this story of Samba’s disgrace
and his recovery? For stones here speak with the
volce of legend, But history can help to explain certain
aspects of an architectural achievement which reflects
the political, social and religious life of its day. It
appears that the building of this temple can be attributed
to King Narasimhadeva 1 of the Ganga Dynasty
(c. 1238-1264). The whole of India was then about to
succumb to the Muslim conquerors. They were
already masters of the north-west and the north, and
most of Bengal, Orissa even was threatened, after lying
so long off the invader’s path. Ir was at this moment
that Narasimhadeva decided to abandon the defensive.
He attacked and was victorious, At once his prestipge
redoubled.

Konarak testifies to a great reign. A sovereign who has
triumphed over formidable enemies requires monu-
ments that will declare his power. So the temple was
no longer designed for worship alone. It was a royal
palace too, having great assembly halls, pavilions for
feasting and dancing. Many of the statues are even
warlike in style. Elephants and horses such as these
(pp. 54, 55) surely tell of fierce encounters. Konarak,
with its gigantic tower soaring above 4 host of priests
and warriors, cooks and dancing girls and slaves,
celebrated not one apotheosis but two—the sun god’s
glory, afirmed in riple majesty (p. 50), and the triumph
of his protector, the far-famed King.
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Khajuraho

(Xth ro Xith centuries A.D.)

tis

Erotic art at Konarak has a thythmic accompaniment of
waves; at Khajuraho, there are the songs of women at
their washing and the cowherd’s cry.

Temples here rise straight from the fields; primitive
ploughs draw lines about them, and the cosmic epg-
shapes of their towers stand out against the softer
distances of Bundelkhand (p. 4). Looking down from
their terraces, one sces the high balance-beams of the
wells, and pools where women swathed in violet come
to bathe, to wash their children, and fill their copper
pots. Quietness is broken only at nighefall. Strange
nolses then disturb India’s darkness—frantic lowings,
calls, long bursts of barking. Besides, Khajuraho is
anly an island won from the surrounding jungle.

A lirle path leads to the village, It lics away from
the modern road and rings to the sitver-beaters” ham-
mers, under the watchful eye of a huge red-coloured
statue: Hanuman, leader of monkeys, servant of Rama,






protector of peasants. Earth dwellings line & pond which sparkles with pink and white lotuses. A little girl
gocs by; in her open hand she carries, like a cake, the cow-dung used as fuel. Life was never more traditional,
more patient,

On this same spot once stood the capital of the Chandellas, kings of Jijakabbukti, They came from 1 Rajput tribe
and claimed ancestry from the moon. After obscure beginnings, they rose to power in the first half of the tenth
century, when Harsha reigned, also Yashovarman his son, who built a shrine for Vishnu—the temple of Lakshmana
(p 82, foot). This, an inscription said, “was rival to the snowy mountains.” Dhanga his successor (e. 950-1002)
built most of the temples at Khajuraho; his especial pride was the shrine of Visvanatha (p. 74, centre) with a white
tower “as lofty as the autumn clouds.” Dhanga’s grandson Vidyadharz added more great buildings; then the power
of the Chandellas declined, They withdrew to their strongholds to try to withstand the Muslim invaders, But
Khajuraho flourished for two more centuries; in 1335, Thn Bartuta, the Arabian traveller and geographer, mentions
it as a place of devotion where many yogis gathered.

The Chandellas” capital must have contained about eighty-five temples. Twenty are left today, in three groups
that lie round the village and extend over a wide area.  Sometimes the ruins were used for peasant dwellings.
Remarkable fragments are preserved in an open air museum. These and the buildings miraculously left intact help
us to assess past splendours at Khajuraho. Architectural originality and a wealth of statuary here undoubtedly
provide a magnificent record of Hindu art in the middle ages,









The most typical temples all seek to impress by their height, as inscriptions tell. They are not enclosed, and stand
on a high base serving as pedestal, which adds to their elevation. As one moves from porch to shrine, the roofs
of successive halls climb higher, suggesting by their contour a mountain chain ascending t its top (p. 82 foot;
p. 78).. On a front view the temple looks like a peak rising behind its bastions (pp. 64-65; p. 74, right; p. 82,
top). The sanctuary tower itself rises out of a cluster of lesser towers reaching upwards. As strict principles
govern the architecture, these contours must have symbolic meaning. Though the carlier Chandella kings were
Vaishnavites, their successors were fervent Saivites, and their temples may well be intended to suggest Mount
Kailasa, proud eminence of Siva’s throne,

In its longitudinal axis the temple shows more variety here than in Orissa. The temple of Lakshmana (p. 82
foot, looking from right to left) has a spacious portico with a richly carved ceiling; an assembly hall; & second
hall, still larger (mabamandape ); a vestibule leading ro the sanctuary, a sanctuary surrounded by an ambulatory.
Thus three additions—mabomandapa, vestibule and ambulatory—increase the length of the building, orientated
from east to west, In design the Lakshmana temple is 2 cross with four arms forming transepts. The two transepts
allow greater width to the mabamandapa and the sancruary, and correspond with four projecting balconies on the
sides (p. 75, p.83). A ffth balcony was built at the chever. These balconies or loggias admit light into the
building and furthermore enhance the decorative effect, for without them the building might appear monotonous
and compact, too 'stiffly held in its mouldings and buttresses, oo loaded with its two or three parsilel friezes
of carvings.
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At the four corners of the terrace, the Lakshmana temple
has four lesser shrines, small in scale, bur this derail does
not always recur at Khajuraho, Temples vary according
to their size. Some have only one transept (p. 78), others
—the Jain temples—have none (p.71). Some roofs are
pyramidal (p. B2, centre), In their general effect the
Kandariyaand Lakshmana temples combine strength and
fine proportions with a rich and skilful use of decoration,

Most of these remples are vibrant with fgures in
dalliance and possession, but the etotic carvings, like the
architecture, show particular refinement. The frank
paivete sometimes seen at Konarak does not appear
The provocative allure of these apsarases wears a more
studied, precious air which makes them less human and
more divine—as indeed they are supposed to be. The
Apsaras statues at Khajuraho are among the most perfect
representations of the female form. but in their very
perfection they are mannered and affected; some mighe
even be called over-sophisticated. But this does not
detract from their charm; the eye never tires of looking
at the gpraras (p. 70) who is painting her evelids with
kafal, the Indian kohl, or the one picking a thom out
of her foat (p. 73, left), and these are only two out of
a host that might be mentioned.







The bas-reliefs concerned with physical love are often quite difficulr ro understand:
same composifions come very near to being riddles. Whether this is due to the
arrists’s desire to cover his surface completely or simply to relative modesty we
do not know, but the atrendant figures helping to suppott & couple in an awkward
posture nsually obscure the scene. Take the central gre np on the lowest fricze
uf the Kandanya temple (p: 69): two apsarases, right and left, are holding up a
woman who clings to their shoulders for support, The man below is standing on
his head and grips the woman in the crook of his legs: his hands remain
free to caress the two apsarases. The scene shown on the top frieze is no less
complicated, also the one that will be noticed on the lower frieze of the Lakshmana
temple (p. B3).




Sometimes style in treatment again becomes naive and earthy, What a difference, for instance, between the reliefy
just mentioned and the style of the frieze (pp. 86-87) decoratng the terrace of the Lakshmana temple! This band
(mutilated, alas, by the hands of time and men) is a film of camnal delights. Though there is zest in the realism,
this parade of groups has none of the grace and detachment of sithura on the divine level, Pleasure here 1g of the
carth, earthy; any doubt on this score will soon vanish if the almost frenzied fornication of this fricze is compared
with the mystical sensual mood of Vishnu and Lakshmi (p. 67). And the plastic treatment itself has noticeably
changed. For the artist followed book and chaprer when interpreting divine union, bur enjoyed much freedom
when depicting mundane pleasures.

Need we repeat that representations of amorous embrace signify the union of separate principles, and are to be
regarded as symbolic of oneness with the Divine? None the less, when one looks at this erotic Lakshmana frieze,
the mind is teased and baffled. How can such a blunt statement—by no means exceprional, for it can be seen






elsewhere—be reconciled with csoteric meaning? Is there some definite purpose undetlying the crude display?
One theory (advanced by Mr. Percy Brown) suggests that the figures on the temple at Konarak depicr scenes of
licence which actually occurred and led to the decadence of the people in that district.

But this is only conjecture which history does not support, and it cannot apply to Khajumaho. Besides, the icono-
graphy at Konarak has a special character: it concerns one god alone—Surya, and the sexunal act; the scope is limited,
At Khajuraho, on the other hand, Siva’s pre-eminence did not exclude either Vaishnavism or Jainism, and under-
lying all three was a Buddhist foundation. So the portrayal of love has a religious background both wide and deep,
which is reflected in the variety of the sculprure.

Bur perhaps we should consider these images—we are still referring, of course, to those which do not rise above
crude realism—as provocations for purity? Tibetan Buddhists with a Tantric bias apply certain tests in the coutse




of initiation to discover whether the novice is virtuous. The lama-to-be is asked to look at paintings of a suggestive
nature. If his serenity of mind remains undisturbed, he is entitled to feel that he is on the true path. Sometimes
the test is more realistic: the devotee is shut in 3 room to see women perform lewd dances, or couples miming
lechery. Meanwhile 3 monk observes the patient. If he shows no flutter of desire, he is considered worthy to
approach the truth and profess it

In the same way, perhaps, Hindu erotic images might play the part of tests, and give the believer an opportunity
to measure his indifference to camnal indulgence; and they would also show him all the obscenity of perversions,
and the great purity of union with the Divine. But surely this explanation is ingenious rather than convincing.
What is proper to Buddhism does not agree so well with Brahmanism. In any case, the amorous adomment of
temples is never “obscene.” Obscenity only comes with ugliness. Now in India, even at the level of sexual realism,
erotic art 15 graced with the utmost plastic beauty (p. 56, #). And finally, certain temples—Surya’s at Konarak, for
example—are too secular in character to allow us to think that the statuary was intended to be purely and simply
edifying. |

Whether we like it or not, the fact is that Brahmans live in day-to-day familiarity with the sexual act, Among their
gods it is commonplace: scurrilous tales abound in the Puranas, Tt represents union between Essence and Substance,
purssa and prakriti.  But, as Stella Khamrish says: “This wide and varied range of symbols representing the
moment of union forms a complete science and art of love.”




The least one can say is that these symbols are curiously ambivalent. Can it be claimed that the Bhagavats Pirana
is just another Yong of Somgs? That the sportings of Krishna and the cowgirls only represeat an allegory of the
Soul in search of the Bridegroom? This is how Jayadeva, a Bengali poet of the XTlth century, sees them:

v oo With ber buxom breasts a fall burden, clinging passionately to Krishwa, a cowgirl now sings the somg of exalted love.

Into the god's face, inte those eyes made restless and liguid with love at ber caressing tonch, another one gages o fondest, girlish
ecstasy,

With eager amorons band, by ihe bank of the Jamuna river, i the reed but where be is gone, another one draws bim to ber by bis tanie,
Lo another fair one, carried away by delight in the pastoral dance, Krishna nou plays.on bis flute, and the palm of bis hand beats
imee, foins the chinking mmsic of bis many bracelets to the pipe's sweet notes,

Ope be Eisses, one bt embraces, another fair fondler be strokes, waiches « third one's smile, then after a fourth be rims.  So be
disparts bimself among this young bevy eager for pleasure,

His allwring speil is on one and all, be wakens to bliss; tender his limbs and dark like a lotus parland, love's joy streams frome
them. Madly the fair ones Kiss him, limb by linh, all all over . . .

We must remember that eroticism ranks as a science in India. Somewhere about the IVth century 4.p., Vatsyayana
wrote the Kamasutra, which gives an exact description of physical love, explains of what acts it consists, and sets
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forth its pleasurable varieties, Other works founded
on the Kamasuira appeared later; in the XI1Tth century
there was the Ratirabasya of Kokkola, and in the XVIth
the Anangarenge of Kalvanamalla and others besides.
All use the method of classification dear to the Indian
mind. They are popular compendiums of caresses and
postures and give a wealth of advice and information.
One learns how a wife may be satisfied and how the
prostitute should be treated. They give recipes for
magic philtres and aphrodisiacs, Fugenics and the
nuptial rites receive artention. They are grammars of
sexuality and gallantry, lexicons compiled for every
amorous occasion.  This is how the Anangaranga and
the Ratirahasya classify women by age and outward
appearance:

[intid the ape af sizcteens, woman is ipoken of ar bala (ch i) ;

Jrom ibem srded Flirdy, as tarung 1"',':.-'.’:.!_.‘!_-: } = Mrem thewr wntil






the years that are comunted by the five arrows and the ﬁh‘ darls
of Love," ibe js talked of as praudha (ripe), After this
fime, a woman is acconmited fo be veidda {old ) by the most
sage and wise: she 5 then beld 1o be blameworthy if she
enacts all the devices of love, and lovers should alwiys shin
’I-'fi'_.

The bala enjoys fove's pleasure, which is wew te her, in dark-
wess; the varouni e the full light; the praudha rakes ber joy
equally in light and in darkness, but the vridda mowbere : she
omly robs you of life. The bala delights in betel, garlands and
so forth; the taruni in rich apparel; the praudha in a great
love, the vridda i comversation and marks of réspect. Lean
of bedy, too tall for ber fat, ber bosom low and limbs slack,
and very dark—iuch is the _fr-'.ff f}d}'- & Woman _Mr.“m" too fa?.ﬁ;j_‘{
from ber spowse. She that indulges in love continually bas a
plump body, a clear skin, ihe is sbort and firer and ber bosom
i well diveloped.
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The woman with divine characteristics bas a_pure, sweet-smelling body, ber face is wholly sereme, she has abundance of money and
men, she & majestic,

She with a man's characteristics is upright in ber mind, gifted with cleverness, enjoys being hospitable and does wot let fasts
exclanst ber.

She with the serpent’s characteristics often puffs and yawns, bas the babit of wandering, sleeps continually, and bas an tmeasy nature.
She with the Yaksha's ' characteristics shows no modesty in the presence of respectabie people, she delights in gardens, inns and so
forth, seeks to satisfy ber amorons desives, and it prowe to anger.

Vhe with the Gandharva's® charactersstics 1s a young wonran that knows ne anger, wears bright celestial dresses ; garlands are ber
passion, and perfumes, icense and 5o forth, she is skilled in singing and playing and familiar with the aris,

She with the Pisacha’s * characteristics ix puffed np with pride, eats much, ber body visibly burns, she drinks spivituons figuors, eats
meal-and fo _,"r.«r.".fr.

She with the cron''s characteristics rolls ber eyes continmually, makes berself sick with over-eating and falls into vain agitation.

Vlie with the monkey's characleristics bas raving eyes, is quick o fight with nails and teeth and ber mind is ynsieady.

Lastly, she with the donksy's eharacteristics speaks shameless, displeasing words and is fond of attacking iibertines.

Is sexuality a *problem” for the Hindu conscience, as it is for Christians in the West? Here is the answer given by
Krishnamurti, who is one of India’s present-day thinkers:
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Wedy 15 if dhat whatever we fosch ge tary into o Iﬁ.--.-;.r';.-ﬂ-.'.wr‘ IFy have wade God 2 ‘_er,,j;j;mr e Juve wade Love ;;r,,,l':la'”;,n’ ar Feave

2ercaele r‘.-'r:-;;‘."r:!:ﬂ':p. f';.":‘r{.'g i ﬁ.l"nh'!':".*ﬁ.i_. amd we hare made Jex o pmr}fnﬁ. ”"::J_]-'f Hr-, IF ePeT ]-'.ﬂ'ﬁ'..'_-’.!:: we.de i Pﬂ'ai'u'rw. a borrors If"'l{)}
4Ty .wjfrr.'r{:;r‘ Why bas vex pecome a problem ¢ Wy do we submit 15 :’ff*."f{;; with ‘.On'a!'u"',ﬂrr.'n ;.--r':_}.- o e wol Pt an end to them ¥
FF"{.';' ao we not diw to our problems instead of carrying them day :{ﬁ‘rf' day, year dafter year? Sex is cértainly a relevant queestion,
bat there i1 the primary guestion, why do we make e into a problem? Working, sex, ¢armng money, thinking, feeling; experi-
encing—you ena, the whole business of living—why fc it a probleme It it not essemtially becasise we abways think [rom at pariics-
lar point of view, from a fixed point of view? We arc always thinking from a centre fowards thy periplery, but the peripbery
it the pentre _,r'nr mosf o Jf i and g0 u'r:'}';‘ﬁ};'.i,g\' e lonch i ,s‘f.*;‘lﬂ,‘;}:.u' S

Wibat do we mean by the problem of sexc? [s it the act, or fs 1t @ thought abont the act ¢ Surcly it s not the act, The sexcnal act
i7 mo problesm 1o you, any more tham eating, but if you think about eating or anything elve all day long because yon bave nmothing else
o think abant, it besomes a probilem Lo you. v the sexcaal aet Hhe ‘I‘!J'r’.lfu'r.a'.' ar-ie it the Ifla:{;r!}f aborit the act? Why do you think
abond 1ty brrld it up, which yon are obriously doing, with your cinemas, PIAQAT IS, stories, the way wamen .rg'r'g-;_r—(-_-_-.«{-}-rf;,-',.,:g? [Ey
dods the smind butld o up, wihy does the mind think about sex: at all? Wiy bas it become a contral 15i0e i yotir: fifed Fhen thire
{dTE 50 Wiy Llings -'41'1'5'":'!;,'._1’1-'-'-’ LAl m#{ﬁfa;‘;' affortion fo the ,'."!;ﬁr{g".f}-' !a'f sex,  And what a’,r,fr.jr_-,q” when yonr minds are 3o occnbied
with it ¢ Becanse that is a way of ultimate escape, is 3t not? 1t is a way of complete self-foroetfulness. For the time being, af
feast far that moment y YOI TN _!'raf':;rs'_} ferF'IH_'a"'—r-‘H-'f there 15 no other way fef fm;f_ff:'m_.-:;_ yourself. / verytlmg eise youi do in life gives
emphases to the “me,"" to the self. Your bustness, your religion, yonr sods, your leaders, your political and sconomic .-r(ffa.;a.f, Yot
dieapes, your focwal activities, your chotee of o party —all that ir e pliasizing and giving strength to the “me.'” Awd ax there i
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only ane act In which there ir ne ¢plasis an fhe e, it becomrer o _ri:-rer!.-ffw, doer if potd W hew thire is rm{r o Hun::g n yowr
fife mwilich is an avemwe to wltimate escape, to complete self-forgetfulness, if ondy for a fow seconds, you cling ta it becasse ,r;f;ur i1 the
anly moment in which you wre Duppy. ﬁ!-'r{'l' olher esue you lowct becomes a nighimare, a source of suffering and pain, No you
cling to the one thing which gives complete self-forgeifulness, which you call happimess. Bur when you cling to it, i too becomes 4
nightmare, becatse then you want fo be free from ity you do mot want to be a slave to 1. So you invent, again from the mind, the
idea of chastity, of celibacy, and you Iry to be celibate, to be chaste, through suppression, all of which are opdrations of the mind to
ent itself aff from the fact. Thir again gives particular emphasis to the “me”" who is trying to become somothing, so again yon ary
canphit i dravarl, i tronble, in effort, @ pain.

Naxc becomes am extraordimarily diffieudt and complexc problem 3o long as you do not wnderstand the mind which thinks abosut the
problen. The act itself can never be a prolilem bnt the thoxpht abont the uct creates the problem. The act you sufesnard  you live
loasely, or mdulge yourself tn marrviage, thereby muaking your wife into a prostitute which is all apparently very respectable, and you
are satisfied to leave it at that, Swely the problem can be solved only when you widerstand the whole process and. strwctore ﬂ_f- e
“ppe”" and “mine”": mry wife, my child, my property, my car, my achicvement, my sicecess; wntil you wnderstand and resolee ol that,
sexc as « problesr witl remain. No long as you are ambitions, politically, religionsly, or in any way, so long ar yox are eruplsizing
the solf, the thinker, the experiencer, by feeding bim on ambition, whether in the name of yourself az an mdividual or in the name
of the conntry, of the party or of an idea which yon call religion—so long as there is this activity of self-excpansion, you will have

a sexcnal problem . .
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The sexnal problemr is a reaction, and when the mind fries to
selve the problem, i only makes the problem more confused,
more Iroublesome, more pamful. The act is not the problem
but the mind is the problem, the mind which says it must be
chaste, Chastity is mot of the mind. The wind can only
uppress its ewn activitior and supbresiion s wot chastify:
Chastity ir wot a viriwe, it cannot be enltivated. The man who
£ m.l’.r;'.wm.q:: Deeres Iy 1s sarely wot a brweble mean; be may cal!
bis pride bamility, bt be is « prond man, ard that is why be
seekes 1o become bumble. Pride can wever becosse bamble and
chastity 15 not a thing of the mind—you camot become chaste,
Yew will kaow: chstity only whest there is fove, and love is wot
fa_f’ the maneed mor o hf:rr{;: -gf 1he mrind,

The poets of India lift woman to divine heights with
their praise. She shines in her full glory in the pas-
sionate songs of Chandi Das. He was a Bengali Brah-
man of the XVth century who renounced his caste for
the love of Rumi the washerwoman. His work is
infused with the spirit of whaspe, a cult in which the
youngest and loveliest of their kind were worshipped
in rites both spiritual and sensual. Then sabajye gave
way to Vaishpaviem, which was more “platonic,” and
tumed to praise of Krshna and Radha his beloved,
And when the poet Chandi Das sang the loves of the
god and this lovely cowgirl, surely he was vaicing his
own desire.  This is how Krishna pictures Radha for
us in the poet’s words:

« oo Sbe ware a suri of blwe, and Hiough the fronr conld be
priessed ber belly's perfeciion; [ike lightning ber branty flushed
wpom e Hrongh ber veils,

Flaw shall [ describe hor?  Fer plances, ever griick in expres-
sion, sensw o, vest. So many and w0 presiy were the ornaments
she wore, that 1t seemed as if @ bundred bandred golden bees
bad sertled wpon ber,

AAs ihe walked 1 sam that ber movements were slow as the
Blideng of a witd swan,







Never in trath bave my eyes bobeld lovtlier vistom; the music
of ber golden anklets, sounding the fifth mote of the scale, was
honey-siveet,

In ber own thonghts, she passed by, swaying.

Swclh was the entrancing pieture that [ bebeld.

1¥ben she langhed, nectar-drops in bundreds rained down from
ber eyer.

oo o A7 waish wai slender as a lioness's, and made me think
of the form of the in-tapering dombori dram.

Fler rump was rounded like a chariot wheel.

On ber lotus-like feet danced little bells, civeling and sparkling
abagt her,

Her iy toes were lacquered and shone far more brightly than
e um,

I could wot look upan her body.

Ob my [friend, tell mo, who 15 this one I know not, with the
Lolden skind

! saw ber batbing at the water’s edge.

Lasten, o Subala, my confidant, my tender friend, and bear
how she looked, this young creature, ar she was bathing. By
the bank of the Jamuna river, she way sitting cross-legged in the
wader, upon the blue sari folded nnder ber.

Her golden necklace was cwinging snder ber naked breasts, that
painted like the tips of the hills of Sumern.

She loosened ber lovely bair, and when she rose after bathing,
it rippled all down ber back, and darksess, seeing this dusky
whass, began weeping and sped away to seek refuge and belp
bebind the mroon.

Fler bracelets were carved from the sea shill, and shone like the
moon"s dhin erescent rising in a twilight sky.

On the bank. of the Jamana river she walked, wringing my sonl
with ber bine sari, and ever since peace bas quite forsaken my
Sfevered beart . . .




Woman's body, the apsaras’s offering. Face, breasts, belly and rump—all move, with the triple supple sway of
her hips, as the worlds swing in space. She pours out her whole being upon man, weaves about his frame, coils in
irresistible curreats round him. (p. 76, pp. 93, 94, right). It is her attraction that draws him towards the Great
Goddess. And as she heralds the Mother, man yields to her, and so yields to the sovereign Enchantress who is
bath Beginning and End. What nobler image of woman can be found than this? (pp. 79, 80, 81). She has prostrated
herself before the heraldic leogryph; in this manifestation of Sak#f she acknowledges that energy withour which being
would be denied to the very gods.

No eouples are seen in the shrines of Christian Occident. They only appear under the baleful signs of malediction
and exorcism. The first couple are driven out of Eden; they are symbols of banishment and fear, and proclaim the
chastisement of the flesh. But India’s civilisation, being both spiritual and sensual, irradiates the union of man and
woman with bliss.

And fleshly love is merged in the thythm of the monsoons, itself an image of desire and the satisfaction of desire.
Over the land of India spreads the sky, as man over woman,
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Kbapirabo (X1th esnmury), in Bundelkband.  The east group.
Inside the wall, from left to righe, the Jain emples Adinatha,
Parsvanarha snd Saminatha,

Efme (VIlith ceomrey), in the Peccan. Worshipping rhe
phallus (dmgew ), The lingam sometimes hos ity owm cule
1t represenis the inanfmaie aspect of Siva, origtnally & Dravidian
god. who became merged im the Brabmanic trinity as the
destroyer.. For his votanes, however, be i as mmch creator
ad destroyes,

Sunci (Ist comury ac to las cemtury 4.0, nesr Bhopal
Antdhrs Dyosscy.  Detail of the eastern gateway. A yakaly
clings 1o & tree under a lower arm of the gatewsy, - Fakoba and
_ﬂkm'. divine st mythical beings, mamre spirity conneceed
with ferriliy, able to dssume human fiorm and have commernce
with human heings.  Above: two pescocks symbolsing rhe
reign of the grot Buddhist Empesor Astika.  The pescock was
the emblem of the Andbira Dynasey. Height of the gurewny:
33 feer:

Abore: Sancki- (Ist century se. to Tet cemtiry 0.3 View of
the Gred Stupa, 0 Buddhist funcrary momement builr to eom-
ity relica of Buddhist sainte. “The pspo derives from the
wemlas.  The top I sdomed with & lintern: thin really
consizts of x square miling which cocloses 1he pediestal sup-
purting the shaft of the Sage’s sriple umbrella,  The dupa ks
surrounded by o stone wall o fenee, with dpeninps at the
four eardinal poines froowd by gateways which are the only
decotated part of the monument,. The wall or fenee, though
of seone, 4 [ehioned In the manner of wood.  In the Fore-
ground of this photograph, fight, a e votive sopa,  Heighe
of the great stupa: 53 feet

Belovw: Sauchi (1t century an.). lonee side of the west guic-
way representing (feom the top down): King Malls transporting
rolicy of the Buddha to Koshinagara, the war of the velics, the
temptation of the Buddha,

Sanchi. - Femmly fgure from & medieval eomple.

Samebd. . Nage anel wegind, mile and female gendl, half human
and half serpent.  Behind the sagin 3, in' which Geneeal
Cunningham discovered in 1851 relics of the Buddha's rwo
chief disciples.

Mamallagwrmm. A little villige em tha East comst, south. of
Madrms, o the VITth contury Mamallrpumom was o lirge pory,
alyo the capita] of the Pallaive Dynusty.  There are many remains
dating from rthis period,

Detall from she great relief depicting the deveent of the Ganges,
A wags and wegind are pressing forward with all the beings of
creation to s the goddess Ganga descending from: begven to
wash away the «ins of the anh.

Below, Jefr: Mamallaprerams [V Hrh 1o VIHeh centuries), Four of
the five sutdy, monolithic (emples associated with the Pandava
brothers; heroes of the Mabubbarar.

Above, righe: Mamallaperaw (VTIth to Vilith cnturics),  Jala-
sayana Mandis, temple dedicuted o both Siva and Vishnu, The
shrine is sarrounded by a wall with & line of bulls reating on
the fop.  MNandi the bull i Siva's vchicle.  This wmplé & one -
and now the only one — of the seven pagodas built by the
Pullavas on the sexabore.
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Mamallaporgs (¥1ith 1 VTl centuris),  Arjuna Rach. A
couple.

Kbgparabo (Xith commry), Chamels, s linde Jam giel, lanmg
an the goardisn figure of the Santimatha temple.
Maeallapories (Vilth to VIIlth contuies). - Muhisha Mandipa.
Vishnu slecping on the seepent Sesha (Vishnn Angntasaying,
Below the god, left to rght, two servanm and Lakshmi,
Vighnn's comare.  'On the wall sbove, two padhersar o
Left: Mamnflapioras [VIih eentiry), Some of the Bulls fivrming
a wall round the falusayans rempie,

Righe: Mamidlapraw (VIIh comury),  Five Pandaves” Caves
cows and cowgirly, Pastorsl seene depicting the curlier Life
of Krishna, etghth. incamation of Vishno,

Above; Apanta (st comury me m YVilth cenmry ainj; i the
HMyderahud State.  General view with monesteries  (ethorad )
and chapels (wdaityar ) ulldwed In 'the tock.

Below: Ajanta, Cave 19 (Vith cenrury),  Interior of & ifaitra.
Centre ! o snmll, very stylieed cigpa, with o Buddha in eely post.
Gupes aryle on the frone

Afunta.  Cave 17 (e 470-4850 x.0.),
door; head of an #psarar,

Afanita; A oouple: _
Afanta. Cave 19 (Vith centuey).. Head of the Buddha.
Afante, Entranee to & miomastery (eidara ).

Afmira. Cave | (Vilth eedtury).  Lady with s tray.
Flephanta.  An linid ncer Bombuay, poted for Hs Siva cave
remples (Wlith o Villth cenruries),  Interior of one such
textiple, shawing on esch side of the entrance 3 mardisn figure
(dwerapals |, with o gesdberea and an cpioraer flying above him,

Freseo b sipht of entry

Anside, a shrme with & Higar,

Elwra (NTth century Ao, Left face of the Katlass romple;
bullt during the Reshtrakuts Dynasty smul dedicseed 1o Siva.
This temple represents the cosmic Mount Kallsss, shode of
Siva. The scale of the building con be judged from the size
of the vwo peaple stending wt the centre em the extreme |eft,
Flephanta, Siva cave emple (V1ith 1o VIIIth cenmurim),  Sive
Ardhanark (Le. In bs androgymous or “halfowonmn’ form); in
fronx, hin vehicle; Nandi the bull,  “To the lefi, the foar-headed
Brahma sitting un s theane of lotuses soppaorted by swans, On
his right, Indrm, god of min, riding his elephant. To the sight
of Siva, Vishnu e his vehicle, Gurnda, the man-bird. Over-
head: gomdborrar and. dimmaras, eelowthl] musicions,

Above: Ehws (VIHth cntury), Siva m s fearsome as

{ Bhairans |, danelog the fondass, 3 wild danee, i
Below: Elurs (V1lth century). Detail of a pillar In cave 21,
Rameyvara —un aprarar (oclestial dancer),  Specially beautiful
eteatures who cemisin demi-godiesses, not having been purificd.
As the pods cannot marry spieras, they Trequent poesdiorss:

and 35 a rule are lighe in cheir comducr,  Apaarans are still

eather realistically treated st Elura, but more idcally esented
u few conmuries fater ur Khnjursho, e
Elepbanta, Siva cave wemple (VIIth o VIHith cenutdes),  The
tmrriage of Siva and Parvail,. Above the pod’s tiars, the river-
goddess Ganga can be seen with thiree beads—rthe: legend says
that this tiver pushed from Siva's hale. At the top, ganiiwwa
dond imiaras, celestinl fasicinns:



30 Opebha (XVIth contury): & soull pown scattered among
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the
ruing of a fortress and two large palsces on the bank of the
river Betwp, near Jhanei.  Spiked wooden doorway to the
paluce huile for Raje Bir Singh Dieo (1605-1627) and reslided In
by the Mogal emperor Jahungic doring bos wisits 1o the Smre.
Above: Orcbbe (XV1Ich century). The main palace.

Below, left and right: other vicws,

Pues (XTith cenmury aw), v Orissa.  View of the wemple of
Juganeaih, Loed of the Universe. “This is Krishns worshipped
not as an incarnation of Vidhmi, but a3 Viahno hinrsell

Puird (X1th contury), Temple of Jagannath: o goardiaon fgore.
Purs (X1 cermtury), A wheed of lagannath®s chasict. Every
yoar in June ar July the effigies of Jagannith and kis brother
prd siater are borne o their country resideoce on e chanor

memsuring 34 feep in length and 43 feet in height, drawn by over
4000 men. The chariot hot sixtven wheels, 7 fect in diameeer.

Blgransrrar (Xth century).  The Muktesvars temiple, dedicated
trn Gances and Kartikeva, stns of Siva.  Bhuvanesvar is the
capital nf Chrisas smre.

Blwmwawereer (Xth conmury),  Mukoesvara vemple. A pearases.
Hlweawesvar (X1Tth century),  Rajeant temple. o puarams and
lengrsph (lion symbaliimg the power of natun,

Bluwarerear (VIth conrury). Pamssummesvans omple. A praray
clasplng & tres,

Bhuanermaer (V11th ecnrury)

Marmsuramesvera temple. . Siva
pnd Parvatt on Mount Kaeildisa '

it e 47 Blwrowerar (V1h cenniry),  Pamsusimesvan iemple.
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[Jancers and musicians.

Left and richt; Sbweaservaee (X1Ith cenmocy);
Crouples.

Blwwerre pear { Xth convury), Muktesvam temple. Aporarclasping
B el

Kmarok (X1ilth century), Onissa.  Sarya, the sum god.
Kongrak (X{Hth eontury).. The remple is to Surys, the sun
god, and in baily s if an a charior of teentyfour wheelt drawn
by seven homses: the charioe of the sun,

Rairani temple.

Thie seven horses are richly caparisoned; three are oo one side.

and four o the other.  Armna, the dawn, ik their driver.
While the group of theee move forwaed in the present, the other
pwo pairs turn, oo towardd the past and one towards the futuce,
The whole surtace of the tomple b decorated with legendary,
satanic of divine beings; prometric, abstracs or conventional
pmaments: scenes of hunting, of salnts® lves) and above all,
Erotic Scench.
Abave, Iefi: Koserad (X1ilth century). Churior wheel, The
rwelve paine of wheels symboline the twelve months of the
Each has eight spokes, representing the chght divisiins
of night and diy. Eu?\;pujkn is decorated with » figore,
haps possessing astrological moning,
iﬂbmfﬁgh:: Qutside decomtion of the main hall, The couples
are withour the atttibutes uspally given to gods. They muse
therefore be cither demi-gods or human beings.
Below: Kemarad (XITth contury),  Desail of 4 charitn wheel,
& (XTTth century),  One of the celessial musiciany (life
f;:ﬁw(?nﬂng the curitj:icr ol the fapessban, )
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Koseral (M11th eentury). A warrior and bis horse trampling
upon an enemy.  Monolithic stae of imposing size,
Komrrak {X1th cenrury), Elephant holding an coomy with
hin trunk, Very large monalithic ssutue, perhaps stationed at
one of the main entrances o the temple enclisure,

Komarsk (X1Tlth contury).  Figures oo the jagamobes.

KONARAK
{1t peeonaditsied by Persy Brown )

Konarak (Xillth comtury),  Naginr (with sevpent hoods), male
and female fgures.  Face of the jogammban,

The jagamoban, - A pair of lovers.
The fapewaban.. Lovers,

Figures on the fagammban.
Guardian lions.

Head of & guardian Hon; 60 the

Nenarak (X1Hth eenmury).
Kongrak (X11th century).
Kogarak {X1TTth contury),
Kpmarad {X111th century),
Komarak (RI1th conmury).
rear, the fopamadus.
Kowargk {XT1Tth century), Oumide decomtion of the Dance
Hall: & musiciin and dancer.,

Kbdfraba (XIth century), i Bondelkhand. View of the
Randariya remple dedicared. vo Siva

Khajuralo (Xlth cenrary), The Parsvanarha vemple.

Kigrnrapo (Nlth centurey).,. East group. Parsvenathn temple:
Vinhom and Lakihmi.  Vishig holds o lotus in bis ripght hund
and i Hecus in one of his left hands,  His spouse bolds g mirgor
in_ber left hand,

Khapwraho (X1th century),  West group. Frone of the Kanda-
tiya temple.  Centre: erofic posturss.  To sight and lefg
divinities and apasrase,
Khafwrabo (Xlth ecntury). East group. Parsvanatha temple
Apsgrar painnng her eyelids with el (lamp-black). Righs,
e

Kéagirabo (Xith century), Esar group, Adinatha wemple. ‘The
entrance porch e w recent addition.

Khajarabs (Kith cenrury), East group,  Kanduriya templel An

apiaras.
Khglerahs (X1th century), Went group. Devi Jagadambi
teenple.  AAparass and leogryphs, '
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Above: Kbafuraln (X1th coutury).  West group, in vhe fore-
ground, o litle shrine containing sn cifigy of Nasudl. Centre:
Visvanatha remple, dedicated o Siva (31 by 49 ).

Below: Khaprabe, West group. Kandariya temple.

wene: derail n o fricze. Two omdest bysmnders cover their
cyes

Khgarshe (X1th conrery).  West group.  Divinities ‘and

afuaras.

Khajuraby (Xith contury), Wesr group. Couple ehencing:
Khagjarebo (Xlth eentury). West growp, AAppemet on the
temple of Bliamt or Chittagupta: dedicared 1o Suryn.

Kbajurabe {Xlth cenmury). West group- Lefr, & liele Mahadeva
wemple, dediested to Siva, housing 4 leogryph.  Right: Davi
Jagadamb] wmple, dedicated firse 1o Yishou and then o Kali,
the mother, whom hes devotees regard a the supreme Being
and 10 komger ay Parvad, Siva's Consart. This temple measures
71 by 42 It

Khajrrabs (X1th century). West group. Mahadevae wmple,
Leogryph. '

80, 81 Details of illustration on .79,

¥

Above: Kbaperabe (Xith century). Wt grop.  Fuest temple
o the left: Varsha shrine (20 by 13 ft.) containing & starue uf
the boar Varaha, an incarmarion of Vishau, Third temple,
Marsngesvara (sides 35 fi); dedicatet 0 Sive-Lingam. The
pyramidal roof fs an exeeption hete. “The wemple is atill used
for wurship, and regarded as the most sacred building in
Khajuraho, Right: Lakshosana remple (94 by 45 ft.), dedicared
o Vishm. _

Below : Khajuralv, weat group; front of the Lakshmans emple
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Klgjuraho (Xith ccntury), West group. Lakehmana omple
Ciods, aprarases and *mithurms’,

Khajuratn (Klth century), West group: terrace of Kandariys:
wmple. Ganess, Siva's son, the clephant-hended god; god of
prodence, patran of writcrs and head of Siva's acolytes, Hese
Ganesa is bly shown in company with one of his rwa
wives, Siddhini and Buddhini,

Kbaurabe (Xlth century). [East group. Lion guardian of the
Santinatha temple.

Khajuirabe [Xith conmary). West p.  Erotic frice oo the
terrace of the Matsngesvars and mana cemples.
Kiajarabe (Xlth century). West group. Details of the fricze
nn p.86.

Kbajurabe (X1th contury)- West group:
Khajirabs (X1th century).  West group. Kandariya temple.
Kiapurabs (Xith centary). Wt group. Terrace of (he Kar.
dariys temple.  Lefti an spoeras, Right: musieian and demcer,
Khajurabe (Xlth cemury). West group. Kandariya temple.
Vishau riding bis vehicle Garuda, s man-bind. ' He holds »
lotss in his righe band and & discus in the left,

Kbapurabs (X1th century). West group. teerace of the Kanida
riys temple. Vishou with four arms: in his right hands ha
h-r_l.'[.r'h-dnbm&liumb.inhhk;‘tlluﬂi-djmmd:mh
Kbajurabo (Xlth century). West group: crotc Agueey,
Khajuribs (Xith cenmury). West group. Lefr: an wpuard
picking s thom out of her foot. Right: cmitle figuees.
Samchi, Than surrounding the hill cn which the tupus
Elre (VIHth conmory),  The kisk,

Processinn.




List of Ilustrations

ammalared by Coorids Cottte

Arknoa-ledgement

] Ktishoumurti, Ide First ond Last Freediw., Gallaner.
The poems of Jayadeva and Chandi Dis are sendercd from French
vessions by Louis Renou and by Man'ha respectively.

Plates 23 and 30 (details of frescocs ut Ajania) are reprischiced by
the conmmesy of UNESCO,
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