Volume 79 for 2004
(New Series)
ISSN 0972-0766

JOURNAL
OF THE
ASIATIC SOCIETY OF MUMBAI

Editors
V. M. KULKARNI
DEVANGANA DESAI

Published by The Asiatic Society of Mumbai,
Town Hall, Mumbai 400 023
Maharashtra State (India)

2005

London Agents
ARTHUR PROBSTHAIN
41, Great Russell-Street, London, WC1B 3PL



THE ASIATIC SOCIETY OF MUMBAI

CHIEF PATRON
H. E. The Governor of Maharashtra

Committee of Management for the year 2004-2005

PRESIDENT
Mr. B. G. Deshmukh

VICE-PRESIDENTS
Dr. Devangana J. Desai
Dr. Mani Kamerkar (Expired 11-10-2004)
Mr. Rajan M. Jayakar
Mr. Eknath A. Kshirsagar

HON. SECRETARY
Ms. Vimal Shah

JOINT HON. SECRETARY
Dr. Mangesh Kulkarni

MEMBERS
Ms. Usha Banerji Dr. Kamala Ganesh
Mr. Vivek Vasant Ganpule Mr. K. Haridas
Mr. Y. H. Kamble Dr. Gita Kasturi
Ms. Sanjivani Jayant Kher Mr. Rajiv Diwakar Laud
Dr. N. B. Patil Mr. A. V. Sonawale

Dr. Vidya Vencatesan
Mr. K. C. Desai (Staff representative)

HON. FINANCE SECRETARY
Mr. Ulhas V. Joglekar

JI. HON. FINANCE SECRETARY
Mr. Yogesh V. Kamdar

HON. AUDITORS
Mr. Virendra Shah Mr. A. D. Bhorkar

TRUSTEES
Justice Mr. Y. V. Chandrachud (Chairman)
Dr. Armaity S. Desai Ms. Keti Mehta
Dr. Mohanbhai Patel Justice Mr. M. L. Pendse
Mr. D. M. Sukthankar



Journal and Publications Committee
for the year 2004-2005

Dr. V. M. Kulkarni

(Hon. Fellow of the Society)

Dr. Devangana J. Desai

(Chairperson)

Dr. N. B. Patil

(Convener)

Dr. Indira S. Aiyar
Ms. Carmel Berkson
Dr. Kamala Ganesh
Mr. Ranjit Hoskote
Mr. B. V. Shetti
Ms. Tulsi Vatsal
Dr. Vidya Vencatesan
Dr. Anila Verghese
Ms. Vimal Shah

(Ex-officio)



Statement showing ownership and other particulars about the
Journal of the Asiatic Society of Mumbai

FORM IV
(See Rule 8)
1. Place of Publication Mumbai
2. Periodicity of Publication Annual
3. Printer’s Name Ms. Shailaja G. Barve
Nationality Indian
Address 41, Budhwar Peth,

Jogeshwari Lane,
Pune, 411 002

4. Publisher’s Name Ms. Vimal N. Shah
Nationality Indian
Address Hon. Secretary,

The Asiatic Society of Mumbai,
Town Hall, Fort,
Mumbai, 400 023

5. Editors’ Names Dr. V. M. Kulkarni,
' Dr. Devangana Desai
Nationality Indian
Address The Asiatic Society of Mumbai,

Town Hall, Fort,
Mumbai, 400 023

6. Names and Addresses of The Asiatic Society of Mumbai
individuals who own the Town Hall, Fort,
newspaper and partners, Mumbai, 400 023
shareholders holding more than Maharashtra State (India)

one percent of the total capital

I, Ms. Vimal N. Shah, hereby declare that the particulars given above are
true to the best of my knowledge and belief.

Vimal N. Shah,
Signature of Publisher



JOURNAL OF THE

ASIATIC SOCIETY OF MUMBAI

Volume 79/2004

CONTENTS

Articles

0 N N W AW

10.
11.

12.

13.

14.

15.
16.

Commentary on the
Visnusahasranama-stotra Ascribed to
Sankara

Some Retlections on the Lotus in the
Religio-Artistic Development of Hinduism
and Buddhism

Vistuvidya in the Brhat Samnhita

Sarpas and Vedic Ritual Tradition
Devotional Aesthetics and Temple Icons
An Inscribed Buddha Image at Khajuraho
Some Early Sculptures from Ujjain

The Text of Kilidasa’s Works in the MSS
of Harvard University, USA and Wellcome
Trust, UK

Textiles in Jahangirnama
Emergence of Modern Parsi Theatre

Distinctive Features of the §ivﬁlaya at
Ambarnath

Dhruvas in Natya$astra Chapter 32:
Restored

Source Material on Early Delhi Sultanate
Period (CE 1206 to 1290)

Wooden Temple Doors in Ladakh, 12th -
14 Centuries CE

Masons’ Marks From Morena and Gwalior

Royal Seats of Ancient Konkan

K. S. Arjunwadkar

Santona Basu

Jaya Chemburkar
Sindhu S. Dange
Richard H. Davis
Devangana Desai
M. A. Dhaky

Rewaprasad Dwivedi

Donald Clay Johnson
Mani Kamerkar

Kumud Kanitkar

V. M. Kulkarni

N. N. Patel

Heinrich Poell

Arvind K. Singh
H. R. Thosar

18
35
45
63
69
75

117
128
137

147

169

191

205
214



17.

Three Inscription Slabs, with Nandi on the
Top, at Vijayanagara

Reviews

1.

10.

11.
12.

Aryans Revisited, by Ramendra Nath
Nandi

The Concept of Sinya, Ed. A. K. Bag, S.
R. Sarma

Hindu Spirituality, Post-Classical and
Modem, Ed. K. R. Sundararajan, Bithika
Mukerji

The Buddhist Cave Paintings of Bagh, by
Anupa Pande

The Variegated Plumage: Encounters with
Indian Philosophy, Commemmoration
Volume in Honour of Pandit Jankinath
Kaul ‘Kamal’,

Ed. N. B. Patil, Mrinal Kaul

Sign and Structure: Indological Essays, by
C. Rajendran

Reflections on Creative Writing, by W. K.

Lele

Hindu Civilization and the Twenty-First
Century, by V. Ramanathan

Astronomical Instruments in the Rampur
Raza Library by Sreeramalu Rajeswara
Samma

King, Court and Capital: An Anthology of
Kannada Literary Sources from the
Vijayanagara Period, Translated by C. T.
M. Kotraiah;

Ed. by Anna L. Dallapiccola
Christians of India, by Rowena Robinson

Kurujyoti; 1998, Eds. Indu Sharma et al.

Anila Verghese

Shereen Ratnagar

Indira Aiyar

Indira Aiyar

Indira Aiyar

V. M. Kulkamni

V. M. Kulkarni

V. M. Kulkami

Indira Aiyar

B. V. Shetti

Anila Verghese

Anila Verghese
N. B. Patil

225

229

232

235

238

240

244

245

247

249

250

252
254



13. Harivam$apadanukramakosa, Mahabharata N. B. Patil
Padinukramakose-Adiparva Khandah,
Mahabharata Padanukramakose-Sabhaparva
Khandah, Eds. Indu Sharma et al.

14. Fate, Predestination and Human Action in N. B. Patil
the Mahabharata, by Peter Hill

15. Some Aspects of the Studies of M. D. Paradkar
Dharmasastra, by S. G. Moghe
16. The Fifth Mandala of the Rgveda, M. D. Paradkar

(with English translation and critical notes)
by Prof. H. D. Velankar, Ed. S. G. Moghe

Obituary Notices

Transliteration Chart

Acknowledgement of Photographs

American Institute of Indian Studies, Gurgaon; I, V-XI, X1I-B, XIII-B, XIV
Dr. Devangana Desai: II-A, II-B

Franco-Indian Research, Mumbai: IV

Dr. Kumud Kanitkar: XII-A, XIII-A

Dr. Heinrich Poell: XV-XX

Dr. Arvind K. Singh: XXI, XXTI

Dr. Don Stadtner: II

Dr. Anila Verghese: XXIII, XXTV

256

257

259

261

264
269



Our Contributors

. Dr. Indira S. Aiyar
801, Prabhukutir,
15, Altamount Road,
Mumbai, 400 026

. Dr. Krishna S. Arjunwadkar
Retd. Reader in Marathi,
University of Bombay;

Devangini, 1192, Shukrawar Peth,
Subhash Nagar, Pune, 411 002

. Dr. Santona Basu

D-603, Sterling Residency,

RMYV Extension I,

Dollar Colony, Bangalore, 560 094

. Dr. Jaya Chemburkar

Retd. Lecturer, Sanskrit & Ancient
Indian Culture Dept.,

R. D. National College; Mumbai;
Prathamesh, Chaitanya Nagar,
Near Professors’ Colony, Savedi,
Ahmednagar, 414 003

. Dr. Sindhu S. Dange

Retd. Professor & Head of

the Dept. of Sanskrit, Pali & Prakrit,
University of Mumbai;

Gimar, Gokhale Road,

Mulund (East), Mumbai, 400 081

. Dr. Richard H. Davis
Associate Professor,

Religion Programme,

Bard College, Yale University,
Annandle-on-Hudson,

N. Y. 12504, US.A.

. Dr. Devangana Desai
1/30, Shanti, 19, Peddar Road,
Mumbai, 400 026

. Prof. M. A. Dhaky

Director (Emeritus),

American Institute of Indian Studies,
Plot No. 22, Sector 32,

Institutional Area,

Gurgaon, 122 001

9. Dr. Rewaprasad Dwivedi
Founder Chairman,
Kalidasa Academy, Varanasi;
28, Mahamanapuri,
P. O. BHU,
Varanasi, 221 005

10. Dr. Donald Clay Johnson
Ames Library of South Asia,
S-10, Wilson Library,
309/19th Avenue South,
Minneapolis,

MN 55455 US.A.

11. Dr. Mani Kamerkar
Principal & Prof. of History &
Director of College
Development Council,

S. N. D. T. University,
Mumbai;

29 A, Laxmi Estate,
Nagardas Road, Andheri (E),
Mumbai, 400 069

12. Dr. Kumud D. Kanitkar
105, Bhave House,
4th Lane, Hindu Colony,
Dadar, Mumbai, 400 014

13. Prof. Ramesh V. Kher
7, Malang Prasad,
Liberty Garden Colony,
Road No. 1, Malad (W),
Mumbai, 400 064

15. Dr. M. D. Paradkar
Retd. Principal,
Pendharkar College of Arts,
Science & Commerce,
Dombivali;
New Shah Bldg., No. 4,
Kataria Marg, Mahim,
Mumbai, 400 016

16. Dr. N. N. Patel
2, Indrayani,
" Kothrud, Paud Road,
Pune 411 038



17. Dr. N. B. Patil
Retd. Director of Languages,
Maharashtra State, Mumbai,
A-37, Kamalpushpa,
K. C. Marg, Bandra Reclamation,
Mumbai, 400 050

18. Dr. Heinrich Poell
Krottendorferstr. 32,
A-8052 Graz,
Austria

19. Dr. Shereen Ratnager
Former Professor of History,
Jawaharlal Nehru University,
New Delhi;
4th Floor, Empress Court,
Churchgate Reclamation,
Mumbai, 400 020

20. Ms. Vimal Shah
Hon. Secretary,
The Asiatic Society of Mumbai,
Town Hall,
Mumbai, 400 023

21.

22.

23.

24,

Mr. B. V. Shetti
D-4/304 Alaknanda
Lok Gram,

Kalyan (East) 421 306

Dr. Arvind K. Singh

Department of Ancient Indian History,
Culture & Archaeology,

Jiwaji University,

Gwalior, 474 011

Dr. H. R. Thosar

Ananthacharya Indological
Research Institute,

Somani School Building, 3rd Floor,
Colaba, Mumbai 400 005

Dr. Anila Verghese
Principal, Sophia College,
Bhulabhai Desai Road,
Mumbai, 400 026

The Editors thank Ms. Mrudula P. Joshi for editorial assistance, and the
staff of The Asiatic Society of Mumbai for helping in various matters.



o d b =M

d

¢

mn ™

n.

v

s e

......

oooooo

T (Anunasika)

TRANSLITERATION OF THE
SANSKRIT AND ALLIED ALPHABETS

alsf ...... awlz  ...... thalqg ...... bha
s  ...... kajz ...... dalg ...... ma
g ...... khalz ...... dhalg ...... ya
1K ) P gl ...... TBIL  eeeens ra
ulg  ...... ghalg ...... talg ...... la
dlg ... nelqg ..., thalg ...... va
.. calz  ...... dalgg ...... fa
rlg ... chalg . ..... dhalq ...... sa
Hat  -....s iala  ...... nelg  ...... sa
el ...... jhale ... palg  ...... ha
aily ...... el ...... rhalz  ...... la
olz ...... talg  ...... ba
...... wm | x  (Jihvamiliya) ...... h
...... m | = (Upadhméaniya) ...... ;z
(Visarga) ...... k| s (Avagraha) ...... ,
TRANSLITERATION OF ARABIC AND
ALLIED ALPHABETS
Arasic
al; ... 2lg ... q|= iore
bl  oo... s|lg L. ki uor o
tloe ... shild ...... e ..., G
2; E SRR e ... LU PT-SURRN i, e
il ... dlo ...... nlyr. ..., q, O
1 ty ...... w| ¢’ ai, ay
khis ... Zly ... hiy!. au, aw
dC ....... P [T Y|silentt .... h
dhlp e s 2
Tl ..., it ... a
PERSIAN
Plg -.-vv. chy Ll zh( S ... g



REGULATIONS CONCERNING CONTRIBUTIONS TO THE JOURNAL

1.

10.

11.

Papers submitted for publication in the Society’s Journal may be oftered by
any Fellow or Member of the Society. Papers by Non-members must be
communicated through a Member unless the Non-Members have been specially
invited to contribute.

. All editorial communications should be addressed to the Editor, Journal of

the Asiatic Society of Mumbai, Town Hall, Mumbai - 400 023.

. Papers must be presented in a final form completely ready as copy for the

press prepared in accordance with the regulations printed below. Papers should
be typed on one side of cach sheet in double spacing on paper, leaving
a margin of at least 3.5 cm. at the left hand side. Sheets should be numbered
conseculively at the top right-hand corner.

. Footnotes, numbered consecutively through the article, should be typed on

a separate sheet at the end and not at the foot of each sheet. They should
also be typed with double spacing.

. Both photographs and line drawings, including maps, will appear as “‘plates’

and “‘figures’’, numbered consecutively in Roman and Arabic numerals
throughout each article. Captions should be typed on a separate sheet.

. The Editorial Committee will determine whether a paper shall be printed and,

if printed, in what form.

. Contributors are urgently requested to use the system of transliteration adopted

by this Society. A transliteration sheet has been appended in the issues of
the Journal.

. Contributors are urged to study the conventions employed in recent issues

of the Journal, particularly the style of citation of books and periodical articles
and the bibliographical information inserted at the head of reviews. Titles
of books should be in italics i.e., should be indicated in the typed script
by underlining. Titles of books cited should be given in full at the [irst citation;
thercafter reference should be made by using only significant words in the
title, but with sufficient clarity to avoid doubt or confusion. Uniformity of
abbreviations must be observed throughout the paper.

. Titles of articles in periodicals should be cited in quotation marks; the name

of the periodical should be printed in italics. The following abbreviations for
the Journals of the principal oriental societies should be adhered to : Ep.
Ind., Ind. Ant., JA, JAOS, JASM, JBBRAS, WZKM, ZDMG. Volume and
pagination should be indicated as in the following example : ZDMG Vol
27, pp. 369, tt. (Zeitschrift der Deutschen Morganlandischen Gesellschatt,
Volume 27, pages 369 and following).

The greatest possible conciseness in the papers is desired of the contributors
for the sake of economy. Additional printer’s charges for alterations other
than corrections of printer’s errors must be borne by the contributor. Later
corrections which would involve overrunning will not be accepted without
express permission of the Board of Editors.

Fifteen off-prints of each article will be supplied to the contributor free of
charge. Additional copies, if desired, may be obtained by giving due notice
to the Hon. Secretary, on payment.



THE ASIATIC SOCIETY OF MUMBAI
(FORMERLY THE B.B.R.A. SOCIETY)
PUBLICATIONS FOR SALE
JOURNALS : NEW SERIES

2 1&2 1950-51 Rs. 20000  54-55 1979-80 Rs. 200.00
7 1 & 2 & Supp. 1951-52 Rs. 20000 5659 1981-84 Rs. 200.00
8 1& 2 & Supp. 1953 Rs. 200.00  60-61 1985-86 Rs. 200.00
29 1&2 1954 Rs. 200.00  62-63 1987-88 Rs. 300.00
30 1&2 1955 Rs. 20000  64-66 1989-91 Rs. 350.00
31-32 1956-57 Rs. 20000  67-68 1992-93 Rs. 350.00
kx] 1958 Rs. 20000 69 1994 Rs. 200,00
3435 1959-60 Rs. 200.00 70 1995 Rs. 350.00
36-37 & Supp. 1961-62 Rs. 20000 71 199 Rs. 350.00
B 1963 Rs. 20000 72 1997 Rs. 350,00
39-40 196465 Rs. 20000 73 1998 Rs. 350.00
41-42 1966-67 Rs, 20000 74 1999 Rs. 350.00
43-44 1968-69 Rs. 20000 75 2000 Rs. 350,00
45-46 197071 Rs. 20000 76 2001 Rs. 400.00
47-48 197213 Rs. 20000  77-78 2002-03 Rs. 500.00
49-51 1974-75-76  Rs. 280.00 79 2004 Rs. 500.00
52-53 1977-18 Rs. 200.00

Foreign price US § 45 inclusive of postage for each volume of the Journal.
Volumes I[-Il of the Transactions of the Literary Socicly of Bombay are out of stock. Volumes
[ XXVI/1841-1923 (Old Scries) and Volumes [- XXV / 1925-1949 (New Seriey) are available with Messrs /
Krauy Reprini, F. L. 9491, Nendein, Liechtensiein, Europe.

MONOGRAPHS

1. Buddhaghosa by Dr. B. C. Law, 4. Kavindra-Kalpadruma of

Rs. 60.00 Kavindracarya Sarasvati

Ed. by Prof. R. B. Athavale, Rs. 200.00

2. Some Jain Canonical Sitras by S. James Darmesteter Remembered

Dr. B. C. Law, Editors Prof. G. Lazard and Dr. D. R. SarDesai,

Rs. 150.00 Rs. 300.00
3. An lllustrated Aranyaka Parvan in

the Asiatic Society of Mumbar 6. On the Meaning of the Mahabhirata

by Shri Karl Khandalavala and by Dr. V. S. Sukthankar, Second Edition

Dr. Moti Chandra, Rs. 300.00 Rs. 150.00

7. A Descriptive Catalogue of Sanskrit and Prakrt Manuscrpts in the
Collection of the Asiatic Society of Bombay, compiled by Prol. H. D. Velankar,
Second Edition, with illustrations, Rs. 1200.00/ § 70

N. B. - This price list cancels all previous lists.

Demand Draft or Cheque should be payable 10 The Asiatic Society of Mumbai.

Printed by Ms. Shailaja G. Barve, al Shree Vedvidya Mudranalaya Pvt. Ltd., 41, Budhwar Peth,

Jogeshwari Lane, Punc 411 002, and published by Ms. Vimal N. Shah, Honorary Secretary, for The
Asiatic Societly of Mumbai, Town Hall, Mumbai 400 023.



Commentary on the Visnu-sahasra-nama-stotra

Ascribed to Sankara: A Critical Survey
K. S. Arjunwadkar

Biodata of the work

(a) Text with Sarkara’s commentary; Vani Vilasa Press edition, Shrirangam,
Vol. 13. Original location: Mahabhdrata, Anusasanika-parvan, Ch. 149 of
Chitrashala Edition (= Ch. 135 in the Constituted Text of the Critical Edition
of the Mahabharata published by the Bhandarkar Oriental Research Institute,
(BORI) Pune)

(b) First verse: (vaiSampayana uvaca) $rutva dharman asesena.
Last verse: visve$varam ajam devarn.. na te yanti parabhavam //142
Uncommented verses: 124-131; verses cursorily treated; 134-140

(c) Enumeration of names in the commentary (century figure followed
by the actual word completing the figure in the Vani Vilasa Press edition):

100 acyutah (/ vrsakapir 200 simhah (samdhata samdhiman..

ameyatma... v. 24); v. 35)

300 yugadikrd (yagavario v. 48); 400 (a) nayah (/ virah $aktimatam..
v. 56)

500 bhokta (kapindro bhri.. 600 ksemakrc Sivah (/ $rivatsa..

v. 66); v. 77)

700 sadgatih satkrtih (satta.. v. 88) 800 suvarnabindur (aksobhyah..
v. 99)

900 kapir apyayah (/ svastidah.. 1000 sarva-praharanayudhah

v. 109), (v. 120)

(d) Repeated names: 2 times (83), 3 times (12), 4 times (2). Total 97.

4 fimes repeated names: W (vw. 16, 32, 37, 78), 9UiE: (w. 21, 48,
57, 115).

Total recurrence: 83 x 2 = 166; 12 x 3 = 36; 4 x 2 = 8. Total : 166
+ 36 + 8 = 210.

210 - 97 (single occurrence) = 113.
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1000 - 113 = 887 (actual number of names in the stotra counted only
once).

(e) Some readings, identities and name units, followed by verse numbers:

Ffema: v (one) AETE W R0 (one) WME: (MW w&:) %, 3
aHE: (AYF Iaar) % SETeHn(s)dfia: @m W SIEdE: € (one)
TAERY: e (one) FERUfEGRHT: 3 (one) WM AT M ¥4 (one)
I AEEIS ¥E gosfafim: we g W (one) (TY famd) farar
W& TN 4R (one) faaRamamlt (ffa-ar) &¢ (one) wefd: FHfremamt:
9o (one) SITET(SS) T w3 FfGUREET: W3 (one) e Wy ATERUfaRIfT:
w¥ (one) fafsrameRT(s)faeamer W’ SMEAfSR: ¢o (one) TGHFTHY, k2 (one)
gareft: (gar: fomforar: onfsm: grdm: or@r) 2 (F)memmn Ry adfoacerft
R¢ (one) Fo: TIEAISFET: oo I (=33, STERIREE:) Lot FrmsTH:
oy HUET: (dSTMeT:) RoR Al @&l %Y (one) Dia:EEA®: R (one)
T (IRT:) A%¢ TRAAEE... L3R TEML. AANT TRpT oAfd.. 233

(neg. compounds)
OBSERVATIONS

Sources

The beginning and the end of the original text as was before Sankara
(or whosoever be the author of the commentary) differs from its popular
versions, resulting in the difference of total verses in the Mahabharala chapter
under reference. This applies to many parts of the epic as illustrated by
the Critical Edition thereof published by BORI, Pune. Probably, the text of
the present chapter in the Crit. Edn. is confirmed, mostly, on the testimony
of Sarikara's commentary. The Bhagavad-gita offers a parallel case.

Cholce and number of names

The nouns and adjectives enlisted in the present work do not reveal
a system of choice or order. The most general governing principle seems
to be to insert whatever word or word group suits the metre, anustubh, the
most common in old epic works and, in fact, very easy to handle in the
old epic style, if we ignore subtleties. Check any line in the list of names,
and you will find any word following any other word mostly unrelated to
it. Yes, at times we find names or words beginning with identical syllable
as if in a series (9IOT: 9I0TG: qurd: Yo, #ig: sty sfifram:.. we). This is a
poor solace. This style would have easily accommodated over a”hundred
more words to complete the stipulated figure of one tliousand (even two
thousand or more !) names without repetition. Granted that logic is the last
thing to find a place in devotional literature (‘All is fair in love and war’,
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---and, one may add, devotional compositions !), and therefore to be ignored
in name lists of deities, the question that perplexes a crilical reader is: What
compelled or persuaded the ‘king logician’ (as Sankara no doubt is, in keeping
with his reputation, in his commentary on the Prasthana-trayi) to select such
a work for writing a commentary on, — a work that has absolutely no challenge
in it and defies all logic ? This situtation strengthens the doubt all the more
about the real authorship of the commentary traditionally ascribed to Sankara.

Repetitions and the resuiting number of names

in the original work, some names are repeated, — twice, thrice, even
four times. The total number of repetitions comes to 113, as shown in the
data given above. Despite the commentator's effort not to repeat the explanation,
the repeated names on the whole come to the same meaning. This means
that, though called ‘-sahasra-nama’ (a list of 1000 names), the original
composition actually contains 113 names less. To avoid repetition, Sankara
sometimes inserts negative ‘a’ before a word. Thus, as against dhata in v.
18, the word (a) dhata is conceived in v. 115, and is taken as an adjectival
compound (Bahuvrihi). Another such pair is: nivrttatma (v. 38, 77) and
(a) nivrttatma (v. 96). But the number of repetitions is too large to be affected
by such limited devices. The term ‘-sahasra-', therefore, has to be taken in
a broad sense, ignoring repetitions. Even then, the commentator has to treat
sometimes two successive words as one compound word. (See $asvatasthanu
v. 26, sthavarasthanu v. 59.) Some names such as mangalarh param (v.
20) are obvious phrases; but phrases like bhiarbhuvo laksmih (v. 114) treated
as one name may offer a case of a difference of opinion. With the help
of such ingenuity, Sarkara has at last succeeded in arriving at the grand
number mentioned in the name of the work.

Uncritical citations

. The commentary has some common points as well as differences with
Sankara’s major works. Except when the author cites long passages from
Vedic, Puranic and epic (Mahabharala) works, the style of prose commentary
reminds one of his commentary on the Bhagavad-gita. Long citations running
into several pages (under v. 10, 14) are not in tune with his major works;
but they are restricted to a couple of infroductory verses. They include verses
from Gaudapada’s karikas on the Mandakya Upanisad. At one place, they
are clearly ascribed to Gaudapada; at another (v. 12), they make the reader
feel that they form part of the Upanisad. (‘om ity etad aksaram’ ity upakramya
pranavo hy apararh brahma.. 4 verses of G.. #.) About 80% commentary
on v. 14 is full of citations (all in a mess !) and is stated to be on the
first name viSva. This is out of all proportion and serves no purpose other
than parading the commentator's knowledge of old sources including the
Bhavisyat-purana. In the context of the topic of faith in God is cited a verse
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from Manusmrti about the extent of faith a student should have in his teacher.
In support, the commentator cites verses equating a teacher with God, even
Brahman ! Under v. 10 are cited verses on mental bath as related to the
muttering of the present stotra, including a popular verse (apavitrah pavitro
va.) which is traditionally recited before taking bath. Following this logic, the
whole ritual of worship with relevant mantras should have found a place
in the commentary. Some of these appear, and appear sometimes,with the
honorific epithet Sri (e.g. Paramesvara, Visnu-purana,.). Some authors cited
appear with the high title Bhagavan (e.g. Manuh). Panini as well as Unadi
group of sutras are profusely quoted or indirectly referred to in support of
name formations, sometimes even of common words. In ‘janana’ (114), for
instance, there is ‘kartari lyut pratyayah’; the change of ‘mahat’ to ‘maha’
in ‘maha-svanah’ (v. 18) is authorised by ‘an mahatah samanadhikarana-
jafiyayoh’. One wonders, why not for every word ? There are occasional
references to Brahmasdatras also (e.g. under v. 10).

Yaska’'s Nirukta: the model

This commentary seems to be planned after the model of Yaska's Nirukta
giving alternative explanations of words at several places. Like Yaska, he
believes in the basic principle of such works, ¥ @d 7 fET, - one should
never not dissect a word thoroughly. The commentatorial resourcefulness is
seen when he observes under v. 13 that the words visnu, devata and brahma(n)
are to be understood as substantives (or nouns in apposition) corresponding
to the masculine, feminine and neuter words respectively in the original text.
Most of the words in this panegyric, however, are masculine in gender. (Neuter
names 27, feminine names 11.) It is to be noted that even while giving
alternative explanations, the commentator does not miss the element ‘kesa’
in names ke$ava and hrsikeSa. Imaginative explanations are also not rare.
The name ke$ava is alternatively explained as kesa (ka + a + T, representing
the triad of gods) + va (vase varante; v. 16), on the support, obviously,
of ekaksara-koéas, dictionaries on the meanings of single syllables. | wonder
if any language in the world except Sanskrit commands such a range of
meanings. The word ‘sumukha’ (v. 62) is explained as an equivalent of Rama,
because he accepted the verdict of going to the forest with a smiling face.
In suppont, three verses from the epic are cited. What are traditionally Visnu's
weapons are interpreted as abstract principles (v. 120).

Extent of liberty Iin explanations

What is perplexing in this overall reasonable commentary is that its author
explains, optionally though, the name ‘(ni) gadagraja’ (v. 94) by prefixing
it, optionally though, with his own addition of the preposition ni. No parallel
to this odd style is found elsewhere in standard Sanskrit literature. (What
if a modern commentator prefixes §i to vasatkara (v. 14) to yield the meaning
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“a sixer shot by Siva (a player)’ in a cricket match ?) Such tricks may make
any word vield any undreamt-of meaning. A similar case is seen when he
prefixes kasmai (in the Rgvedic line 'kasmai devaya havisa vidhema’, X. 129,
cited under v. 10) with ‘e’ of his own to make it ekasmai, thereby turning
the original interrogative sentence into an affirmative one. It is another matter
that the word under reference is also taken in traditional commentaries as
the Dative singular of ‘ka’, meaning the creator (and not asmas, Dative sg.
form of the interrogative prononun kim). It is equally perplexing lo see the
commentator explain the word ‘udumbara’ by changing it, may be alternatively,
into ‘udambara’ (ambarad udgatah, v. 101). It is difficult to understand what
he gains by taking the words ‘na krodhah, na lobhah, nasubha' (v. 133)
as words in which the element of ‘na’ is compounded with the following
words, as the point of accent, which may have been pertinent in the context
of Vedic literature, is irrelevant in classical Sanskrit.

Concluslon

All these points, when considered together, lead one to the conclusion
that the commentary of the present stotra ascribed to Sankara may have
most probably come from the pen of a later, inferior writer, maybe an official
successor of the great master. The style of citing supporting passages and
their sources including some of questionable reputation and / or authority,
the irrational way of explaining some names in the original fext, the lack
of proportion in adducing supports, digression from the point under reference, —
such characteristics do not reflect the mastermind which produced the
commentary on the Vedanta-Prasthana-trayi (viz. Upanisads, Bhagavad-gila,
Brahma-satras), a superb intellectual structure. It is possible fo imagine the
present commentary as an adolescent work of the master, but it will not
carry weight more than that of a conjecture, founded on the traditional belief
that they are all the master's work. When viewed on the background of other
minor works ascribed to Sankara, the present commentary strengthens the
possibility of its authorship by a later scholar attempting to imitate the master's
style.



Some Reflections on the Lotus In the Religio-Artistic
Development of Hindulsm and Buddhism
Santona Basu

The predominance of the lotus flower as seats of divine beings ( padmapitha),
as a plaything (/#/akamala) in their hands, as decorative motifs in the form
of wish-fulfilling creepers (kalpalata) or in the nimbus (prabhamandala) of
the deities makes one think the reasons behind this preferential treatment
of this water-born flower.

The partiality for this flower can be traced back to literature of ancient
India. The close association of the lotus with the divinities right from the
earliest extant book, the Agveda and its natural beauty and characteristics
made it the most favourite flower of the Indians from the earliest times. This
can be culled from the Vedic, post-Vedic and Buddhist texts. These texis
are storehouses of ancient Indian thoughts and conceptions and are replete
with references to this aquatic flower, which are visually expressed in art,
because in ancient India literature and art went hand in hand. Sculptors made
a mental picture of the conceptions, which are in these texis and gave lthem
concrete shapes in art. In this process the lotus became an integral. part
of Indian art. The ancient Indian an, it can be said, is the visible projection
of thoughts and conceptions contained in the ancient Indian literature. The
seeds of these ideas, existent in the Vedic times, germinated in the post-Vedic,
Hindu and Buddhist literature and were perceptibly expressed in art. The figures
carved on stones are the artistic interpretations of the descriptions of these
divine beings given in literature.

Padmasana or padmapitha:' In the Vedic literature the lotus mainly plays
the role of a support of the Vedic gods and goddesses and the earliest
denomination of this flower is puskara. In the Vedic cosmogonical myth the
vital role of the lotus as the support of creation starts from its association
with Agni. There it is said: “O Agni, in the beginning atharvan churned thee
out of the puskara, the bearer of all' (tvam agne puskarad adhy atharva
niramanthat / mardhno visvasya vaghatah // RV 6.16.13). In this hymn “the
bearer of all' is an adjective of puskara, ie. lotus. According to the Vedic
cosmogonical conception, there were only chaotic waters before the creation
started. But at the same time primeval chaotic waters possessed the latent
energy for creation. For that reason the primeval waters have been qualified
with the adjective “bearer of all”. Puskara, a water-born flower, stands for
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the primeval chaotic waters with its latent possibility to support the creation
at the time of genesis. On these primeval waters, expressed by the word
lotus, Agni was churned out by atharvan, says the verse.? In sculpture Agni
is placed on a lotus pedestal or seat (padmapitha/padmasana), which
incorporates in itself the Vedic theory of creation. The lotus represents the
primeval waters whereas Agni as the first creation.

The conception of the lolus support of the creation has been translated
in art as lotus-seat or pedestal of deities and metaphorically lotus comes
to symbolize the universe. The lotus-pedestal under Nataraja Siva's feet in
the Chola Bronze images is an artistic way of depicting Natardja Siva as
the supreme lord of the universe; he holds the universe under his feet. In
other words, the universe “dances” to his tunes. The sculptor has expressed
this idea by placing Nataraja Siva on a lotus pedestal. Another sculpture of
Siva-Sakti from Bengal (10™ C. CE) shows Siva and Parvafi seated on an
open lotus with their feet also resting on small lotuses. Heinrich Zlmmer thinks
lotus under Siva’s feet symbolizes the “divine power of creation”® and in
extended sense it can be said that the lotus symbolizes the universe.

The idea of lotus as a seat conlinues in the Buddhist iconography. But
there the negative relation of the lotus to water, a symbol of aloofness towards
the worldly things, is the prevalent thought as far as the lotus is concerned.
‘Lotuses are born in the water, grow in the water and stand up rising out
of the water, undefiled by water’ epitomizes the mental condition of the Lord
on whom the sensual world had no influence. The Buddha used this simile
to ilustrate his position in the world (Cf. Ariguttaranikdya 4.36.3). Besides
this, lotus as a seat goes back to the Vedic idea, where the lotus functions
as a support of divinities. These two ideas - one Vedic and the other Buddhist -
fired the imagination of the artists to carve lotus-seats or pedestals for the
Buddha.*

The idea of lotus support continues in the Buddhist literature particularly
in connection with the Bodhisattvas.® Most of these divinities have lotus seats.
The Adi Buddha of the Mahayanic pantheon appeared on a lotus. According
to a legend there was a huge lake with all kinds of water plants except
lotus. Once Buddha Vivasvin visited the lake and threw a grain into it from
which a huge lotus sprang. From its calyx rose a pure and radiant flame.
This was the Adi Buddha. After many years Bodhisattva Mafjusri came and
desired to see the magic lotus in its entirety. He caused the lake to dry
up and turned it into ferlile soil. From the soil the lotus rose on which Adi
Buddha was enthroned.® (That land is Nepal, says a legend).

Art historians Havell and Bosch both opine that the role of the lotus
in the Buddhist art as a support of divinities or atop the ASokan pillars or
carved on the gates of Sanchi and Bharhut represents cosmic lotus,” ie.



8 Santona Basu

the universe mentioned above. This conception has its roofs in the Vedic
cosmogonical theory of the birth of Agni on the lotus. Mahasukhavati-Vyaha
(40-41) also mentions the lotus-birth of meritorious persons. Sukhavafi is
the paradise of Amitabha, one of the five Dhyani Buddhas of the Mahayana
Buddhism. According to this text, “(those) who entertain doubt about being
born in the world Sukhavati... for them there is the dwelling within the calyx.
Those who are free from doubt... they being born miraculously, appear sitting
cross-legged in the flowers of the lotus.”® The idea of lotus-birth mentioned
in literature translated into art as the lotus seat of a divine being. These
literary evidences show that a lotus seat of Buddhist and Hindu deities is
not an outcome of or influenced by “‘Hellenistic-Egyptian symbolism” as Hermann
Goetz thinks.®

According to F.D.K. Bosch lotus signifies “support” ( pratistha) in Buddhist
iconography, “Just as the primeval waters are the foundation of all things
created and identified with the dharma (Satapatha Br. X1.1.6.24: dharmo vai
apah: the Waters are Law), so the primeval lotus, the symbol of waters,
is their foundation, their pratistha, and at the same time the supporter of
the universe, the dharma of the universe, for dharma means supporter.”©
This idea is an echo of the Vedic idea of pratistha. In a myth about cosmology
Taittiriya Samhita (5.6.4.2-3) says: 'In the beginning this was surging waters.
Prajapati becoming wind rocked on the lotus leaf. He could not find any
support (pratistha). He saw the nest of waters. On that he piled Agni. That
became this earth.’ Agni is the primeval manifestation of the creation and
as | have said earlier, in the Vedic literature the lotus is seen primarily as
a support of the creation and of the deities. Lotus in connection with the
Bodhisattvas symbolizes the concept of pratistha (support), the Bodhisattvas
being the main “support” of the Mahayana school.

Both the conceptions regarding the lotus viz, that of a support and as
a symbol of non-attachment is expressed in Khadirarigara Jalaka, a tale about
one of the previous births of the Buddha as Bodhisattva. The story tells that
once Mara (the Satan of Buddhist mythology) created a pit of red-hot embers
in front of Bodhisattva’s house with the aim of deterring him from giving
alms to a paccekabuddha, which was considered a pious deed. But undaunted
Bodhisattva strode right into the pit of fire to fulfil his wish. Immediately a
big lotus sprang up to support his feet. In this story the lotus, which came
out of the pit, gave “support” to the Buddha. At the same time it signifies
that as human being Bodhisattva belongs to this world but is above it and
remains undefiled by it.

Lilakamala: A lotus in the hand of a deity is known as flakamala, “lotus
of play”. Lotus is an insignia of Lord Visnu, the Preserver of creation, and
he holds this flower in one of his four hands. In connection with Visnu the



Some Reflections on the Lotus in the Religlo-Artistic Development... 9

fiakamala stands for the universe, says Coomaraswamy.'' The lotus in the
hand of Lord Visnu emphasizes his role as the Preserver of the creation-
the universe being a toy in his hand, a plaything.

Besides Visnu other deities also hold //3kama/as. Goddess Durga, who
kiled the demon Mahisasura, was given various weapons by the gods for
combating the demon. She was also given ornaments by the gods for her
embellishment. In that connection Ocean gave her a lotus garland for decorating
her head, another lotus garland around her neck and a lotus (for holding).'?
Lotus, a symbol of water as well as of stability in the chaotic primal waters
(cf. creation myth) symbolizes in the hand of goddess Durga that chaotic
period when the demon Mabhisasura was destabilizing the earth. Goddess Durga,
born from the special powers of the gods, brought stability on the earth
symbolized by her fldkamala. The garlands around Devi's neck and on her
head are here surely thought as ornaments but with an allusion towards
her power of controlling the universe.

Other deities are sometimes given //akamalas as an attribute. For example,
a few forms of the images of Ganes$a, according to the manuals of Hindu
art, hold lotus in hand.'® This seems to be an example of how a devotee
wants to see his favourite deity in the role of the lord of the universe.

A lotus flower in the hand of goddess Sri (predecessor of goddess Laksmi)
is mentioned in the Sri-Sdkta, an appendage of the Rgveda. Goddess Sri
not only bestows prosperity and wealth symbolized by her association with
the lotus, she is also the epitome of beauty.' For her beauty she is celebrated
in the $7-Sukta and her limbs, eyes, skin and so on are compared o a
lotus.'® There she is also said to be padmahasta, holding a lotus in her
hand, which is the same as holding a #/akamala. Lotus in connection with
Sri, whether as a seat or as a /#dkamala signifies fertility'® but at the same
time serves as an embellishment of a beautiful goddess. In the Classical Sanskrit
literature often a ludy with #/akamala in hand is mentioned.'” It seems that
the conception of holding a lotus in hand as an adornment of a lady is
a vestige of the Vedic conception of beauty with which goddess 8 and
later Laksmi are associated.

In sculpture Sarya or the Sun god is always shown holding two full-blown
lotuses in his two upper hands as well as having a lotus-seat. But in the
case of Slrya the two lotuses held by him are not his //akamalas. According
to Coomaraswamy, “Earth as a reflection of Heaven is stretched out in like
measure ( 7afttirya Samhita IV, 1.3 and IV, 2, 8), this world is the counterpart
(anurdpam) of yonder world (Afareya Br. VII,2); hence no doubt the two
lotuses held by the Sun in iconography, correspond to the Upper and Nether
Waters, para and apara Prakrti"1®
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To this observation it may be added that the two lotuses in Strya's hands
also signify his two births — as Sun in the heaven and as Agni or fire on
this earth, because according to the Vedas the Sun is also a form of Agni.

That is also the reason that Sarya has also been allotted a lotus seat by
the sculptors.

Padmapani, the Bodhisattva with “lotus in hand” is an epithet of
AvalokiteSvara. He has taken over the creative energy from his spiritual father
Amitabha Buddha and is guarding the world between the historical Buddha
Sakyamuni and the future Buddha Maitreya. We know from the earliest times
lotus represents the primeval waters with its latent possibility of creation. Lotus
in the hand of AvalokiteSvara Padmapani symbolizes that creative energy.

Pimaghata: This word literally means a vase filled with water up to its
brim. It is an ancient symbol of plenty and prosperity still in use in India
during marriage or other auspicious occasions. Relief of a pdmaghata on
posts and pillars is quite a common feature of ancient Indian sculpture. On
a pillar medallion from Bharhut, Gaja-Laksmi (2™ C. BCE) is shown as standing
on a full-blown lotus coming out of a pamaghaia. The two elephants pouring
water on her are also standing on lotuses coming out of the same type
of vases. All around the medallion lotus flowers and leaves are carved. Elephants
represent the cloud or rain, which is essential for a good crop that leads
to prosperity, here symbolized by lotus plants with flowers, buds and leaves.
The goddess with her right hand holds her left breast. This posture means
she ncurishes or provides food for the living beings.

in the ancient Indian art the conception of the pdrpaghata with lotus
flowers coming out and creeping all around it expressed prosperity that gained
prominence from the time of Bharhut. The water in the vase was supposed
to be the elixir of life soma.'® According to M. Hallade?° the ornamental
motifs, to which tree of life and vase brimming with water belong, have their
origin in Persian art and were in use in India before the beginning of the
Christian era. Sculpture of a water-filled vase is also found in Gandhara art.
On a stone sculpture from Shotorak (Afganistan, Kushana 2™ C. CE) one
can see a male figure standing on a water-filled vase holding lotus buds
in his right hand. Although flowers are not shown coming out of the vase
but a lotus is carved at the base of it2'

Somelimes a padrmaghata is replaced by a makara as on the gate pillar
of Sanchi stupa (1% C. BCE). Makara is the mythical aquatic monster with
a long curved snout that looks like half crocodile and half elephant.?? The
figure of a makara on a gate pillar of Sanchi stupa is at the base from
whose mouth lotus creepers are issuing. Both makara and pdrpaghata have
connection with water. Makara is a fabulous monster that lives in water whereas
the parnaghata is filled with water. Lotuses coming out of a brimming vessel
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or issuing from the mouth of a makara leads to the supposition that the
pamaghata and makara in art represent the submerged rhizome of a lotus
plant, which is bulbous and in shape resembles the round ghaia or makara's
head.?3

Kalpalata: Kalpa means ‘fit, ‘able’, ‘competent®® and in ancient India

the popular imagination created such a creeper that was able to fulfil all
the wishes of a devotee and called it Aalpa/ata. In art lotus plants carved
as creepers coming out of a pdrpaghata or makara’'s mouth represent the
idea of kalpalaia. It symbolizes the projection of wishes of a devotee. Padma
(lotus), makara and conch are three of the nine treasures of Kubera, the
king of Yaksas (Yaksaraja) and the god of riches. These three treasures
are connected with water. Hence often lotus plants, rather creepers, a symbol
of prosperity and plenitude are shown springing from the mouth or navel
of a Yaksa instead of a makara.?® As the mythical kalpa/ata was non-existent
in the nature, the sculptors must have thought lotus, a symbol of prosperity,
the fittest object to embody the idea of fulfilling the wishes of prosperity
of a devotee in the shape of a lotus-scroll.

Lotus-scroll or kalpalata motifs found on the pillars, gates and railings
of Bharhut, Sanchi, Amaravati and other places show jewels, ornaments and
strings of pearls issuing from inverted lotus leaves. Birds and animals are
also framed within the lotus-scrolls. According to Coomaraswamy, this type
of decoralive art is an arlistic interpretation of the idea “of the origin of life
in the waters” and calls it “water-cosmology.”%®

Kalpavrksa or the wish-granting tree is a larger variation of kalpalata.
Such a tree is carved on one of the gate pillars of Sanchi. This kaljpavrksa
is actually the Bodhi-tree of Bodhisattva Amitayus, described in the
Mahasukhavati-Vyiha (32): “This Bodhi-tree is ten hundred yojanas in height...
always in leaf, always in flower, always in fruit, of different colours... adorned
with best jewels, hung with golden strings..”2” The pillar-like tree carved
on the gate stands on wheel-marked feet (one of the signs of a mahapurusa)
and on top of it is a lotus medallion that supports a triratna, the symbol
of the Buddha, dharma and sarigha. Its trunk is made up of lotus rosettes
and the whole tree is hung with all kinds of precious jewels, garlands, strings
of pearls and other objects. In this piece of sculpiure the Bodhi-tree itself
is transformed into Bodhisattva Amitayus and he is seen as a wishfulfilling
tree or kalpavrksa.?®

Prabhamandala: This word means, “circle” (manpdala) of “light” (bha)
that radiates forth” (pra). It is the visual form of “inner light” that radiates
from the body of a divine person and carved as a halo or nimbus around
the head of a Hindu or Buddhist deity or the Buddha. A description of
prabhamangala is found in the Mahasukhavatr-Viyaha where it is said, when
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Bodhisattva Amitayus smiles “rays having issued from the circle of his mouth
light up the thousand kotis of Buddha countries. And all these rays having
returned there again setfle on the head of the lord; gods and men produce
(perceive) the delight, because they have seen there this light of him.”?°® The
description of the radiation of the “inner light” is also given in the
Saddharmapundarika: "Those former Tathagatas etc. they, too, emitted a lustrous
ray”,3° which gods and human beings perceived was expressed in art by
prabhamandal/a around the head of a divine being. Some scholars are of
the opinion that the nimbus owes its origin to Persian solar discs “"as a halo
of deification” adopted by the Gandhara art®' and first appeared with the
Buddha figures. It may be said here that the evidence from literature clearly
shows that the conception of prabharmandala was there. The Persian prototype
might have only served as a model to the Indian scuiptors to express it
through the medium of art.

At a later period lotus petals replaced the solar radiation on the nimbus
of the Buddha, lotus being the epitome of non-attachment and purity according
to the Buddhist thoughts. The nimbus with lotus petals around the Buddha
emphasizes the purity, which his image radiates forth.32 Interestingly, in Sarnath
Museum there is a parasol with a huge stylized lotus carved inside at the
centre. The parasol was over the image of Bodhisattva Sékyamuni (CE 131
or 147) to signify the royal origin of éékyamuni Gautama Buddha. Could
it be that the lotus on the inner side of the parasol was the precursor of
the halo or nimbus ?

Sanskrit treatises on iconography say that every divine being should have
a Sirsacakra, a halo surrounding the head. “It should have the form of a
circle or a full-blown lotus.”®® The concept of a halo with lotus petals that
first appeared on the halo of the Buddha was adopted by Hindu iconography
and was made statutory later by the writers of the manuals of Hindu iconography.

Prabhavafi that surrounds the whole body is an extended version of
prabhamandafa. A Gandhara bronze image of the standing Buddha from Mardan,
Afganistan (Victoria and Albert Museum, London) is surrounded by a prabhavali
with stylized lotus petals on it. Another specimen of prabhavali is the famous
statue of Nataraja Siva (Chola 11"-12" C) with tongues of flame on the
prabhavali symbolizing the destruction of the cosmos. According to T. A
G. Rao, “the prabhavali is an ornamental circular or oval ring with number
of jvalas or protruding tongues of flame. Very ofien the special emblems
of the god to whom the prabhavali belongs are sculptured on each side
of it.'34

The prototype of prabhavali with tongues of flame in art also first appeared
in the Buddhist iconography. This can be seen on a bas-relief on the stupa
of Amaravati (¢. 150-200 CE) where the Buddha is represented as a fiery
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pillar with tongues of flame carved around it. It is actually a concrete presentation
of the conception regarding the Buddha(s) in the Buddhist text
Saddharmapundarika (1.67), where it is said: “the Buddhas also, those self-born
beings, appear of their own accord, resembling golden columns."3® Besides
another Mahayana text, the Dhammapada (387), says, the Buddha "glows
with fiery energy” (fapati tejasa). The golden colour of the column and the
“tejas” of the Buddha, mentioned in the texis, are expressed on stone by
the flames carved around it because flames of fire are of golden colour.
Later on this conception of art was technically modified and adopted by
Hindu iconography as in the case of Natardja Siva.

Buddhist plllars : Highly polished stone pillars with lions atop lotus capitals
are important landmarks of ancient Indian stone sculpture. These unique pillars
were erected by Emperor ASoka for the proclamation of his faith in Buddhism
in the 3™ century BCE. At that time the portrayal of the Buddha was not
in vogue and he was représented by symbols. For art historians like
Coomaraswamy the pillar is a metaphysical symbol of the “Axis of the Universe’'3®
and figuratively it represents the Buddha and his preaching of the Law.”

The notion of the “Axis of the Universe” or the “Cosmic Pillar” is a
Vedic conception which applies to Agni (RV 1.59.1,2; 10.5.6; 10.89.4). Agni
is also said to be the “nave of the movable and immovable worlds” as well
as “the nave of immortality” (RV 10.5.3; 3.17.4). In another hymn it is said:
“All beings are placed in this never-aging (ajara) wheel” (RV 1.64.2). As
the lotus is the birthplace and support of Agni (discussed above), Atharvaveda
mentions lotus (and not Agni) as the nave of the world-wheel (10.8.34).
This Vedic notion was adapted for the Buddhist sculptural imagery and
iconography and we have pillars with lotus capitals.

The best specimen of the Asokan pillars is the pillar at Sarnath near
Varanasi, where the Buddha first preached his doctrine known as the
dharmacakrapravartana-satra or the “doctrine of turning the Whee! of Law.”
The lotus capital on the top of the pillar serves as the abacus with four
images of the Wheel alternating with an elephant, bull, a horse and a lion-
the guardian animals of the four quarters - carved on it. Atop it are four
lions standing back to back. The animals on the abacus emphasize the
proclamation of his doctrine in all the four quarters. The whole structure -
the pillar, lolus capital, abacus and the lions - supports the giant Wheel of
the Law or dharmacakra. The dharmacakra "implies a conception of the
Buddha as the Dharmakaya “Embodiment of the Word".3® We also know
that from the Vedic time lotus is traditionally thought as a support of divine
beings. The same thinking has been expressed in the Buddhist imagery of
lotus capitals as the support of the Dharmakaya Buddha.

The wheel of the Buddhist art is an ancient “Aryan sun-emblem”, says
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Havell®® in the Agveda it is said, “Visnu sets in motion like a revolving
wheel his ninety steeds (= days) with their four names (= seasons), an allusion
to the three hundred and sixty days of the solar year.”*° This passage leaves
"no doubt that to the Vedic people wheel was a symbol of the solar disc
or sun-emblem and it was not borrowed from the Middle East as supposed
by Craven®' Regarding the expression “turning the Wheel of Law” Havell
makes an important observation. According to him “in certain Vedic rites a
chariot-wheel was fastened to a post, and turned towards the right by a
Brahman, while he chanted a hymn from the Sama-Veda. Hence the expression,
“Turning the Wheel of Law.”4?

Lotus medalllons : On the railings of Bharhut there are bas-reliefs of
lotus medallions carved, some of which have a male or female bust at the
cenfre. The lotus medallions with human busts seem to be inspired by the
stories of lotus births of human beings in the popular Buddhist tales of the
Apadanas, belonging to the Pali canons. In the Apadidnas there are stories
about lotus-birth of a person because of his or her meritorious deeds in
his or her previous births. Thern Uppalavanna, a Buddhist nun, so it is told,
was born inside a lotus flower as she had offered fried corns covered with
lotuses to a paccskabuddha (one who is enlighiened but keeps the knowledge
to himself), which was a meritorious deed.

In some medallions four triratnas are carved with lotus buds between
them. T7riratna (i. e. the Buddha, dharma and sarigha) stands for the ideal
of Buddhism whose principal tenet is indifference towards worldly things
emphasized by the lotus buds judiciously carved between the triraina symbols.

From the above discussion it can be concluded that the attitude towards
the lotus was influenced by the migration of the Vedic people from the west
to the east. As the Vedic people advanced towards the Indian sub-continent
they first came in contact with the western part of the land. There were
ponds full of lotuses, which were called puskarini, i. e., abounding in puskara
(lotus). They were apparently enchanted by the majestic beauty of this aquatic
flower, a native of the region, and also by its characteristic of standing upright
in the midst of ever-moving waters. The seers of the Vedic hymns thought
it the fittest object to symbolize their theory of genesis. According to the
Vedic conception, before the creation started this world was tossing on the
surging primeval waters and the creation needed a foothold ( Tajttiiya Br.
1.3.5-6; Satapatha Br. 14.1.2.11; Tafttiriya Ar. 1.23.1). The lotus fitted perfectly
in symbolizing that concepfion. For them lotus seemed to be a supernatural
object and to wrap it with a mystic aura myths were woven about its origin.*®

The initial amazement of the Vedic people regarding this flower started
waning as they advanced in the direction of northern and central india and
started settling down. There were plenty of lotus ponds around them. Though
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the mystic aura around this flower had not vanished yet people started to
observe it as an object of beauty to which beautiful things could be set
at par with. Lotus has been used as a simile (upam3) to describe the beauty
of goddess 81T in Sri-sakta. From that period onward lotus became a standard
of judgement for human, particularly feminine beauty.

By the time of the Buddha (as presented in the Pali canons) lotus had
shed its mystic aura of the Vedic times and was appreciated purely for its
beauty, for aesthetic pleasure and enjoyment.** The abundance of lotus ponds
in the Buddha's time can be inferred from the frequently mentioned group
of words - uppaliniyamn paduminiam pupdarikiniyam (ponds full of blue, red
and white lotuses). At the same time another botanical characteristic of this
plant came into limelight, viz.,, drops of water can not cling to it. This became
a standard example in the Pali literature to describe the Buddha's indifference
towards worldly things.

Around the beginning of Common Era Mahayanism emerged and with
it the mystification of the lotus reappeared. Lotus became intrinsically associated
with the Bodhisativas and the flower was projected as a supernatural object
as in the Vedic literature. But there is a basic difference between the Vedic
view and the Mahayanic view of looking at this flower. Vedic seers draped
the botanical facts of this plant in mysterious language. Different varieties
of the family Nymphaeaceae (i.e. lotus in common parlance), for example,
open at different hours of the day and night. This fact is expressed in a
mysterious language in the Vedic literature. There it is said: ‘through the
down-shining of the heavenly bodies (i. e, the sun and moon) [he lotus
springs up’ (Paricavimsa Br. 18.9.6; also Maitrayani Samhita 4.4.7; Satapatha
Br. 54.5.14). Whereas in the eyes of the composers of Mahayana texts
lolus was no more a natural flower but is made of gems with a circumference
up to ten yojanas on which meritorious persons appeared cross-legged on
huge lotuses ( Mahasukhavati-Vydha 16, 41).

In the Puranic period lotus was seen both as a beautiful flower and
as a symbol of cosmology (Brahma's appearance on the lotus, //akamala),
prosperity, etc., which has its roots in the Vedic literature and furthered in
the texts of the post-Vedic period.
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Vastuvidya in the Brhat Samhita
Jaya Chemburkar

Sanskrit literature has presented to the world a variety on various subjects
such as prose, poetry, drama, grammar, poetics, philosophy, medicine,
astronomy, archilecture, mathematics, law, politics, and administration, etc.

Various outstanding personalities have contributed to the growth of this
vast mass of Sanskrit literature. Varahamihira (500-575 CE) was one of them.
He was a scientist, an astronomer and an astrologer as well. His eminent
work is Brhatsamhita (BS).

The term samhitd means a collection or a compilation. R. Bhat has rightly
remarked that it cannot be an original work.! In this work Varahamihira has
dealt with different sciences and other subjects of human interest. He has
devoted one chapter (chapter 63) to Vastuvidya (Vasv) “architecture” i.e. science
of house building.

In my earlier articles?® | have discussed the principles of Vasv. known
from the Grhya Satras (Gr. S. 600-200 BCE) and the Matsya Purdna (CE
200 - 400). In this article | propose to take a review of the rules and
norms for house building laid down in the BS.

Preceptors of the Vastuvldya

The Matsya Purana (Mat P.) has mentioned the names of eighteen
preceptors of the Vastuvidya. (Mat. P. 252 2-4). But the BS. does not mention
those preceptors. At the outset, the BS remarks that the science of house
building has come down from Brahma (Creator) through an unbroken succession
of sages (8BS 53.1). Though the BS does not explicitly mention the names
of the sages, probably in the words muniparamparayatam “unbroken succession
of sages” it indirectly refers to the sages whose names have been mentioned
in the Mat P. In shont, both the Mat P and the BS appear o imply antiquity
of the existence of the science of architecture, through the mention of the
sages and many mythological personalities like Brahma, Narada, Vasudeva,
Visvakarma, Maya, efc. associated with architecture. Possibly the Mat P. and
the BS have drawn upon the treatises of these preceptors.

Vastupariksa

Building construction begins with the selection of a site. Nature of the
soil was taken into consideration while selecting land for building a house
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ever since the days of the Gr. S The Mat P has prescribed certain tests
for examining the nature of the soil. For building-construction the BS also
has recommended ground which is soft, which is of even surface, of sweet
smell and taste, and which is abounding in excellent herbs, trees and creepers,
and which is not hollow underneath. Such a land is said to confer all round
prosperity (8BS 53.88). According to the BS in the neighbourhood of the
house, there should not be a minister's house, a gambler's house, and a
temple (BS 53.89, 90). Ground sloping down towards the north is said to
be beneficial for Brahmanas; if it slopes towards the east it is beneficial for
Ksatri_yas; if the slope is towards the south or west, it is beneficial to Vaisyas
and Sddras respectively. However, a Brahmana may have dwelling on any
of these grounds, but the rest only according to their rank, ie. a Ksatriya
on a ground sloping towards the east, south or west, a VaiSya towards the
south or west, and a Sddra lowards the west only (8BS 53.91). Thus, in
the selection of land by the three castes viz. Ksatriyas, Vaisyas and Sadras,
their scope goes on diminishing in descending order of the castes.

Methods of Testing the Suitability of the Ground for the Houses of Different
Classes

Like the Gr. S and the Mat. P. the BS also has laid down three methods
of testing the suitability of the ground. (1) A pit measuring one cubit in diameter
and depth should be dug in the centre of the site for house building. If
on filling it with the same earth, the pit is insufficiently filled, it is moderate,
and if the earth dug out is more than sufficient, that ground is best for construction
(BS 53.92). (2) The pit is to be filled with water, and then walking a hundred
steps one should come back. If the water in the pit does not diminish, the
ground is good for construction. These tests are meant to see whether the
ground is rocky or not. Rocky soil gives strong support to the house from
underneath. (3) An earthen lamp with four wicks facing the four directions
should be placed in the same pit. If the wicks in the northern direction burn
for longest time, the land is said to be beneficial for Brahmanas. If the wicks
in the east, south and west burn for longer time, the land is beneficial for
Ksatriyas, VaiSyas and Sudras respectively (8S 53.94). (4) Another test lays
down that flowers of four colours, viz. white, red, yellow and dark should
be placed in the pit at night, next day morning one should see which flower
has not faded in the pit. That class whose flower has not faded in the pit
will flourish on that site (BS 53.95). This test can be explained thus - For
selecting the site the abovementioned test should be conducted. Different colours
of the flowers correspond to the nature of occupations of the four castes
and their temperaments. The four colours of the flowers appear to represent
the four castes. If the flower representing that particular caste has not faded,
that land will be beneficial to that particular caste. It may be stated here
that the Mat P has not laid down this particular test. The last two tests
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fail to convince rational thinking. Popular beliefs might be underlying these
tests.

Soll of Different Colours for the Four Castes

Soil of white, red, yellow and black shade has been recommended for
the Brahmanas, Ksatriyas, VaiSyas and Sudras respectively. Similarly, if it smells
like ghee, blood, food and liquor, it is said to be good for the four
classes-Brahmana, Ksatriya, Vaisya and Sudra. It is also favourable to these
castes, if it is covered with the four kinds of grass, viz. the holy Darbha
Grass, Sara, Drva (kind of tender grass) and Kasa (kind of grass for making
mats and roofs). Likewise sweet, astringent, sour and pungent soil is said
to bestow prosperity on these classes in that order (8BS 55. 96, 97). Combination
of different chemicals and minerals present in the soil results in different
shades of the land. Here the shades of the land correspond to the nature
and temperaments of the four castes. Instructions regarding the different smells
and the four types of grass have been laid down, keeping in mind the
requirements of the four castes in their respective occupations. Darbha-grass
will be useful to a Brahmana for his priestly activities; Sara — a strong and
sturdy grass will be useful to a Ksatriya for making quivers for arrows and
also the central staff of arrows; Darva grass will be useful as fodder for
the cattle of the VaiSya and Kasa grass can be used by a Sadra for making
mats and such other articles in cottage industry. it will be observed here
that in the selection of the site for house building, interests and welfare of
the four castes have been taken into account. Though the soil is expected
to be fertle on the surface, it must be rocky underneath to give stability
and strong support to the house.

Vastupurusa

According to Hindu thought, every entity has a presiding deity. Like the
Mat P. the BS also has described Vastupurusa, the presiding deity of the
ground on which the house is to be built. The concept of Vastospati or
Vastupurusa ie. the presiding deity of Vastu ie. land or house is as old
as the RV, In the AV. hymns have been addressed to Vastospati (AV VI
54.1-3, VIl 55.1). it must be stated here that the Gr. S. prescribe the ritual
of Vastusanti for appeasing the presiding deity of the land/house. But the
Gr. S. have not described Vastupurusa. For them Vastupurusa was only a
deity whose favours were necessary for the happiness of the inmates of
the house. Later on in the process of evolution of mythology, it appears
that personal, concrete form of Vastupurusa was conceived and the myth
regarding his emergence was fabricated. The myth is as follows. There was
some Being which obstructed the earth and the sky with its body. The gods
suddenly caught hold of it and laid it upside down. Whichever limbs were
held by different gods, had those very gods as their presiding deities. The
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creator ordained that Being to be the House-God of the nature of gods
(amaramayam Vastunaran | 53.2-3). In the ground plan described by the
Mat P and later on by the BS Vastupurusa was accomodated.

Ground-Plan-Divislon into Eightyone Squares

After the selection of the land for house building the plot of land is
to be divided into 81 squares by drawing ten lines from east to west, and
others from north to south. Inside the diagram, 13 deities are situated and
32 in the outer compartments. Thus there are 45 deities in this diagram
(BS 53-42).

The following diagram shows how eightyone squares are io be formed
and the allotment of these squares to different deities. The squares are called
padas (BS 53.50)

Diagram 1 (with 81 squares)
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The nine deities siluated in the outer squares beginning with the one
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al the north-eastern corner and ending with the south-eastern are: Sikhin,
Parjanya, Jayanta, Indra, SQrya, Satya, Bhréa, Antariksa and Anila. Then follow
in order Pusan, Vitatha, Brhatksata, Yama, Gandharva, Bhrngaraja, Mrga, and
Pitr on the south to the south-weslern corner. Then come regularly in the
west Dauvarika, Sugriva, Kusumadanta, Varuna, Asura, Sosa, Papayaksman
and Roga ending in the north-western corner. Thereafter there are Ahi, Mukhya,
Bhallata, Soma, Bhujaga, Aditi and Diti in the north in regular order, the tofal
being 32 deities (BS 53.43-45). In the centre of the diagram, Brahman
occupies nine squares, to his east, there is Aryaman (in three squares); next
to the right of Aryaman there is Savitr in a single square at the interval
of one division; next to him to the right is Vivasvat, next to him is Indra;
then going upto the west of Brahman, there are Mitra (in 3 divisions) and
Rajayaksman; then turning to the east, there are Prthividhara (in 3) and Apavatsa.
in this way these eight deities are situated on the circumference around Brahman.
In the internal north-eastern corner there is Apah; in the south-eastern corner
(between Savitr and Anila) Savitra, in.the south-western corner, Jaya and
in the north-western corner, Rudra (BS 53. 46-48)

In the diagram there are altogether 81 Squares, occupied by 45 deities.
In the four outer corners 20 deities viz. 1) Sikhin, 2) Parjanya, 3) Diti, 4) Apah,
5) Apavatsa, 6) Antariksa, 7) Anila, 8) Pasan, 9) Savitra, 10) Savita, 11)
Mrga, 12) Pitr, 13) Dauvarika, 14) Jaya, 15) Indra, 16) Papayaksman, 17)
Roga, 18) Ahi, 19) Rudra and 20) Rajayaksman occupy one square each.
They are called padikah. Then there are other twenty deities viz. Jayanta,
Indra, Strya, Satya, Bhréa, Vitatha, Brhatksata, Yama, Gandharva, Bhrigaraja,
Sugriva, Kusumdanta, Varuna, Asura and Sosa and Mukhya, Bhallata, Soma,
Bhujaga and Aditi. These deities rule over two squares each. They are called
dvipadah. Aryaman, Vivasvat, Mitra and Prthividhara occupy three squares
each. They are called tripadah. Only one deity viz. Brahman holds sway over
nine squares (BS 53. 49-50).

The BS has described in defail the possession of the different parts of
the body of Vastupurusa by the different gods in the plan (BS 53. 51-54).
It may be pointed out here that no deity has been assigned to the neck
of the Vaslupurusa.

The plan of the land dividing it info certain number of squares has its
origin in the plan of construction of Vedic altar. The number eighty-one also
appears to have had some significance for the ancient Indians. This is an
influence of the Tantras. Besides, the number of squares must have been
useful in locating and measuring the different parts of the house. Alloiment
of different squares to different deities projects the metaphysical doctrine that
Cosmic Principle is all pervading.® These gods, which are the different
manifestations of that single Principle, are different forces or powers, and
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the land / house is as though bestowed with different powers for its protection,
through the medium of Vastupurusa.

Concern for Vastupurusa and Brahman

The meeting points of the longer diagonals and the exact middle points
of the squares should be considered as vulnerable points, which a wise man
ought not to hurt (BS 53.57 also Mat P. 253.36). The BS as usual warns
that if the vulnerable points be hurt by dirty materials, nails, pillars, pegs
etc., they would cause trouble to the owner of the building in the corresponding
limbs of his body (BS 53. 58). The BS describes at length various inauspicious,
unworthy, objectionable acts which make Vastupurusa uncomfortable; and hence
scratching his limbs, sneezing, spitting, weeping, howling or uttering inauspicious
words should be avoided by the owner of the house (8BS 53.59, also Mat
P. 253, 37-39). The BS has mentioned various elements that can cause
affliction to Vastupurusa and their evil effects accruing to the owner of the
house. Happiness of the owner was believed to depend on the comfort of
Vastupurusa. Therefore, the BS lays down that Vastupurusa should be
comfortable in the ground. His presence should not be ignored, because He
is underground. 8BS 53.66 states the need to guard carefully Brahman occupying
nine squares in the centre of the diagram. This instruction is followed by
a statement of affliction of Brahman doing harm to the owner. The statement
of evil consequences of affliction to Vastupurusa and Brahman might sound
farfetched, fanciful and rooted in superstitions, yet there is a point in it. This
statement is meant to inspire fear from calamity befalling the owner and urge
him to take recourse to righteous, dignifying, decent, disciplined good conduct
conducive to peace and happiness. Precepts on moral conduct when presented
in the garb of religious injunctions are accepted easily.

Planning of Villages or Towns

After having explained the ground plan, the BS briefly refers to the planning
of villages or towns. It states that when villages and towns are planned the
same planning should be resorted to. In the same manner, the deities are
situated in the different parts of towns and villages, as in the case of houses.
In these places also suitable parts should be allotted to Brahmanas and other
classes (8BS 53.69).

Allotment of Houses for the Four Castes

The BS lays down that the houses of Brahmanas and other castes should
be located in the northern, eastern, southern and western paris respectively
of villages and towns. The houses are to be constructed in such a manner
that for the people who enter the courtyard, the houses should be to their
right (BS 53.70). This type of allotment of houses for one particular community /
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caste in one particular quarter would be conducive to close contact and
co-operation among the members of that particular community practising
common occupation and promote the growth of occupations.

Trees

The trees banyan, the Indian fig, and the holy Asvattha growing in the
south, west, north and east respectivey are of untoward effects while in the
north, east, south and west respectively they are beneficial. (BS 53. 85).

Thorny trees (like the Khadira) in the vicinity of houses cause danger
from enemies, milky ones (like the Arka) lead to destruction of wealth, and
fruit bearing ones (like the Mango) to loss of children. Even their timber
should be avoided in the construction of houses. If these trees (thorny etc.)
cannot be cut down, auspicious trees such as Punnaga, ASoka, Nimba, Bakula,
the Jack tree, Sami and $ala should be planted amidst them. If this is done
the untoward effect of the bad tree could be warded off (BS 53. 86, 87;
also Mat P. 20-24). From environmental point of view attention was paid
to plantation of certain trees in certain specific direction. Well-being of the
inmates of the house was always taken care of and evil influence of the
surroundings was to be averted.

Commencement of the Construction

Like the Mat P. (253.2-9) the BS does not lay down auspicious time
such as auspicious and inauspicious months, auspicious asterisms, evil and
beneficial yogas, “conjunction” of the planets. The BS lays down ihat the
owner of the land who wishes to construct a house should go at a time
prescribed by the astrologer, to the worthy site which has been ploughed,
where sown seeds have sprouted and where Bramanas and cows have stayed
for a night (BS 53. 98), worship the deities with varieties of eatables, curds,
coloured rice, fragrant flowers and incense and honour Brahmanas and architects
(8BS 53.99). Here the recommendation of a ploughed site where sown seeds
have sprouted is indicative of the fact that the soil is fertile, and is blessed
by cows and Brahmanas. Such a land is a worthy site for construction.

Touching his head, chest, thighs or feet, accordingly, as he is a Brahmana,
a Ksalriya, a Vaiya, or a Sudra, the owner of the house should draw a
line (with any object held in the hand) on the ground at the commencement
of the construction of a house (BS 53.100). The purpose of drawing a
line on the ground is to purify the land. The BS has mentioned the good
and bad effects of the line being drawn with various objects, e.g. if the owner
draws the line with his thumb, forefinger, middle finger, or with gold, silver,
gem, pearl, curds, fruit, flower or coloured rice, the result would be quite
good (8BS 53-101). Fingers are soft; gold, silver, pearl, gem are looked upon
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as being auspicious; curds, fruits, flowers, coloured rice are symbolic of
prosperity. On the other hand if the line is drawn with a weapon, the owner
would be killed with a weapon, if with a metallic (or iron) piece, he would
suffer imprisonment, with ashes, there would be danger from fire, if with a
straw, fear of theft and if with a wooden piece, trouble from the king, etc.
Many more such evil effects of drawing a line with undesirable objects have
been mentioned (8BS 53.102-104a). ‘Here the statement of good and bad
effects of drawing the line on the ground appears to be a deterrent. Undesirable
acts like uttering harsh words, spitting, sneezing at the commencement of
the construction are said to be inauspicious (8S 53.104b). The implication
of these injunclions appears to be that construction activity is a religious
activity, with which so many deities are associated. Therefore, at the time
of construction, sanclity, modesty, serenity, sobriety must be maintained.

Ritual at the Commencement of Construction

As per the Indian tendency to ritualize all activity, the BS has prescribed
a simple ritual at the beginning of construction. In the north eastern corner
of site, a worship should be offered (with such materials as garlands, scents,
incense, cloth, food, gold, liquor efc.) (BS 53. 112a). After this a stone is
to be laid there, i.e. in the north-eastern corner of the site, and stones in
the remaining quarters in a clock-wise manner (8S 53. 112b). Pillars and
doors are be raised carefully being decorated with umbrellas, garlands, cloths,
incense and ointments. (8BS 53.113)

The BS 53.114 cautions that if birds, reptiles, etc. mount on the doors
or if the doors shake, fall or if they are wrongly placed, evil effects follow.
This is only an indication how superstitions had a firm hold on the minds
of the ancient people. Secondly, all construction activity had to be flawless.
Therefore, all care was to be taken at all stages of construction in order
to avoid disastrous conseguences.

The point to be stressed here through the description of these evil omens
and their evil consequences appears to convey that all the aclivities in the
construction should be performed carefully and they should be flawless,
remembering that there is Vastupurusa and many other deities in the ground
plans. There should be no disregard or unholy act resulting in any kind
of loss or disaster to the owner. Flawlessness in the performance of sacrificial
rites was always emphasised, if the sacrificer wanted desired fruit from the
ritual. If on the part of the sacrificer there was any mistake, any flaw in
performing the rite, he would not obtain the desired fruit. The oft repeated
phrase viz. “ Yah evam Veda” in the Brahmana literature expects the sacrificer
to have correct knowledge of the performance of the rite. This emphasis
on correctness has been incorporated in the construcion activity also which
is ultimately meant to bring happiness to the owner.
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Units of Measurements

Units of measurements used in construction of a house were angula
‘breadth of a finger' and hasta or kara ‘cubit’ i.e. measure of a forehand.
The finger may be that of a master i.e. owner of the house or the mason.
These units were common to all the texts, both Northern and Southern.®

Timber to be used in Construction

Instructions regarding particular trees whose timber is not to be used
in construction, have been given. The 8BS states that for constructing a house
one ought to select for timber, trees other than those that are inhabited by
birds (obviously for not depriving the birds of their shelter), those broken,
withered and burnt (indicating thereby that their wood is not strong to withstand
the onslaught of any dangerous element), those that are in temples (being
useful for worship of the temple-deity) and burial-grounds (because of their
association with an inauspicious place). Similarly milky-trees, Dhava, Bibhitaka,
Nimba (Neem), Arani (whose twigs are used for churning out fire for sacrifices)
are also to be avoided (851.53.120)

The BS has described the mode of cuflting a tree for timber. A free
that had been worshipped with food etc. the previous night should be cut
at daytime, beginning with the north-eastern part, in a clock-wise direction.
If it falls towards the north or east, it will be best, and beneficial, and one
falling elsewhere should be rejected (8BS 53.121)

It may be pointed out here that the cutting of a tree has been prescribed
at daytime. Here BS appears to show respect to the popular and till this
day prevalent belief that the presiding deity of the tree sleeps at night and
therefore it is not to be disturbed by cutting the tree. The quarters viz. north,
east, and the northeast appear to have some astronomical significance according
to the BS.

If the cutting appears natural, the timber is good for being used in
construction (8BS §3. 122).

Regarding the use of timber and the process of obfaining it, avoiding
timber of trees regarded as inasupicious the Mat P, also has given the same
instruction (Mat. P. 257. 1-19). This indicates that such a practice had become
wellknown in the society and, therefore this established tradition was incorporated
by the Mat. £, and the BS.

Timber and burnt bricks (BS 53.23) have been mentioned as the material
for construction. There is no mention of use of stone in the construction
of residential houses.
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Ralsing of the House

The BS has given instructions regarding the raising of the level of the
house. According to the BS one wishing for prosperity ought to raise the
level of the floor uniformly on all sides. If there is a fault anywhere it should
be either in the east or in the north. If the house is raised in the east or
north there will be loss of wealth and children. If it is not straight, it results
in the death of kinsmen, and if it does not face any particular direction,
no children will be born (BS 53.115-116). If the floor of the house is raised
in the east, the result will be enmity with one’s friends; fear of death will
be the result of extension in the south; if it is made in the west, loss of
wealth, and if in the north, mental affliction (2S 53.117). This rule lays down
that the different parts of the house should not be at different levels. If at
all raising the level is inevitable, raising should be either in the east or north,
because the fault in these two directions does not appear to be serious.®
Instructions regarding raising the house uniformly and symmetrically in all
directions, aim at making the house look impressive and proprotionate on
all the sides.

Sltuation of Rooms

The BS has given specific instructions for the construction of different
rooms. It states — in a four-walled house the worship room should be situated
in the north-east, kitchen in the south-east, the store room in the south-west,
and the treasure room and granary in the north-west (BS 53.118)

The situations of different rooms mentioned here are the same as those
described in the Mat P, The Mat P, has allotted a place for storing water
in the north, but there is no mention of a place for storing water in the
BS.

With the exception of the north laid down as a place for storing water
by the Mat P, in both Mat P. and the BS no construction has been laid
down in the cardinal directions. All the rooms are to be constructed in the
intermediate quarters. Probably it was an established practice to use the cardinal
directions for the construction of bed-room, living room or a hall etc.

Instructions Regarding Doors

The BS has described the different effects of pulling up the doors in
different directions (BS 53.71-79). A door which opens automatically is said
to cause lunacy, one that closes likewise, causes destruction of the family;
one that is too big leads to trouble from the king, one that is oo low, results
in fear of robbers and misery etc. etc. (BS 53.79). These instructions suggest
that there should be no flaws and mistakes in construction. The principal
door ought not to be surpassed by other doors through superior structure
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and decorative motifs. The door should be embellished profusely with designs
of auspicious objects, such as images of Siva's attendants etc. The Mat P,
also has given similar instructions (Mat. P 256. 28-29), but it has not stated
evil effects of deviating from this rule. It will be observed that whenever the
BS lays down any instruction for construction aclivity it states various evil
consequences of not following the instruction laid down. The statement of
such evil effects is probably a deterrent. Through these deterrents the Hindu
architecture appears to draw the attention of the architect to give proper
place to quarters in building construction.

Construction of Vithika and Several Storeys

Building of verandahs formed one of the features of construction. Names
have been given to houses on the basis of the positions of the verandahs.
QOutside the house there should be built a verandah, the breadih of which
should be one third of that of the hall. If the verandah is in front of the
house, that house is termed Sosnisa; if it is behind the house, it is termed
Sayasraya; the house with a verandah on iwo sides is designated as
Savastambha, and the one with a verandah on all the four sides is termed
Susthita (BS 53.20, 21 also Mat P 254. 37, 38). Mat P. does not describe
Sayasraya house. The BS remarks that all these types are approved by the
authorities on architecture ($astrajiiaihi pajitaha sarvaha) (8BS 53. 21b). The
BS has described another classification of houses based on how the verandahs
touch the house. A house with an unbroken verandah all round is called
Sarvatobhadra i.e. all auspicious. In such a house there will be four doors
in four directions, to have access to the four verandahs (8S 53.31). A house
which has verandahs starting from the walls of the halis and going to their
respective extremeties from left to right is termed Nandyavarta, which should
have only three doors leaving off the western one. The front verandah of
the main building should extend from the left hall to the right hall. Another
verandah is made from there from left to right and still another beautiful
one from there in the same manner. A building with such verandahs is known
as Vardhamana which should not have an entrance in the south (8S 53.32,33).
In the Svastika type of mansion the western verandah should extend from
the left hall to the right one; the other two verandahs (southern and northern)
originating from the western verandah, should touch the ends in the east,
and the fourth one (i.e. the eastern one) is held between their bounds. Such
a mansion with only an eastern entrance is beneficial (BS 53.34). In the
building known as Rucaka, the eastern and western verandahs touch the
ends in the south and north, and touching these two internally there are
two more. In this building an entrance in the north is not auspicious, while
in the other quarters they are good (8BS 53.35). Nandyavarta and Vardhamana
types of houses are said to be best for the people of all the classes (ie.
Brahmanas, etc.). Svastika and Rucaka are moderate, and the last one viz.
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Sarvatobhadra is beneficial for kings and ministers etc. (BS 53.36). Utpala,
the commentator has given plans of these five houses which are shown below.
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According to the Mat P. 254. 1-5 on the basis of absence of an entrance
door in a particular direction, houses were named differently as Sarvatobhadra,
Nandyavarta, Vardhamana, Svastika and Rucaka.

The BS 53. 37-38 refer to merits and demerits of three halled houses
having different names. A three halled house, where the northern hall is absent
is named Hiranyanabha and is fortunate. Similarly Suksetra is one where
the eastern hall is absent, and leads to prosperity. One without the southern
hall is designated as Culli which leads to loss of wealth. Lastly, a house
devoid of the western hall is named Paksaghna and is destructive to children
and is a cause of hatred. In the following verses the BS describes six types
of two halled houses and their merits and demerits (8BS 53.39-41). In the
description of three-halled and two-halled houses, the reference to different
quarters appears lo have some astronomical significance.

The reference to the height of storeys serves to indicate that houses
with storeys were built. The height of the first storey (floor) was to be a
sixteenth of the width increased by four cubits. The height of each of the
following upper storeys was to be reduced by one twelfth of the preceding
one (8BS 53.22). The same measurements have been laid down by the Mat
P. 254, 39,40.
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Measurements for Different Types of Houses, Halls and Verandahs, Beams
and Piliars

The BS has laid down measurements for the houses of the four castes.
It holds that it is auspicious for houses to have the same height as their
breadth. The length of houses with single halls should be double their breadths
(BS 53.11). These measurements appear to be measurements for small houses
of ordinary people.

The width of the houses of Brahmanas and other three classes ranges
from 32 cubits to 16 cubits each being reduced by 4 cubits, i.e. the Brahmanas
can have either 32, or 28, or 24, 20 or 16 cubits. The width of the house
of a Ksafriva can range from 28 cubits or 24 or 20 or 16 cubils and
for a Vaiéya, it can be either 24 or 20 or 16 cubits. The lowest class
of men like the Candalas will have houses with much smaller dimensions
than these (BS 53.12). The length of the houses for the four classes should
exceed the breadth by tenth, eighth, sixth and fourth respectively (BS 53.13).
These diminishing measurements probably refer to diminishing sizes of the
houses, depending on the social and economic status of the owners of the
houses.

Measurements for the Houses of Mixed Castes

The houses of persons of mixed classes such as Parasavas i.e. sons
of Brahmanas from Sadra women, Bharjakantakas i.e. sons of Brahmanas
from Vaisya women, Murdhavasiktas from Ksatriya women should have a
measure equal to a half of the sum of the measures fixed for the two classes
of parents (8BS 53.15a). BS warns that it is inauspicious for all people to
have houses which either exceed or fall short of the fixed measurements
(8BS 53.15b). It may be stated here that the BS has mentioned only the
mixed classes born of a Brahmana from women of other castes; it (BS)
has not described measurements for other mixed classes born of Ksatriya,
Vai$ya, and Sudra from women of different castes, described by the Smrtikaras
like Manu and Yéjhavalkya etc. Calculations show the following dimensions
for a Parasava, Bhiarjakantaka and Mardhavasikta - Parasava, house is equal
to 32 + 20 + 2 = 26 cubits; for a Bhirjakantaka it is 32 + 24 + 2 =
28 cubits; for a Mardhavasikta it is 32 + 28 + 2 = 30 cubits.” These
measurements indicate the positions of these three mixed castes.

Measurements for the Halls

In the houses of Brahmanas and others measuring from 32 cubits
downwards upto 16 cubits, the halls should have a breadth of 4 cubits
17 digits, 4 cubits 3 digits, 3 cubits 15 digits, 3 cubits 13 digits and 3
cubits 4 digits respectively (8BS 53.18). This can be explained thus - In
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a house measuring 32 cubits, the hall should have breadth of 4 cubits 17
digits. If the houses measure 28, 24, 20, 16 cubits the halls therein should
measure 4 cubits 17 digits, 3 cubits 15 digits, 3 cubits 13 digits and 3
cubits 4 digits respectively

Measurements for the Verandahs

Measurements for the verandahs of these houses are 3 cubits 19 digits,
3 cubits 8 digits, 2 cubits 20 digits, 2 cubits 18 digits and 2 cubits 3
digits in order of castes (8BS 53.19)

According to the Brs. S there is no fixed measurement for the houses
of cattle and ascetics as well as for granaries, arsenals, houses of sacred
fire and picture houses (pleasure-houses). However, the height should not
be more than 100 cubits (8BS 53.16).

Measurements of Walls and Doors

The BS has laid down measurements for the walls of houses made of
burnt bricks, which should be sixteenth part of their breadth. There is no

restriction of length and height regarding the houses made of wood (BS
53.23).

In case of the houses of Brahmanas and other classes the number denoting
the breadth in cubits should be divided by 5 and the quotient taken as so
many digits. This should be increased by 18. To this should be added an
eighth part of itself. That will give the width of the door, and thrice that
number will be its height in digits (angula) (B8S 53.25). This can be explained
thus: take 32 cubits (hasta or kara) the width of a Brahmana's house, divide
it by 5 and we get 6 as the quotient This number is t0o be taken as 6
digits. Add 18 to it. We get 24. By increasing this by its own eighth pan,
we get 24 + 3 = 27 digits. This is the width of the door. Thrice this will
be its height ie. 27 x 3 = 81 digits. The thickness of the two sideframes
of the door is as many digits as the number of cubits in its height. One
and a half times this gives the thickness of the threshold and the upper
block. The breadth of all the four places is an eightieth part of seven times
the door height. (BS 53.26)

Measurements of Beams

The thickness of the main architrave is equal to that of the pillar, above
this there are beams and minor beams, whose thickness is three fourths
of that of its immediately preceding one (BS 53.30).

Measurements of Plllars

Construction of beautifully decorated pillars is the contribution of the
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Mauryan Architecture to Indian Art. The Mat P. so also the BS have described
polygonal pillars, with different names (Mat P. 265.1-3, BS 53.27-29). An
eightieth part of nine times the height gives the width of a pillar at the bottom
and the same reduced by a tenth, is its width at the top (8S 53.27).

Types of Plllars

A pillar that is perfectly square in the middle (barring the two ends)
is termed Rucaka, one that is octagonal is Vajra or Diamond, one with sixteen
sides, a double diamond, one with thirty two sides Pralinaka, and a round
pillar is named Vrita or cylindrical (BS 53-28). The BS has described here
five types of pillars. All these pillars are said to be auspicious.®

Names of Different Parts of a Plllar

A pillar is divided into nine equal parts, the first two will belong to the
bottom and the last two to the top. They are called Vahana ‘Support, Ghata
‘Pot’, Padma ‘Lotus’ and Uttarostha or ‘Upperlip’. Designs and artistic motifs
were to be carved on these parts (8BS 53.29). The pillars have been given
these names from their shapes.

Grhapravesa

The last stage in house-building is entry into the newly constructed house
for the first time, ie. grhaprave$a. The BS enjoins upon the owner of the
house to enter the house which is strewn with heaps of flowers, decorated
with arches, embellished with auspicious pots filled with water, where the
deities of the site have been worshipped with incense, perfumes and offerings
of food, and which is resounding with the sound of Brahmanas chanting
the Vedic mantras (8BS 53.125). This ritual is simple, and is meant 1o appease
Vastupurusa through the worship of various deities on his body. The BS
does not name this ritual as Vastusanti or Vastusamana. This ritual is performed
with a belief that rituals have mystical power and without a ritual house-building
activity would not be complete. The ritual is a sarmskara ‘sacrament’ for the
new house to sanclify it and make it fit for living, by obtaining the grace
of Vastupurusa and blessings of the Brahmanas (Sarmskaro nama sa bhavati
yasmin jate padartho bhavati yogyah kasyacidarthasya).*°

Concluding Remarks

Primitive crude form of Vasv. has been presented in the Gr. S Rules
and norms laid down there were meant for a wooden thatched house. In
the period of the composition of the Mat P. Vasv made progress over the
rudiments of the Vasv presented in the Gr S and from a thatched house
of the Satra period emerged a brick built house, with several storeys and
verandahs. There is a gap of nearly hundred and fifty or two hundred years
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between the composition of the Mat P. and the BS, yet the Vasv presented
by the BS does not show any further development in the art of construction.
The scheme for house building presented by the BS sounds like an echo
of what is stated regarding house building in the Mat P. Both the Mat P.
and the BS refer 1o a tradition of number of preceptors of Vasv. The precepts
laid down by these preceptors must have been followed by the society for
quite a long period of time. Many of these preceptors were sages and
mythological personalities as observed above. In accordance with the well-
known words “mahajanah yena gatah sa panthah” the Mat P. and the BS
appear to have chosen to tread the path by which these preceptors have
gone, and that is why the architectural precepts in the BS are closely akin
to those in the Mat. P.

The word sarmhitd (Brhat Samhitad) means a collection, compilation. The
chapter on Vasv presented by Varahamihira is not his original work as obseved
above. It will not be illogical to presume that this work of some other expert
on architecture was incorporated in his collection (sarnhita) on various other
subjects, with a view !o preserving ancient learning, because Varahamihira's
life mission was to revive the ancient learning which was fast disappearing
as observed by Bhat."’

The architectural plan given in the Mat P. is very systematic, maintaining
proper sequence of various detfails regarding house-building. It begins with
the selection of the land and then one after the other describes the olher
details that follow selection of land. The BS on the other had first deals
with the construction of different parts of the house and then turns to selection
of the land etc.

Like the Mat. P. there is no mention of foundation, windows and sanitary
arrangement. The BS has not laid down any rules regarding the training
of masons, their duties, instruments used in construction.

Insistence is on correctness and flawlessness. Emphasis is on sirictly
following the rules regarding quarters. Laying down of rules is everytime
followed by a statement of evil effects on deviating from these rules. These
statements of evil effects are deterrents. These evil effects speak of the hold
of superstitions and fear from harmful unseen evil elements, on the mind
of the people. Like the Gr. S and the Mat P. geography, geology, astronomy,
religion, mysticism, superstitions, caste-considerations etc. have been woven
and interwoven in the construction activity.
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Sarpas and Vedic Ritual Tradition
Sindhu Sadashiv Dange

Worship of serpent forms one of the oldest and widespread praclices
of religion, not only in India but all the world over.! The beliefs about serpent
were so deep-rooted as o give rise to accepting that creature as a totem
of a tribe and the tribe eventually coming to be known by the name of
that totem. Thus is seen the Sarpa tribe in ancient India. The Sarpas, in spite
of being outside the Aryan fold in the beginning, gradually came into contact
with the Aryans and could have some hymns in the Rgveda (RV) to their
credil. There is reason to believe that this cultural assimilation of the Sarpas
with the Aryans came into process at a later date, for these hymns occur
in the comparatively later portions of the RV (X. 76; 94; 175 & 189).

The Vedic ritual-texts do shed some light in this direction. To take a
note of some striking points indicating this cultural assimilation in the Vedic
ritual tradition will certainly be rewarding. T. V. Mahalingam's long article?
is no doubt enlightening, but he does not refer to the ritual-tradition as such,
which is intended by us in the present article.

In the RV occur three hymns, in which the Soma-pressing stones are
praised and these go on the names of three Sarpa-seers viz. Sarpa Jaratkarna,
the son of Iravat (RV X. 76); Sarpa Arbuda, the son of Kadra (/bid. 94)
and Sarpa Urdhvagravan Arbudi (/bid. 175). There is one more hymn in
mandala X of the RV (X. 189) of which the female-seer is Sarparajfii and
the deity is Sarparajii herself or the Sun (Sayana - saiva devala suryo veli).

About Sarparajii we shall discuss later.

About extracting the juice from the Soma shoots, two methods are marked
in the RV viz. one, by pounding the Soma shoots with a pestle and a mortar
(RV I. 28. 1-4, where the Soma-shoots are mentioned as ‘uldkhalasuta’)
and the other is pounding or grinding them with stones.® Out of these two,
the first one appears to be the older. The comparison of the Soma-ritual
with the Hoama ritual of the Parsis clearly indicates that the method of pressing
or pounding the Soma shoots by means of mortar and pestle may go back
to the Indo-lranian age* and thus proves to be the older of the two. It is
interesting to note that the Avestan ritual of preparing the Hoama (= Soma)
followed even in modern times, requires mortar (hgvanim) and pestle (/a/a).
These two (mortar and pestle) figure in the list of metallic requisites known
as Astama or Alat ie. metallic utensils or instruments of brass or at times
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silver like.®> Keith refers to two opinions, that of Hillebrandt and of Oliphant,
the latter pointing out that the mortar and pestle were normally used, but
Keith does not agree to this opinion,® though It seems nearing the Aruth.
The hymns of the Sarpa-seers praising the gravans (pressing slones) have
to be considered on this background, taking into account the somewhat fate
emergence of the method of pressing the Soma shoots with the gravans
compared to the older method with the mortar and pestie. The method of
pressing the Soma shoots with the pressing stones no doubt appears to be
slightly crude as compared to the older method which involved the implements
(though they might be crude) made from stone. Whence came then the method
with the pressing stones ? Did this practice follow some such method prevalent
among some people, other than the settled Aryans ? Was this the reason
why the Sarpa-seers could feel like praising the gravans - the crude stones,
they were familiar with ?

The accounts in the Afareya Brdhmapa (At Br) and the Kausitaki
Brahmana ( Kaus. Br.) may help us to solve this problem. The At Br. mentions
a sacrificial session of the gods. It is said that the gods could not destroy
the ‘evil’ or the ‘sinful’, with the result their sacrifice remained unsuccessful.
There came a seer named Arbuda Kadraveya (ie. the son of Kadrd) from
the Sarpa tribe, who pointed out to the gods that their ritual was lacking
in a defail, which otherwise could have destroyed the ‘evil. The detail was
the invocation of the pressing -stones at the mid-day pressing. He invoked
the pressing -stones on the insistence of the gods and the juice of Soma
obtained thereby invigorated the gods. But the gods were apprehensive of
the Sarpa-seer with a thought that his gaze at the Soma, their lord, might
putrify the latter. So they wrapped his eyes with his head-wear. But they
imitated this in later tradition and thereafter started wrapping their own eyes
with the head - wear, while invoking the pressing-stones at the mid-day pressing.
The gods were aware that the Sarpa-seer was invoking Soma with his own
chants and this urged them mix his chants with their rcs (At Br. V. 1 =
26. 1). Sayana says that this mixing of the chants of the Sarpa-seer with
the scs was undertaken by the gods to remove poison in the chants of
the Sarpa-seer.”

Thus, in addition to the invocation of the pressing-stones, which was
the speciality of the Sarpa-seer and which subsequently gave rise to the
office of the priest Gravastut, the special chant at the mid-day pressing in
the Agnistoma sacrifice, where the account is ushered in the AitBr, was
a loan from the Sarpa clan. The loan is in two ways — that of the methodical
ritual of invoking the pressing-stones and that of the chants 1o be sung at
the mid-day pressing. We have already noted the Rgvedic hymns (X. 76;
94 & 175) by the seers of the Sarpa tribe, which appear to have influenced
the Vedic ritualists in the later phase of the Rgvedic period itself in the method
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of pressing Soma with the pressing - stones (grdvans). The account from the
Ait Br. noted above only corroborates this.

The Kaus. Br. (XXIX.1) also relates this account with a significant addition
that the Sarpa-seer Arbuda Kadraveya came to the gods at the mid-day pressing
and specifically told them that they were not performing the office of the
Gravastut (priest) and ‘saw’ the appropriale rcs of the Gravastut priest (RV.
X. 94) for them. Arbuda Kadraveya praised the pressing-stones while he
was standing and so the pressing - stones stand as it were. He praised wearing
a turban and with his eyes tied up. So in the ritual the Gravastut priest praises
the pressing-stones wearing a turban. It is interesting to mark that in the
Agnistoma sacrifice, there is a rite called ‘Gravastutpraisah’, which means at
the mid-day pressing the Adhvaryu priest asks the Abhisotrs to call the sacrificer
and request him to go to the Gravastut priest (gravasiute usnisadanam)®.
It is said here that with the ‘eye’ i.e. the ‘evil eye’ (metaphorically the ‘serpent’®
of the Sarpa-seer Arbuda Kadraveya, came poison to the priests, for nullifying
which he employed in praise the verses connected with Soma, purifying and
repelling poison.

It seems that the persons or seers of the Sarpa-tribe had their own lore
viz. Sarpavidya. A mention of this lore as also such other lores (Devajanavidya-
lore of demons; Asuravidya - lore of asuras) occurs in the context of the
Horse - sacrifice in the éatapatha Brahmana (Sat Br). When the sacrificial
horse with its royal entourage had departed from the sacrificial enclosure
for the one-year round, the Pariplava cycle of legends started at the sacrificial
place and it was made up of minj-cycles, each of ten days ( SatBr. X,
4.3. 6-14). A reference to Sarpavidya (lore of serpents) occurs on the fifth
day, when the Sarpas and the knowers of the serpent-lore (sarpavidah)'®
come to the sacrificial session and the Hotr priest recites for them, one section
of the Sarpavidya'', in every cycle of ten days (/bid. 9). The Gopatha Brahmana
(Gop. Br) uses the word Sarpaveda for the word Sarpavidya and states
that Brahma generated the vydhr#/ Vrdhat from the Sarpaveda (Gop. Br. 1.1.10) 2.
There are other such vyahrtis from other Vedas stated by the Gop. Br. The
vyahrtis occurring here are mystic and they might have come from the non-Vedic
folds or they might have been coined on the pattern provided by such strata
of the people. This shows that the people of the Sarpa-tribe had their own
Veda ie. Sarpaveda, or Sarpavidya. This was the lore stating remedies which
nullified the effects of serpent-venom and exclusively in the Atharvaveda tradition,
they had a vyahrti also of this Veda. This same lore gets the name ‘Visahari
vidya' in the Mahabharata (Adi-parvan 20.16). This lore of nullifying the effects
of serpent-poison is said to be given to Kasyapa by Brahma.

The Paricavimsa Brahmana (Parnic. Br.) speaks of a sacrificial session
of the Sarpas ( Tandya Maha Brahmana - Tand. M. Br. XXV. 15.1-4). It speaks
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of the two Atiratra (over-night) sacrifices—one at the beginning and the other
at the end—and Agnistoma-rites in the middle. The year consists throughout
of tens and tens; only (the middle day) the Visuvat day is twelve-versed
and on this Visuvat day the samans of the serpents are applied. It is said
that through this rite the serpents gained a firm support in these worlds.
The Panc. Br. here enumerates in details the names of different Sarpas (may
be kings and princes of the Sarpa-tribes)'® and the office of the respective
priest held by them. It is interesting to note that Arbuda, on whose name
goes the Rgvedic hymn (X. 94) as praising the pressing-stones, is the Gravastut
priest here (/bjid. 3). It is said that through this rite, the serpents vanquished
death. Hence it is that having left aside their old skin (slough), the serpents
creep further, for they have vanquished death. The Adityas (metaphorically)
are said to be serpents and those who undertake this rite, get the shining
lustre of the Adityas and thus vanquish death.

Now a question — Which exactly is this rite ? The commentators themselves
have a problem.' With the mention of the Visuvat day, if we take it as
a Gavam - ayana saftra, the mention of Abhigara (one who praises) and Apagara
(one who reviles) poses a difficulty, for these two figure only in the Mahavrata
ceremony (Panc. Br. V.3.13), and there is no Mahavrata in this safira. Most
probably as Caland has suggested, the complete list is given here of the
Sarpa-priests and their various offices on the lines of the Vedic priests. The
process of assimilation in the sphere of rituals is no doubt amusing but also
thought-provoking. There is a mention of the Sarpa-samans employed at the
middle day in the rite, which we have discussed. Caland points out that ten
Sarpa-samans are registered in the Aranyageyagana of the Samaveda and
out of these ten the first three are intended here.'® The mention of the
Aranyageyagana (or Aranyagana), in which many folk-melodies, in most cases
opposed to the regular melodies (samans), were included, sheds light on
the nature and status of the Sarpa-sdmans. In later times, the Apastamba
Dharmasdtra lays down that the study of the Veda (obviously in the form
of reciting the Vedic mantras) should be suspended (temporarily} in the event
of the following sounds viz. barking of a dog, yelling of a jackal or a wolf
or an owl, roar of a tiger, crying, and singing of a saman (. 3.10.19).
The sdman mentioned here cannot be thought to be one from the sacred
melodies in the Arcika and the Uttararcika portions and even the Gramageyagana
portions of the Sdmaveda. It could be from the Aranyageyagana or Aranyagana
portion of the Samaveda, in which were incorporated many such melodies
coming from the various strata of the society, which were probably yet to
gain recognition or were newly recognised. This also shows how the Sarpa-
samans might have got an entry into the Vedic fold, to be mentioned in
the Paric. Br. as noted above.

Equally interesting is the laying down of the Sarpanama-maniras, which
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are to be recited standing by the golden image of the man, laid on his back
on a gold plate in the first layer of the Agnicayana - the rite of building
the Great Fire-altar (SatBr VIl 4.1.15-25). These mantras are from the
Vajasaneyi-samhita (XIIl.6-8) and they are for paying homage to the serpents,
which are on the earth, in the air or mid-region, in the luminous sphere
of the sky or in the rays of the sun, those of which the abode is in the
waters, those which are the darts of demons, those which are on the trees
and those which lie in the holes. Serpents, practically from every place are
addressed here and are paid homage to. The SatBr. explains the propriety
of the Sarpanama-mantras in the arthavada by saying that the gods were
afraid that their self (i.e. Agni in the form of the golden man) would glide
or move away (fr.V/srp>sarp) along with the worlds, for the latter are the
sarpas (frVsrmp>sarp ‘to move, glide away') ie. moving away. So are the
Sarpanama - mantras, 10 make them steady. The explanation though given
in a metaphorical way to convince, is rather clumsy. However, being based
on etymology, it will help us in the context of the deity Sarpar3jfi.

We have noted above that the serpent was revered for ils victory over
death, due to its casting off the old skin (slough). The Taittiiya Samhita
(Tait. Sam.) speaks of the brilliance of serpent obtained by the sacrificer,
when the head of a serpent is placed in the first layer of the Great fire-altar.
A yajus mantra is uttered at this time 1o appease the serpent, in the absence
of which the serpent would injure the animals of the village or of the wild
area ( 7Tait. Sam. V. 2.9.5.6). Paying reverence to serpent ( sarpa) shows clearly
that the Vedic ritual tradition had fully accepted this totem as well as ils
tribe, in its rituals.

In this context, it will be appropriate to take into account the deity Sarparajii—
the Serpent-queen—which is generally identified with the earth. To this deity
i.e. Sarparajfi verses are addressed on the tenth day (Dasaratra) of the twelve
day sacrifice'® or the last day but two, of the Gavam-ayana saftra'’, which
is the Avivakya day. It is said that Sarparajii is this earth and through her,
they obtain everything (SatBr. IV6.9.17). According to the Tadtiriya Br. (Tait
Br.), by praising with the rcs of Sarparajiii on the tenth day of the Dvadasaha
sacrifice, they reach the end of the sacrifice and attain the best food (annadyam).
The rcs are said to be prsnivafis because of the word prsni in it' It is
said that the gods are sarpas (fr.V/ s/p>sarp; Sayana- sarpanti gacchanti iti).
Sarparajii is their queen. With the praise of Sarparajii the sacrificer etc. are
established on the earth (Taiz Br. Il 2.6.1,2). The rcs eulogising the deity
Sarparajiii are to be recited, if one of the consecrated sacrificers dies in
the middle of the sacrificial session. In this situation, the other sacrificers should
not abandon the dead, but calling his son etc., should tell him to have the
dead's cremation. The body was to be placed on the southern side of the
altar and then were uttered the rcs in a stotra, to be followed by a sastra,
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lest the earlier (i.e. sfotra) be without any effect. The verses are in praise
of Yama as also Sarparajii, thus establishing the dead in both the worlds -
of Yama and also on the earnth (/bid. 1.4.6.6).

The Sarhhitas of the Yajurveda have already spoken of the deity Sarparajn.
The Tait Sam enjoins that on the Avivakya day (ie. the tenth day of the
Dvadasaha sacrifice) the verses to the Sarparajii are to be sung. Earth is
the queen of what creeps on this earth (7a#Sam VII.3.1.3). The Kathaka
Sam. says that this one (i.e. Earth) is Sarparajii and food is sarparajnarn -
produced from Sarparajit ( Kath. Sam. VII.6). The Maitrayani Sam. also speaks
of Sarprajii to be the earth (Mait Sam. |. 9.7). The TaitSam. in the context
of rekindling of fires, mentions the deity Sarparajfii. A mythical account stated
here by way of arthavada is as follows. Once the serpents thought that they
were growing worn out. Kasarnira Kadraveya beheld the manira—bhamir bhamna
dyaur varipd etc. (‘Earth in depth, Sky in breadth’ etc.)'®. They then struck
off their worn out skins. With the verses of the Sarpardjii, he establishes
the Garhapatya fire (by rekindling it} and by so renewing it, he makes it
immortal. The earth, in order to get proper food, beheld this mantra (RV
X. 189.1), with the result, food came to her (7ait Sam. 1.5.4.1,2). Here the
Garhapatya fire-altar is said to be the earth, which idea is marked in the
ritual-texts (Sat8r. VI.3.1.10,12). Again the idea of serpents casting off their
sioughs (worn out skins) is joined with that of renewal of fires (indicating
a new birth of fires).

The AitBr. also enjoins the chanting of mantras to the deity Sarparajii
on the tenth day (Prsthya Sadaha). It is said that the Udgatr priests, with
the other priests creep together and chant the verses to this deity. The Ai.
Br. says that the Sarparajii is this earth, for this earth is the queen of what

creeps. It is said that the earth was bare (alomika) in the beginning and
saw a mantra (RV X. 189.1). With the result, the dappled colour of various
forms (i.e. plants, birds, all forms etc.) entered her (AitBr. V. 23=24.4). On
this passage Sdyana comments that Sarparijii is a certain deity which is

the form of earth.2° Sayana indicates that Sarparajil and earth are originally
two different deities.

In this connection, a passage from the Kaus. Br. is worthy of consideration.
On the tenth day of the Dasaratra, afler the offerings are given to the wives
of the gods, the priests creep together and praise Sarparajii with the mantras
(RV X. 189. 1-3). It is said that Sarparajii is this earth, for she is the queen
of what creeps. Sarparajfi is Speech, for Speech is the queen of what creeps.
Moreover Sarparajii is cow, for cow is the queen of what creeps (Kaus.
Br. XXVI.4; cf. Sank/;ayana Srautasitra X. 13, 26, also Asvaldyana Srautasitra
VII.13.3-6). The passage is important for knowing the real nature of the
deity Sarparajii, who is said to be the earth, Speech as also cow. This shows
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that originally Sarparajii was a separate deity, later on identified with the
earth as Adili is said to be the earth, indicaling that both are separate but
are identified in the context of some rituals. (Sat Br. 1.3.1.15; 11.3.1.4; v.3.1.4
etc)

Whence came the deity Sarparajil ? It was a loan from the Sarpa tribe,
a tribe revering the Mother-Earth, for she is regarded as the abode of serpents,
especially which stay in holes and ant-hills. The earth is regarded as the
very origin of serpents, they being thereby recognised as cthonic. Sarparaji
originally must be the Earth deified as the queen of serpents, even among
the Sarpa-tribe and the same deity got an entry into the brahmanical ritual
fold. It was straightway accepted and was identified (again !) with the earth.
The etymological explanation stated often from+/ srp> sarp-‘to creep, glide’,
which we have noted and the action of creeping on the part of the Udgatr
priests together with the other priests, thus resorting to the way of sympathetic
or homeopathic magic, propitiating the deity Sarparajii, connected with
serpents — the creeping creatures — clearly indicate the origin of the deity
Sarpardjiii to be from the Sarpa-tribe. It is significant to note that the text
Ravidhana points out that if the Rgvedic hymn (X. 189), the verses in which
are addressed to Sarparajii and which begins with ayam gauh, is recited,
there will not be any fear from serpents (Rgvidhana IV. 119). This shows
that in actual practice the hymn AV X. 189 was connected initially with
the deity of serpents. The explanation of the ritualists as ‘sarpardjAi is this
earth, for this earth is the queen of what creeps’ (sarpard/ii iyam vai jyam
hi sarpato rajni and surprisingly not sarpanam rajnr, which must have been
the original idea) occurring at several places, only proves the recognition
got by the newly admitled deity Sarparajii, which could come on par with
and could be identified with the earth. Another such instance is of Kadra,
the mother of serpents and a principal character in the myth of bringing
Soma from the heaven, who is identified with the earth.?! In the times of
the epics, Kadru is also identified with Surasa, who is also the earth.2? Kadr(
the mother of serpents desiring to have nectar for her children and insisting
on Garuda's bringing it from the heaven, figures in the Mahabharata.?® That
the name Kadrd has its origin in the Sarpa-tribe can be seen from the name
Arbuda Kadraveya (the son of Kadrd) the Sarpa-seer, as has been noted
by us.

The cullural assimilation of the Sarpa-tribe with the Vedic people was
practically complete at the period, when the sacrificial ritual came to be more
or less settled in a specific form, as can be seen from the Samhitds of the
Yajurveda, especially the Tait Sam. and the Brahmanas. By the time of the
Grhyasutras, the worship of the serpents became a regular ritual by the name
Sarpabali also called Sravana or Sravanakarma (Baudhayana Grhyasdtra
n.10.1).24
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The loan of the Sarpa tribe to the Vedic-brahmanical ritual is manifold—

1. Possibly the very method of pressing Soma-shoots with the
pressing-stones ( gravans).

2. The mantras to be recited at the mid-day Soma-pressing in praise
of the pressing-stones. This gave rise to the practice of tying a turban round
the head and also covering the eyes.

3. Probably the very office of the priest Gravastut.

4, The lore Sarpavidya or Sarpaveda nullifying the venom of serpents.
This must have been a detailed and extensive study, as the recitation of
it lasted for one full year, once in every ten-days’ cycle.

5. The Wahrti Vrdhat from the Sarpaveda.

6. The Sarpa-sdmans, which got an entry into the Aranyageyagana of
the Samaveda.

7. The deity Sarparajni.
8. The Grhya ritual of Sarpabali.

The Sarpanama-mantras occurring in the Vajasaneyi-Sam. (XIl.6-8),
enjoined for paying homage to the serpents from all spheres and all regions
are an indication enough to show that the Sarpa-tribe with its totem, which
was introduced to the Vedic people in the later Rgvedic period, slowly got
so much settled in the Vedic fold as to deserve separate mantras for their
deity (totem) in the times of the Yajurveda Samhitd, though there is no such
specific mention.

By the time of the Mahabharata, the process of assimilation of the Sarpas
( = Nagas) with the Aryans was complete, and there could be a mixed marriage
accepling a girl from the Naga-clan. Bhimasena's great-grandfather was a
Naga?® and the sage warding off King Janamejaya from sacrificing the Sarpas
in the Sarpasattra was Asfika, from the sage Jaratkaru of the Yayavara gotra
and a woman of the same name (Jaratkaru) of the Sarpa-clan.®
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Devotional Aesthetics and Temple Icons
Richard H. Davis

When museum-goers in the United States or the United Kingdom visit
an exhibition of Indian art, we often find ourselves viewing a heterogeneous
assortment of objects.” We may see sculptural panels from a Buddhist stapa,
free-standing stone statues of Buddhas, Jinas and Hindu deities all removed
from once-thriving places of worship, bronze icons meant for festival processions,
small courtly paintings intended for individual viewing in the palaces of Muslim
and Hindu rulers, painted manuscript covers from monasteries, bits and pieces
of decorative ornamentation from ruined temples, coins, jewelled daggers, toys,
seals, and much else. While all these objects may well be artful in design
and execution, and all may repay the close visual attention we grant them
in the museum we must also recognize that, in their original settings, these
objects would have served a variety of very different ends.

Looking at Indian objects within a Western museum setting encourages
us to view them as works of "art”, as we have come to define it, within
a distinctive Western mode of aesthetic attentiveness. Each object is presented
as self-sufficient and autonomous, and viewers are encouraged to engage
in "the absorbed and disinterested contemplation of the product for itself,
simply as a work of art (Abrams 1989: 135).” M. H. Abrams calls this
the “contemplation model” of aesthetics, and he traces it to an eighteenth
century “revolution” in the theory of art that culminated in Immanuel Kant's
authoritative 1790 formulation in the Critique of Aesthetic Judgment. In the
two centuries since, the dominant philosophical aesthetics of “disinterested
perceptual contemplation” (in Nicholas Wolterstorff's phrase) has become
imbedded throughout the world of the visual arts in the institutions and techniques
of display, the practices of visual consumption, and the terms of critical
discourse.?

In the past century, the world of art as defined by its Western institutions
has expanded to include the sundry artistic products of other cultures. Now
Indian religious icons, Chinese burial bronzes, and West African ceremonial
masks join the paintings of Giotto and Vermeer and the sculptures of Greek
and Renaissance masters in the halls of the museum, all equally subject
to the disinterested contemplative gaze of their visitors. Svetlana Alpers
appropriately terms this the “museum effect.” Museums, she observes, "turn
cultural materials into art objects.. Museums provide a place where our eyes
are exercised and we are invited to find both unexpected as well as expected
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crafted objects to be of visual interest to us (1991:31-32)." All this guides
us as we view art objecls fabricated in India and now placed in Western
MUSeuUms.

Indigenous Aesthetic Models

When we ask how Indians of the past might have viewed these same
objects, however, we may find ourselves on less certain ground. There is
little in the way of explicit aesthetic discussion of reception of visual art in
the pre-modern Indian literature available to us. Handbooks for artisans, the
genre of $ijpasastra or vastusastra, for example, provide quite detailed and
specific advice about fabricating proper objects according to iconographic
and iconometric guidelines. However, these texts do litile to theorize how
others might respond to such objects.® One finds some indirect evidence
in literary sources. Dramas often feature scenes revolving around painting,
such as in Kalidasa's Sdkuntala and Malavikagnimitra.* One may infer some
indigenous aesthetic values from these portrayals of amateur or courtly practices
of art-making, but these hardly constitute a detailed or systematic treatment
of visual aesthetics.

Many scholars have turned to indigenous Indian literary theory to supply
this seeming lack of visual aesthelics. Starting with Bharata's Ndtyasastra of
roughly the fourth century CE, Indian writers developed a sophisticated body
of aesthetic theory for the analysis and understanding of refined Sanskritic
drama and poetry. Bharata's fundamental freatise is broad in its concerns
(Ghosh 1967). He deals with the origins of drama, construction of the stage,
worship of the gods of the stage, dance postures and the language of gestures,
poetic meters and tropes, costume and make-up of actors, musical instruments,
musical scales and rhythms, dramatic plots, genres of plays, moods and aesthetic
response and much else. From among this array of topics, subsequent theorists
expanded several of Bharata's topics with great analytic precision, such as
the analysis of poetic figures of speech (afamkdra) and most importantly
his theory of aesthetic emotion or rasa. The theory of rasa deals centrally
with the effects that dramatic and poetic art may have on an audience member
of refined sensibilities. In other words, rasa can be seen as a very early
detailed investigation of what in modern critical parlance would be termed
“reception theory” or “reader-response theory.”

From the time of A. K. Coomaraswamy, art historians have suggested
that rasa theory may supply an appropriate indigenous theory of aesthetic
response to the visual, as well as verbal and performative, arts. Subsequent
authors have sometimes taken this as doctrine. “The critics of old applied
the Rasa theory of Nafya and Kdvya [drama and literature] to Citra [painting]
as well,” writes D. N. Shukla. “As a matter of fact, the Aasa theory applies
to all arts.”® But this extension of the theory of rasa has not gone uncontested,
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and some writers have argued strongly against applying the notion of aesthetic
emotion beyond its original and proper object of literary and dramatic art.

Other authors have sought to qualify the application of rasa to the visual
arts by suggesting that different types of Indian art objects sought different
ends, and that only certain types of objects would have fulfilled the aims
of evoking rasa in an audience. Here too in this middle path between adoption
and rejection of rasa, Coomaraswamy may be taken as a forefather, for in
his brief 1932 article on “Reaction to Art in India”, a compilation of anecdotes
concerning paintings and other art objects from classical Indian drama and
narrative literature, he concludes that Indians of classical literature seem to
appreciate art in a great variety of ways. “To sum up, it will be seen that
everyone is thought of as making use of the work of art in his own way:
the work of visual art, no less than a word, being a k@ama-dhenu [wish-granting
cow], vielding to the spectator just what he seeks from it or is capable of
understanding (1932:219)." So should we also appreciate Indian art from
every point of view, he adds.

More recently, Doris Clark Chatham argues in her careful inquiry on the
subject of “Rasa and Sculpture” that, while the production of rasa may certainly
have been a goal in some categories of Indian visual arts, “not all works
of art were thought potentially capable of arousing rasa (1981:22)." She
goes on to cite several types of indian objects that we commonly see displayed
in museums as examples of Indian art, such as decorative art, as not
“rasa-producing.” Significantly, she suggests that religious icons also be
excluded from the production or rasa. “The response of the devotee to the
icon, for instance, is not an aesthetic one, and the aim of the artist in creating
the icon... is not to elicit rasa but to aid the devotee in a religious experience,
a personal union with God. (1981:22).”

As a historian of Indian religions interested in religious arts, | follow the
middle path of multiple purposes here suggested by Coomaraswamy and
Chatham. When we seek to locate indigenous Indian aesthetic values, | would
argue, we need to attend to the underlying purposes of particular objects,
as well as to the artfulness of their forms. |1 have recently been studying
one category of highly-esteemed Indian works of sculpture, Cola bronzes
fabricated in South India during the ninth through thirteenth centuries. These
bronze artworks were originally made to serve as processional icons during
temple festivals. When gods ventured out from their temples into the surrounding
streets, to see and be seen by the multitudes of their devotees, they did
so in the form of these “mobile bodies” (calamdrt). Modern connoisseurs
of Indian art admire these bronzes for their grace and sculptural sophistication
when displayed unadorned on pedestals in museums or galleries. During temple
processions, by contrast, their medieval audiences viewed them dressed in
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silk garments, adorned with gold and jewelled ornaments, covered in flower
garlands, carried on palanquins or great rope-drawn chariots. As the mobile
body of god passed by in procession, the underlying bronze form that we
museumn viewers admire so much was barely visible to its medieval Indian
viewers (Davis 2002).

In seeking to understand how early medieval South Indian audiences
responded to such icons in processions, | have turned to the literature that
| believe gives us the richest depiction of the devotional ethos of this period,
namely the hymns of the Tamil devotional saints, the Saiva nayanmars and
Vaisnava dfvars, composed in roughly the seventh through ninth centuries
CE During the Cola period these hymns were gathered and organized into
canonical collections, the Saiva Tirumurai and the Vaisnava Nalayiraprabandha.
Poets retold the lives of the poet-saints and other devotional virtuosi in
authoritative biographies, notably Cekkilar's Periyapurdnam narrating the lives
of sixty-three Saiva saints and Garudavdhana's Divyasariicarita about the
Vaisnava devotees. Cola period temples institutionalized the recitation of Tamil
hymns as part of the regular liturgy. Ilcons of the saints were introduced
into major temples, and they too joined in the annual festival processions.®

I have come to see the poelry of the Tamil poet-saints as offering a
model of and a model for a distinctive mode of response to one class of
objects we classify as art, early medieval religious images.” | call this a “devotional
aesthetics”, and | believe it offers some striking contrasts as well as some
interesting parallels with the “dramatic aesthetics” of Bharata and his successors.
In this paper | would like to outline scme of the main features of devotional
aesthetics, and use the theory of dramatic rasa as a contrast. | begin with
a brief overview of classical Indian aesthetics, then go on to outline the features
of devotional aesthetics embedded in the poetry of the Tamil devotional saints.
| use both Vaisnava and Saiva examples, as | believe they arliculate a largely
shared religious outlook, despite directing themselves towards two different
divine personalities. | do not wish here to suggest that the aesthetics of Tamil
devotional poetry offers an indigenous aesthetic model applicable to all that
we call Indian art, anymore than rasa theory does. | do claim, however,
that devotional aesthetics provides an indigenous model of religious reception
that both reflected how gifted religious devotees viewed the stone and bronze
images they saw in and around their temples, and that guided other Hindus
of southern India in viewing the temple icons we now call art.

Aesthetic Principles from Sanskrit Drama

Central to Bharata's understanding of the aim of drama is the distinction
between everyday emotion (bhava) and aesthetic emotion (rasa). Sanskrit
drama depicts worldly human emotions, in an unusually refined form, in order
to evoke in an audience of refined sensibility a related but distinct aesthetic
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emotion. The overriding aim of dramatic representation, for Bharata and
subsequent Indian theorists, is the creation of rasa in an audience. Or, as
the later aesthetician Viévanatha puts il, poetry is a slatement whose soul
is rasa.

The evocation of aesthetic emotion requires a number of distinctions or
refinements that distinguish the world of dramatic poetry from the everyday
world. In drama, the poet does not speak for himself, but through his characters.
The characters and events portrayed in drama are understood as fictive or
historical, and the audience is not encouraged to regard them as real living
persons. The characters are generally presented as ideal types, not as flawed
and inconsistent human beings. Actors portray these characters and their
emotional states utilizing techniques of gesture, speech, and facial expression,
but they do not identify themselves closely with the characters whose roles
they play. There is no Stanislavkian method acting here, nor are any ritual
or meditative methods of identification between actor and character employed
here as is often the case in Indian folk drama. Nor is the audience expected
1o enter physically into the events depicted on stage. The stage itself acls
to differentiate the virtual world of the drama from the viewing audience.

Of all the distinctions from everydayness, though, the most important is
that of bhava and rasa. Bharala begins his presentation by describing eight
permanent or fundamental human emotional states: erotic desire or love, humour,
sorrow, anger, energetic engagement, fear, disgust, and astonishment
(Matyasastra 7.10-27). He goes on to list a larger number of more transient
emotions and corollary responses. Through this categorization of the emotional
life, Bharata presumes a universal human psychology. All of us experience,
in various situations, these fundamental emotional states. In everyday life,
however, we experience our emotions in transient, shifting, mixed, often confusing
forms, and in everyday life we are aftached to those persons and situations
that provoke our emotions. We may be erotically atiracted to the one who
evokes desire or feel persisting anger towards the one who infuriates us.
it is difficult for us to view our emotional life clearly when we are engaged
so directly in it.

One great virtue of dramatic representation, in the view of Indian aesthetic
theorists, is that it allows for a clarified, and therefore more potent and more
comprehensible, portrayal of emotional states. The world of drama allows
a Sanskrit poet to explore, with refined expressive nuance, a single dominant
human emotion in depth. The theorists value emotional harmony in presentation,
and so they provide guidelines for which emotions and physical expressions
fit harmoniously with a dominant emotion. A second great virtue of dramatic
presentation .is that it allows an audience to view this depiction of refined
purified emotion without feeling any direct attachment to the objects of that
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emotion. The audience of sensitive observers (safirdaya, literally “one who
shares a heart”) may empathize with the character and the emotional states
represented, but they are free to do so in a more detached and contemplative
manner. It is precisely this unattached but empathelic emotion, arising in a
viewer in relation to the dramatic portrayal of emotion, that Indian aesthetics
characterizes as rasa, aesthetic emotion.

For this aesthetic emotion to arise, the audience must remain in an important
sense distinct from the drama itself and the human emotions portrayed in
it. As Norman Cutler puts it, “It is this essential distance from the circumstances
that individuate and concretize emotion that enables the audience of literature
to experience emotion in the pure, universalized form known as rasa
(1987:59)." This distance accounts for why an audience may find itself
pleasurably savouring the dramatic representation of painful human emotions.
The distancing also allows universalization. Since what is portrayed in a drama
is an emotional state understood to be universal among humans, though here
in a more refined and purified condition, the audience is free to contemplate
what is universal in human life. The value Bharata and his successors place
on detachment from direct everyday emotions links this aesthelic model with
the renunciatory values of many schools of classical Indian religious thought,
which similarly advocate detachment from worldly engagements in pursuit
of a more transcendent state of being. For the tenth century Indian philosopher
Abhinavagupta, the experience of rasa could even be seen as a religious
experience in itself, since it involves the transcendence of individual identity
in the contemplation of the universal.

As a powerful means of discussing aesthetic experience, the theory of
rasa extended beyond the confings of drama into other classical verbal and
performing arts, including courtly poetry, music, and dance. Chatham observes
that “the aesthetic attitudes of the culture” embedded within the theoretical
formulations of Bharata and his successors “allowed for a more general
application of rasa theory (1981:22)." Sa it is no surprise that the terminology
of bhava and rasa enters into some of the handbooks pertaining to the
visual arts of painting and sculpture as well. For example, the “Citrasitra”
section of the Vispudharmottara Purana outlines the nine rasas as moods
to be represented in paintings, and suggests features peculiar to each mood.®
Likewise, certain types of visual representations lent themselves especially
well to the theory of rasa, such as the rasa-ciiras described in the Silparatna
(Ganapati Sastri 1922). These appear to have been pictures of emotions,
intended to convey the appropriate rasa to a viewer through purely visual
means. Chatham discusses early medieval sculptures of the Pallava period
highlighting dramatic action as another type of artistic representation that might
usefully be understood as rasa-producing works of art.
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Translucent lcons

The songs of the Tamil devotional poets, addressed to the two deilies
Visnu and Siva, were composed within an early medieval religious culture
where these gods were widely worshipped in iconic form. Visnu and Siva,
along with a host of other subordinate deities, were sculpted in stone and
bronze, set up in shrines and temples throughout the Tamil region, and
worshipped by their devotees with offerings, services, and songs of praise.
These same religious icons, detached from their original locations over the
course of centuries, we may now encounter as works of art in the Indian
displays of museums in New York, London, and other urban centres.

The devotional aesthetics of medieval South India begins with a fundamental
identification: the stone or bronze representation of the deity is the deity.®
Or, lo state this more precisely, within the proper ritual environment, an icon
becomes infused with the presence of the deity and offers a direct instantiation
of that deity within a particular location. As a result, the image is viewed
not only as a representation or visual depiction of a divine person, but also
as a substantiation or a support for that deity’s living presence. This signals
an initial and important distinction with the underlying premises of Sanskritic
drama, where viewers clearly recognize that the actor playing Duhsyanta is
not in reality Duhsyanta. Medieval South Indians formulated this basic
identification within several prevailing theological models. For example, the
Sr Vaisnavas spoke of Visnu incarnating himself in icons (arcavatara), just
as he had also incarnated himself in other animate forms such as a tortoise
and a giant boar and human forms like Krsna and Rama.'®

The devotional poetry of the Tamil saints is deeply concerned with seeing.
As Indira Peterson puts it, the Saiva poet of the Tevaram aims at “imaging”,
or “directly presenting an intimate and specific experience of his Lord
(1989:31)," and this experience often takes on a very visual form. Poets
direct their audiences first of all to see the deity. The poems are full of
injunctions to “see” “behold” “approach” God.

If you could see

the arch of his brow,

the budding smile

on lips red as the Aovva/ fruil,

cool matted hair,

the milk-white ash on coral skin,

and the sweet golden foot

raised up in dance,

then even human birth on this wide earth
would become a thing worth having.'’
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When the poets do refer to seeing gods, we should interpret this in a “realistic”
rather than in a “metaphorical” sense, as Friedhelm Hardy recommends
(1983:210). The poets refer, Hardy observes, not to imagined or symbolic
deities, but to the physical and visible images of gods in and around the
temple. So when Appar speaks of Siva in his dancing form, in the poem
above or here in a festival procession —

For seven holy days before

the festival of Attami, the Eighth Day,

the Lord of Kurukkai Virattam

goes in procession in his dancing form,

as Ayan and Mal [Brahman and Visnu] and all the gods
bow to him and praise him,

calling him their Lord."?

we should understand that Appar is observing an actual image of Siva as
it is carried through the streets of Kurukkai.

Since an image is identified with a deity, there is no reason for the poets
to distinguish between the two, and so we seldom hear devotional poets
referring to images as images. However, later hagiographical literature of the
Cola period regularly places the poets’ experiences of seeing the deity and
composing hymns about their visions of the divine within a liturgical setting.
Peterson cites one example among many others, from the life of the Saiva
saint Appar, as told by Cekkilar:

He approached and entered the temple

where the Lord who has the golden mountain for his bow
dwells in delight.

He circumambulated it,

prostrated himself at the sacred courtyard,
entered the presence of the three-eyed god,
bull-rider crowned with matted red hair.

Then he fell at his feet,

rose, sobbed out...

He folded his hands in adoration,

and praised the Lord's feet;

his deep love melted in a stream,

the flood from his eyes gushed out

and spread over his body.

Standing thus he sang a garland

of words of praise:

“Those who do not belong to the red-haired god
are trapped in the path of Evil"'-

the Tantakam poem
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which shows us the way !o our release.
When he had sung,

his ceaseless love welled up stronger,...
And he still praised

that jewel-mountain with the golden form
in Vilimilalai of beautiful streams.'

Cekkilar here presents the composition of one of Appar’'s hymns as the direct
result of the poet's emotional encounter with a Siva image in the Vilimilalai
temple.

The Hindu deities Visnu and Siva, towards whom the poets direct their
devotion and their hymns, are defined theologically as limitless, without beginning
or end, imperishable, unchanging, all pervading, beyond the confining limits
of physical form. To each of these deities is also ascribed a great body
of mythical deeds. They each, in their own myths, create and destroy the
worlds, raise the earth, destroy various threatening demons whom other gods
cannot defeat, grant boons to those who are devoted to them, and generally
prove their superiority over all other beings. These myths are narrated in
the literature of the Sanskrit Puranas and epics, as well as in local traditions
of the Tamil region. Such theological understandings and mythical narralives
portray Visnu and Siva as figures of overwhelming, awesome, nearly
incomprehensible magnitude. Yet here they are, present also o the poels
and other devotees in the limited, localized, finite, material form of an icon.
This presents a conceptual challenge. How can one bridge the enormous
gap between the humble stone icon and the magisterial conceplion of God
embodied in Hindu religious literature ? If God is said to be fully present
in the icon, how could the icon instantiate the totality of that awesome deity ?

Several of the Tamil devotional poets explore the complexities and paradoxes
of this identification of localized icon and transcendent deity, and one of
the great effects of South Indian devotional poetry arises from the poets’
shifting apprehensions of the deities Visnu and Siva as they seek to understand
these gods in their full complexity.'® A poet might shift within a single stanza
from looking at the deity present in a particular localized iconic form-

The Lord of Appati

who wears the blooming konrai in his hair,

lo a puzzled reflection on the cosmic dimensions of that same deity—
is manifest

as the seven seas, wind, all-embracing ether,

life's breath in the body,

Earth and bright fire,

the light of the day,



54 Richard H. Davis

and the cool moon
of evenings fragrant with flowers.'®

The poet might wonder how it is that a deity of such awesome aclivities
and infinite dimensions—

See the god !

See him who is higher than the gods !

See him who is Sanskrit of the North

and southern Tamil and the four Vedas !

See him who bathes in milk and ghee,

See the Lord, see him who dances, holding fire,
in the wilderness of the burning-ground,

See him who blessed the hunter-saint !

could be here before him, in such a palpable and charming form.

See him who wells up as honey

in the heart-lotus of his lovers !

See him who has the unattainable treasure !
See Siva ! See him who is our treasure
here in Sivapuram !'®

In other verses, the poet might recognize the deity he sees outside performing
his cosmic feats also as subsisting inside himself, in his heart or his mind,
for God is truly ubiquitous.

He wrestled seven bulls,

swallowed the seven worlds,

filled me with the coolness of his heaven
and became my very mind.'”

The deities they worship, then, appear to the Tamil devotional poets in
several different registers. As the Cola period Sni Vaisnava theologian Pillai
Lokacarya later systematized it, Visnu appears to humans in five different
types of incarnations. He appears as a transcendent being reclining on the
Milk Ocean, in glorious human personalities like Krsna and Rama, in a series
of “emanations”, deep within the heart of every living being, and in icons.'®
The challenge, for the devotional poets and for all who listen to them, is
somehow to encompass the full complexity of this divine presence, or 1o
accept its final incomprehensibility.

The devotional poets do offer physical descriptions of the deities they
see, present in material icons, and they exclaim repeatedly with aesthetic
appreciation of the splendour and beauty of their god. They do not give
direct transcriptions of the visual, however. As Indira Peterson notes, we find
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in the devotional poetry “a poetic iconography in which selection of detail
is governed not by canons of temple sculpture but by the aesthetics of devotion
(1989:96)." More important, the poets' aesthetic responses do not remain
confined with the visual. Their descriptions are infused with their knowledge
and understanding of the deity, which go well beyond the physically perceptible.
Thus the poets reflect and model for others a particular way of viewing Indian
religious images as transiucent. A divine icon offers a palpable, accessible,
perceptible instantiation of the deity, and at the same time it opens out into
a broader vista in which one may also see other aspects of the wholeness
of God's being, in all its multiplicity, its complexity, and finally its
incomprehensibility. With the devotional eye, one sees God in the image, and
also sees through the icon to other dimensions of God's being.'®

Hymns Bursting from Emotion

Tamil devational poets relate not just their sightings of Visnu and Siva,
but also their own direct emotional responses to God. Here the icon may
act as the focal point for this relationship, around which the poets enact
their intense, often difficult, but ultimately fuifilling devotional relations with
their deities. The poets seek and value closeness and proximity to God, and
see distance and separation as obstacles and sources of suffering. The icon
acls like a magnet drawing the devotee closer, enabling the saint to overcome
for a moment the pain of separation. Clearly this is not the more distanced,
universalizing gaze of the refined audience portrayed in rasa theory, but a
direct and particularized visual encounter that aims at increasing intimacy,
even at fusion of human follower and God.

Later Tamil commentators speak of these devotional hymns “bursting out”
from the experience and emotion of the poets at moments of direct encounter
{Cutler 1987:43). We have seen already how the biographer Cekkilar portrays
one of Appar's hymns as the direct outburst of his emotional reaction when
he saw Siva in a particular temple in Vilimilalai. The poems are therefore
understood as direct statements of the poets. Even when a poet adopts a
rhetorical strategy of indirect address within a poem, such as when the male
poet Nammalvar employs the female voice of a gopi to address Krsna,
commentators understand this to be an expression of the poet's “inner female
self” (Culler 1987:69),

Like the ideal audience member (sahrdaya) for Sanskrit drama postulated
within rasa theory, the Tamil devotional poets can be seen as ideals or models
for others to emulate. They are persons with special capacities of receptivity
and appreciation, which makes them also safrdaya, but in this case their
receptivity is due not so much to educated taste as to an especially intimate
relation with their God. The biographies of the saints narrate the special events
in their lives that placed the saints in direct and continuing relation with God,
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and their poems attest to the vivid, often tempestuous ongoing relationship
enjoyed by the devotional poets.?° These relationships in turn enable the
poels to experience and articulate a wide range of emotional responses.

As we have seen, confusion and awe before the paradoxical,
incomprehensible nature of God is one common response. The poefs sing,
at times, of a sense of personal unworthiness and submission, as servant
or slave to a supreme master.

Dog that | am,

I turned all my thoughts to you,

| filled my eyes with the image

of your feet, bright as flowers

and bowed before them,

| surrendered my voice to your bell-like words,

Yet through the portal of this surrender, one can enter Siva’s grace. So,
Manikkavacakar continues —

then you came to me

and all my five senses rejoiced,

O wonder-worker who comes inside me
and rules me2’

Often the devotional saints seek and attain a more equitable relationship
of intimacy, as lovers. Adopting the erotic themes of the secular classical
traditions of Sanskrit and Tamil to religious ends, the poets take on the voice
of female lover in relation to male deity. Within this frame, they sing of joyous
union, but also of the agonies of separation.

Dear friend,
Dear as the Dark One's paradise,

night grows long, many lives long,
when we part;

or goes fast, a split second many times split,
when we are together

So | suffer even when my lover joins me
many nights in a row,

and suffer again
when he goes away.??

They explore other emotional dimensions of this difficult love affair with God:
emaciated lovesickness due to prolonged absence, anger at a lover who
fails to keep his appointed rendezvous, jealousy towards others who also
enjoy his favours, and passionate longing leading sometimes into a kind of
deluded frenzy that envisions the lover everywhere. So Nammalvar here adopts
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the voice not of the female lover, but of the girl's mother speaking of her
o a friend.

When she sees kings,

she says, | see my lord.

When she sees shapes and colors,

she leaps up, saying,

| see him who measured the world.

All temples with gods in their wombs

are, she says, places of the lord dark as the sea.
In terror, in love, in every mood,

she wants

the Dark One's anklets.?®

Or is it delusion ? Vaisnava theologians would point out that wherever the
seemingly incoherent daughter babbles of Visnu, the Lord is indeed present.

So close does the relationship of devotional intimacy become that the
poels sing of being possessed by God, taken over by the Lord's presence,
swallowed up into Him. The contours of separale idenlity melt away. This
leads the poets, in some instances, to the realization that the actual agent
of their own song of devotion is really God himself, singing.

Instead of getting his praises
sung by the great poets

he comes here today gently
makes me over into himself
and gets me to sing of him,
my lord of paradise.?*

To outsiders the behaviours engendered by these extremities of devotional
emotion may seem like madness.

Mumbling and prattling
the many names
of our lord of the hills
with cool waterfalls,
long strands of water,
while onlookers say,
“They're crazy,”
entering and not entering
cities,
standing still or swaying
before a laughing world,
they dance, they leap,
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undone by feeling -

However, Nammalvar reminds us in the final line, to the more comprehending

eyes of the gods, the acting out of devotional passion ennobles these true
followers of Visnu.

and the gods bow down
before them.?®

Later biographies of the Tamil poet-saints locate their hymns within their
direct life-experience, as we have seen, but they also ascribe to these experiences
a broader, more exemplary significance. The Divvasdricarita of Garudavahana
narrates how Visnu became frustrated by the failure of humans to profit from
his previous acts of grace, such as creating the Vedas and incarnating himself
in human forms such as Rama and Krsna. He explains to his wife Laksmi
that this is due to their demon-like nature and their attachment to sensory
pleasures: “with the senses | have given them they enjoy the objects of the
senses, which is similar to the cutting off of the tail of a cow with a knife
given to cut fire-wood."2® Now, he announces, he has come up with a superior
strategy. He will manifest himself this time in the form of icons, suitable object
for the senses. What is more, he has arranged to send other heavenly beings
and his own insignia and weapons to earth in the form of devotional poets.
“They will lead, through stofras in Tamil set to music and displaying my
qualities, the people who are attached to the objects of the senses like sound,
efc... who are comparable to elephants lost in the jungle of samsara, step
by step, into my vicinity, like elephants are led o the big column to which
they are tied..”

In Garudavahana's vision, the devotional songs which seem to burst out
of the individual emotional experiences of the poets take on a paradigmatic
role for other worshippers, who are enmeshed in the world of senses and
emotions. As Norman Cutler puts it, later devotees understand hymns both
as a record of the poet's responses to his or her encounters with God and
also as “the occasion for a ritualized reenactment of the events and emotions
portrayed in the poem’ by those who recite or hear it (1987:70). The audience
is instructed to identify with the poet (who is also a divine exemplar), reenact
that poet's emotional response, and so through God's grace became tied
to the “big column” of divine presence.

Wish-granting Cows

According to a well-known Hindu narrative of creation, the gods and
demons once worked together to churn the Ocean of Milk, and from this
agitation emerged many wondrous things: the four-tusked elephant Airavata,
the shimmering jewel Kaustubha, the moon, the devastating Halahala poison,
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the undying nectar of immortality, and a cow that grants all wishes, the
Kamadhenu.

| do not wish lo argue lhat the aesthetics of the early medieval South
Indian devotional hymns, like some wish-granting cow, offers a unique key
to understanding how Indian audiences would have seen and responded to
all the objects we designate as Indian art. | do contend, however, that devotional
poetry provides insight into how one particular audience, South Indian
worshippers of Visnu and Siva, viewed one particular class of objects, the
medieval icons of those two deities, that we often find featured in accounts
and displays of Indian art. Nor would | agree with Coomaraswamy that an
Indian work of art was itself seen as a Kamadhenu, with every viewer seeking
to gain from it just what they wished. Rather, | would contend that the hymns
of the South Indian devotional sainis, through their canonization and widespread
institutionalization in medieval religious culture, provided an authoritative guide
for how members of that community should respond fo the iconic presences
of the gods.

In its emphasis on identification and emotional panriicipation, devotional
aesthetics dislinguishes itself from the classical Indian aesthelics of Bharata
and his successors. In its identification of the icon with a divine presence
that extends beyond the object and in its advocacy of a deeply inlerested
interaction with the object, devolionai aesthetics also distinguishes itself from
the Kantian aesthetics of “art-as-such” that has dominated modern Western
understandings and institutions of art. As the incarnation or physical manifestation
of God appearing before his devotees, an icon became a locus around which
poets, and those who emulaied them, could enact complex relationships with
the divine, involving intense intellectual and emolional engagement, struggle,
and attraction. If not exactly a wish-granting cow in granting whatever the
seeker wanted, a temple icon was instead efficacious, in the view of devotional
aesthetics, in granting that which a seeker most truly needed.
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Bryant (1978) analyzes similar shifts in the later North Indian poetry of Surdas,
as a rhetoric of “epiphany.”

15, Appar, Tevdram 4.48.1, trans. in Peterson 1989:113-14.

16. Appar, Tevaram 6.301.1, trans. in Peterson 1989:112. | discuss this poem in

detail in Davis, forthcoming.

17. Nammalvar, Tiruvaymoli 1.8.7, frans. in Cutler 1987:139.

18. Pillai Lokacarya, S‘rivacanabhu,sana 24, frans. in Lester 1979,

19. See Davis 1997:26-44 for a discussion of the medieval Indian theology of divine

embodiment and the devotional eye.

20. Shulman 1990: xv-xxxiv describes the particularly infense and troubled relationship

21.

of the Saiva poet Sundaramurti with Siva.

Manikkavacakar, Tiruvacakam 26, trans. in Cutler 1987:162.

22. Nammalvar, Tiruviruftam 16, trans. in Ramanujan 1981:64.

23. Nammalvar, Tiruvayamoli 4.4.7, trans. in Ramanujan 198 1:36.
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24. Nammalvar, Tiruvayamoli 4.9.6, trans. in Ramanujan 1981:81.
25. Nammalvar, Tiruvayamoli 3.5.8, trans. in Ramanujan 198 1:54.

26. Garudavahana, Divyastricarita 85-92, trans. in Hardy 1987:42.
Bibliography

Abrams, M. H. “Art-as-Such: The Sociology of Modern Aesthetics.” In Doing Things
with Texis: Essays in Criticism and Critical Theory, 135-58. New York: W. W. Norton
and Company, 1989.

Alpers, Svetlana. “The Museum as a Way of Seeing.” In Exhibiting Cultures: The Poelics
and Politics of Museum Dispiay, edited by Ivan Karp and Steven D. Lavine, 25-32.
Washington: Smithsonian Institution Press, 1991.

Bryant, Kenneth E. Poems to the Child-God: Structures and Stralegies in the Poetry
of Surdas. Berkeley: University of Calitornia Press, 1978.

Carman, John Braisted. The Theology of Ramanuja: An Essay in Interreligious
Understanding. New Haven: Yale University Press, 1974.

Chatham, Doris Clark. "Rasa and Sculplure.” In Kalddarsana: American Studies in the
Art of India, edited by Joanna G. Williams, 19-26. Leiden: EJ. Brill, 1981.

Coomaraswamy, Ananda K. “Reactions to Art in India." Journa/ of the American Oriental
Society 52 (1932); 213-20.

Cutler, Norman. Songs of Experience: The Poelics of Tamil Devotion Religion in Asia
and Africa. Bloomington: Indiana University Press, 1987.

Davis, Richard H. "Chola Bronzes in Procession.” In The Sensuous and the Sacred:
Chola Bronzes from South India, edited by Vidya Dehejia, 46-63. New York: American
Federation of Arts, 2002.

--- Lives of Indian Images. Princeton: Princeton University Press, 1997.

--- Ritual in an Osciliating Universe: Worshipping Siva in Medieval India. Princeton:
Princeton University Press, 1991.

--- “Presence and Translucence: Appar's Guide to Devotional Receptivity." In Presence
and Images, edited by Rupert Shepherd and Robert Maniura. London: Ashgate,
forthcoming.

Ganapali Saslri, T. 7he S‘/waratna of Srikumara. Trivandrum Sanskrit Series, vol. 75,
98. Trivandrum: Government Press, 1922.

Ghosh, Manmohan, tran. The Natyasasira (A Trealise on Ancient Indian Dramaturgy
and Histrionics). 2d ed. Calcutta: Manisha Granthalaya, 1967.

Granoff, Phyllis, "Portraits, Likenesses and Looking Glasses: Some Literary and
Philosophical Reflections on Representation and Art in Medieval India.” In Representation
in Religion: Studies in Honor of Moshe Barasch, ediled by Jan Assmann and Albert
|. Baumgarten, 63-105. Leiden: Brill, 2001.

Hardy, Friedhelm. “The Tamil Veda of a Sudra Saint" Contributions to South Asian



62 Richard H. Davis

Studies 1 (1979): 29-87.

--- Viraha-Bhakii: The Early History of Krspa Devolion in South India. Delhi: Oxford
University Press, 1983.

Kramrisch, Stella. 7he Vishnudharmottara (Part Ill): A Treatise on Indian painting and
Image-Making. 2d en. Calcutta: Calculta University Press, 1928.

Lester, Robert, ed. Srivacana Bhusana of Piliai Lokacdrya. Madras: Kuppuswamy Sastri
Research Instifute, 1979.

Peterson, Indira Viswanathan, tr. Poems fo Siva: The Hymns of the Tamy! Saints. Princeton
Library of Asian Translations. Princeton: Princeton University Press, 1989.

Prentiss, Karen Pechilis. The Embodiment of Bhakti New York: Oxford University Press,
1999.

Ramanujan, A. K. Hymns for the Drowning: Poems for Vispu by Nammalvar. Princeton
Library of Asian Translations. Princeton Princeton University Press, 1981.

Saunders, Virginta. “Portrait Painting as a Dramatic Dewvice in Sanskrit Plays.” Journal
of the American Oriental Sociely 39 (1919) 299-302

Shulman. David Dean, tran. Scongs of ‘he Harsh Devolee: The Tevdram of
Sundaramurttinayanar. Univers:ity of Pennsylvania Studies on South Asia. Philadelphia:
Department of South Asia Regional Studies, University of Pennsylvania, 1990.

Zvelebil, Kamil V. “The Beginnings of Bhakti in South India” 7emenos 13 (1977):
223-57.



An Inscribed Buddha Image at Khajuraho
Devangana Desai

Khajuraho in Madhya Pradesh is well known for its magnificent temples
built under the patronage of the Candella rulers and their merchants in the
period between CE 900-1200. The temples were affiliated to Hindu and
Jaina religions. While more than 25 of these temples and hundreds of Hindu
and Jaina images are preserved in this medieval temple town, there is just
one solitary image of Sékyamuni Buddha found here (Pl 1). Even so, this
one image, a colossal figure of the seated Buddha in bhdmisparsa-mudra
(earth-touching gesture), is a definite evidence of prevalence of Buddhism
at Khajuraho, though on a limited scale. It is rather strange that this is the
only image of Sékyamuni Buddha' preserved at this site and that there are
no other images of the Buddhist pantheon, such as those of Bodhisatitvas,
Tara and others, found here. The Buddha image is now sheltered in the
Archaeological Museum at the site (Acc. No. 450).

It is in 1864 that Sir Alexander Cunningham found this Buddha image
near the Ghantai temple, in the vicinity of the Jaina temples in the eastern
zone of Khajuraho. He says: “I found lying amongst the ruins oulside, the
pedestal of a colossal draped figure inscribed with the well known formula
of Buddhist faith, ‘ Ye dharma hetu prabhava,” & c., in characters similar to
those of the Sarnath inscription, which are generally assigned to the sixth
or seventh century."? He attributed the Ghantai temple to Buddhist faith, but
later agreed with James Fergusson that the temple was Jaina in affiliation.
The temple represents the Jaina goddess Cakreévari on the door lintel and
16 auspicious symbols seen in the dream of the mother of Jina.

Notably, Cunningham believed that the mound No. 28 on his Site Plan,
now called Dhaurar, situated near the Ghantai and other Jaina temples, to
be the remains of a Buddhist monastery, because he was “able to irace
the walls of many of the surrounding cells.” Krishna Deva in his 1990 publication
of the ASI calls Dhaurar (meaning citadel) the highest mound of Khajuraho.
It is “full of old structural remains which have been recently cleared in a
trial excavation by the Archaeological Survey. The exposed structures comprise
medieval remains of a palatial brick building with mouldings, besides a wall
of large ashlars, constituting the ruins perhaps of a palace complex. Near-by
are two old wells, besides extensive traces of low mounds representing what
appears to be an old habitation site.’®> Whether it was a palace or a large
Buddhist monastic complex remains to be decided. But today a local school
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building is constructed on the mound, which precludes any excavation on
it in near future!

In this context | would like to report a circular stone coffer (diameter
48.2 cm of the container, 53.3 cm of the lid), which | noticed lying in the
compound of the Parsvanatha temple (in 2001), along with fragmentary Jaina
and Hindu images found in the vicinity of the Jaina complex.This coffer, though
small in size, reminds me of the coffer containing Buddhist relics and bronzes
excavated at Sopara, and now preserved in the Asiatic Society of Mumbai.
Perhaps the coffer of Khajuraho contained Buddhist relics. Also | would like
to mention that during the 19" century reconstruction of the jagafi-platform
of the Kandariya Mahadeva temple, many old pieces of dilapidated shrines
were reused. Among these there is a fragment of a ceiling depicting floral
design, which in style of carving is similar to the carving on the halo of
the Buddha sculpture. Also nearby on the jagati is embedded a 9™ century
door lintel bearing on its /a/afabimba an image of Kubera (Jambhala ?), which
could be part of a Buddhist complex. One also wonders whether the sculpture
representing a dignified couple, seated peacefully beneath a Ficus tree having
spread-out branches (now in the open-air site Museum, Acc. No. 1605),
dateable to 8"-9" century, could be Buddhist in affiliation, portraying Jambhala
and Hariti, rather than the Parents of Jina. But, curiously, no other Buddhist
finds are reported so far at Khajuraho.

Coming to the Buddha image (1.340 x 1.130 m), we can notice that
it is of greyish sandstone, somewhat different from the usual Khajuraho lot
carved in buff sandstone. Sakyamuni is seated in padmaéasana on a lotus-petalled
pedestal in bhamisparsa-mudrda of the Enlightenment. However, his fingers
do not actually touch the pedestal, but reach up to his folded leg. The left
hand, holding the pleated end of his upper garment (sarghati), is placed
on his lap. The upper garment, depicted with parallel schematic folds, covers
the left shoulder.

The face, though mutilated from the upper left side, has serene expression.
The head has conventional curly hair with a central protuberance. The preserved
right eye is open. The lips are thick. The three conventional striations on
the neck are similar to the Buddha figures of Bodhgaya, Sanchi and also
other Khajuraho figures. The halo is broken in such a way that it is difficult
to know whether it was round or elliptical, but it is certain that it was decorated
with scroll and lotus designs, as the preserved part displays these designs.

Dating the Image

Krishna Deva observes: “The image has a stylised elliptical face, with
a tender and peaceful expression which is different from the sophisticated
and conscious elegance of the well-known Buddhist sculptures from Mahoba.”
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The Mahoba Buddhist images, it may be noted, are stylistically assigned (o
the 11™ century. Krishna Deva has significanlly noticed in the context of
the Khajuraho Buddha that the depiclion of “the eyebrows, unlike the Khajuraho
style, are shown curved deeply following earlier art tradition.”* However, he
dated the image to the 10" century on “stylistic considerations” and also
on palaeography of the inscribed characters of the Buddhist formula on the
lolus pedestal.

But a closer look both at the style of the image and the palaeography
of the Buddhist creed inscribed on its lotus pedestal suggesls a date earlier
than the 10™ century, as we shall soon see.

Design of the left side halo of the Khajuraho Buddha image

The surviving portion of the halo of the image (Pl. | and Fig} shows
an ornamental band consisting of a stylised lotus flower and scroll design,
dotted with a border. It bears some faint resemblance to floral and foliate
designs on haloes of Buddhas and Bodhisattvas of Sarnath of 5" century,®
but it is not as deeply cut, and is certainly later than these in date. Also
the open eye of the Khajuraho Buddha is different from the lotiform eyes
of the Sarnath Gupta Buddhas. Though geographically distant, similar
physiognomy of the Buddha seated on the lotus pedestal can be observed
in the Tin Thal, Cave 12, of Ellora in Maharashtra, assigned to about CE
700.8 Prof. R. C. Sharma, expert on Mathura sculptures, on seeing the photograph
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of the Khajuraho Buddha image, observed that it could be certainly much
earlier than 10" century in date, and could possibly be assigned to the 8"
century. While going through numerous photographs of Buddhist images at
the American Institute of Indian Studies, Gurgaon,-| could see that the design
on the halo resembles the design and style of the ornamental waistband
(Pl. Il of the famous Sanchi torso of Bodhisattva (now in the Victoria and
Albert Museum, London), datable to 8"-9™ century.”

Notable in this context is the Buddha image seated in bhamisparsa-mudra
on a double-petalled lotus, now in the sanctum of Temple 45 at Sanchi®
it is inscribed with the Buddhist creed, which, according to Debala Mitra,
is in characters of the 10™ century.® However, the American Institute of Indian
Studies has dated the image stylistically to CE 875. The facial features of
the Sanchi Buddha are broader than those of the Khajuraho Buddha. The
schematic folds of the upper garment are closely spaced, and the end part
of the garment is arranged on the left shoulder, unlike in the Khajuraho image.
The halo is decorated with floral motifs.

Coming to the palaesographic study of the characters of the inscribed
Buddhist creed, “ ye dharma hetu prabhava..” (Pl. IV) on the Khajuraho Buddha
image, | have consulted three scholars. Dr. HS. Gopala Rao, epigraphist from
Bangalore, said that the characters couldn't be later than CE 800. Dr. H.
R. Thosar, epigraphist from Mumbai, said that they could be asigned to 8"-9"
century, in "Rastrakuta-Pratihara period.” Jinnah Kim, a scholar from Berkeley,
who specializes on Buddhist manuscripts and inscriptions, dated the letters
between 800-900. Cunningham, as mentioned earlier, found the letters similar
to those of the Sarnath inscribed creed of about 6™-7™ century. | looked
up Gaurishankar Ojha's book'® on palaeography, and the characters of the
Khajuraho Buddha pedestal inscription seem to be of about CE 850 or earlier.

Taking both stylistic and palaeographic grounds, we may date the sculpture
to about the mid 9" century, some years earlier than CE 875, the date
assigned to the Sanchi Buddha.'"

Significantly, historian S. K. Mitra, writing in 1958, found the characters
of the inscribed creed on the pedestal of the Buddha image assignable to
9" century.'? He says, “The only archaeological evidence of Buddhism earlier
than the rise of the Candellas is furnished by a large image of Buddha,
seated in bhamisparsa-mudra on double-petfalled lotus...”

Implications:

The Buddha image would then precede the main temple building activity
at Khajuraho, namely, the Laksmana (Vaikuntha) temple in Nagara style, CE
9580, and even before it, the Causatha Yogini (c. 900), the Laguan Mahadeva



Buddha image; now in the Archaeological Museum, Khajuraho.
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B. Details of halo on the left side.

A. The surviving halo of the Buddha image, Khajuraho.



Detalls of the walstband of the Sanchi torso

I



image.

Inscribed letters of the Buddhist creed on the lotus pedastal of the
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(c. 925), and the Brahma (c. 925). This would perhaps suggest that the
Buddhist establishment was one of the early religious and artistic activilies
at Khajuraho.' Like other Buddhist centres, it must have had links with Buddhist
establishments of the period such as those at Sanchi, Gyaraspur, Bodhgaya,
Nalanda, Sarnath, Sirpur and others. It is difficult to say when Buddhism ceased
to hold its sway in Khajuraho. The play Prabodhacandrodaya by Krsna Misra,
staged in the time of the Candella King Kirtivarman in about CE 1060, looks
upon the Saugatas (Buddhists) unfavourably. But in the Candella town Mahoba,
Buddhism was prevalent in the 11" century, as Buddhist images, including
Tara, Simhanada AvalokitesSvara, and Buddha have been found (now in Lucknow
and Jhansi museums).'*

Based on the evidence of the inscribed Buddha image, it can possibly
be said that before Khajuraho became a major temple site, there was a Buddhist
establishment there. The Candella chiefs, who were earlier feudatories of the
Pratihara monarchs of Kannauj, must have found this a place worth for their
setflement and activities. The Jaina merchants also followed up in the wake,
and the site turned into a great temple town from mid 10" century.
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Some Early Sculptures from UJjain
M. A. Dhaky

Four decades and a half ago, while working in the Department of
Archaeology, Government of Gujarat, | had come across a few small, greenish,
and bluish grey schistose plaques depicting standing figures of Visnu. They
were picked up from the old mounds in Kutch, Junagadh, and a few other
sites. Going by their archaic style, physiognomical features, and the typology
of crown and of other ornaments, they all seemed to belong to the late
Ksatrapa or early Gupta period.' While glancing through the sculptures collected
from within the environs of Ujjain — a few also could be from some other
near about sites — in Malva (M.P),2 | noticed interesting stylistic correspondence
between some of them and the above-mentioned Gujarat examples: but,
iconographically, the Malavan pieces are more varied, more clearly defined
in terms of delineation, and possess more interesting detfails. At the outset,
I shall dwell on these pariicular sculptures in this article. Since Ujjain was
one of the most sacred as also among the most ancient sites, temporally
covering all of the established historical periods in north India - its beginnings,
on the evidence of literature as well as of archaeology, going back to ¢
the fifth century BCE - one may expect to find fairly early antiguities including
figural/divinity sculptures from the matrix of its space-time-cultural continuum.
The earliest such finds noticeable in the museum collections seem to belong
to the late Ksatrapa-early Gupta period, the three out of the four examples
there, as | today seem to feel, are reminiscent of the style of the schistose
sculptures from Gujarat and illustrated here and discussed in detail.

The first three sculptures that here will be considered, apparently are
in the same general period-style though carved, as recorded in the index
cards,? in different varieties of stone. As | recall, while the Guijarat instances
| had noticed ranged in height between four and five inches, the first two
selected from Ujjain collection being noticed, seemingly are about seven inches
tall. Among them the first one (PI. V-A) is an instance of the Trailokyabhramana
Visnu,? carved in greyish sandstone. The deity has somewhat stunted legs,
mounted as he is on Garuda in the so-called European fashion. Clockwise,
his arms from the lower right hand show the abhaya-mudra, the mace, next
what looks like a full-blown lotus but could have signified the cakra or disk
since a ring is shown as circumscribing the petals, and the conch, the last
three being his usual atiributes: the unambiguously represented lotus, his fourth
attribute, however, is missing, unless one assumes that the cakra and the
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padma together have produced a syncrelic atiribute, though such an instance
would be considered exceptional. Where it should have been lotus flower,
one sees here the upper right hand raised in abhaya or assurance giving
gesture. The seated figure between the deity's legs seems to be partly an
anthropomorphic Garuda wearing a leathery textured loin cloth which covers
his thighs. The snakes are seen as though being pressed down under Garuda’s
partly avian looking feet. To Visnu's left side is a tiny figure of Ganapati,
seated, and to his right flank stands a female figure. Behind the deity’s head
is shown padmaprabha, lotus-aura. Visnu wears a flat-topped octagonal kirita-
crown showing leathery design. The treatment of the deity’s sparse ornaments
and the defails of visage including the open and thickly laid eyes reveal
a date not later than ¢. 375-400 CE.

The second figure (Pi. V-B) also said to be in grey sandstone, is of
Skanda-Kartikeya mounted on a peacock and holding in the right hand a
lance that almost looks like a trident with the central spear-head and the
two lateral spikes squeezed to form a single mass: and a partly amorphous
looking birdlike object, which he carries in the left hand that rests on the
left leg's thigh, doubtless was intended to represent a cock as indicated by
striated lines on its upper-front, indicative of feathers on its neck and the
chest. Skanda wears flattened jatabhara and has, like his father Siva-Trilocana,
a third eye incised in the centre of the forehead, the normal two eyes are
slightly elongated, almond-shaped, and open. Behind his head is provided
a horizontally laid, somewhat ovalish and a little crudely worked plain
candraprabhda or moon-light halo circumscribed by a beaded border. The
eyes of the deity's faintly smiling face are treated like those met in sculptures
of the Kusana-Ksatrapa period, wide open wilh a suspicion of stare. The
gem-set armlets of the simplest design — just a circular band studded with
pearls/gem-stones and without a central gorgeous bejewelled buckle — and
the neck ornament as well as the waist-band rendered in the same simplistic
workmanship are also of the early type. Skanda wears a lower garment exiended
up to the knees and is, like that of the Garuda of the previous example,
of a leathery texture. This figure, too, may date from ¢. 375-400.

The third sculpture (Pl. VI-A) appears o be slightly smaller in size than
the preceding two and is said to be of steatite. A polycephalous cobra is
noticeable behind his head. The figure's body is human but it is not quite
clear whether the legs are intended to be serpentine or the humanic legs
remain hidden behind the cobra’s twisting and tapering lower half which
surfacially is an ostensibly visible feature here: The head, with archaic looking
normal eyes and a third incised eye together with other facial features just
as the compressed crown (intended to be octagonal) with leathery texture
indicates very early Gupta or late Ksatrapa times for its modelling. The image
may either represent Nagaraja/Nagendra or, if the legs are really serpentine,
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it plausibly may represent a /mahoraga/ triton (though why, in that case, should
he have a nagachatra) who is included among the eight classes of the vyantara
demi-gods in the Jaina dgamas dwelling on cosmology.® In the panoply of
decorative and significant motifs carved on the Buddhist stipa rails, toranas
et cetera, the mahoraga somelimes may be spofted. In point of fact, the
mahoraga was depicted fairly frequently within the time-bracket of a couple
of centuries before the Common Era and plausibly also during the first century
of the first millennium. After that, it is rarely met in carving. (It is, in fact,
an alien figural motif which speedily was forgotten and hence later missing
in sculptor's figurative art.)®

A fourth, and likewise a smaller piece in the same general vein and
of the same date (not illustrated since to a fair degree worn out), shows
a two armed Candi killing the buffalo demon.

The early pieces, next in time in the museum collection, stylistically are
of the High Gupta, late Gupta, and pre-medieval periods. But none of the
available in this lot is wholly entire or undamaged or unweathered.

The earliest in this second group is the stone figure (Pl. VI-B) of medium
size, of Candika killing the buffalo-demon and having only two-arms, a type
in representation that rarely is paralleled, and that too, in the Gupta period.”
Stylistically, it seems 1o ally with the now famous Samalaji group of sculptures
from northeast Gujarat and likewise could be of the first half (probably the
second quarter) of the fifth century. The compassionate, contemplative, but
weather-worn face otherwise is serene with a sort of an early Airatajaia-like
hair-do, a rather short neck but round and full bosom, and a flashy but
supple seeming body that exhibits an elegant dvibhariga posture with raised
right leg crushing the demon’s horned head, the trident shown as piercing
his body. The figure of Mahisasura, however, is much too worn out. The
image of the goddess doubtless possesses pretensions of gracefulness and
has a well-balanced just as finely delineated configuration.

_ The second piece (Pl V) is a bust of a haloed male deity, plausibly
Aditya. The head here shows half open eyes presaging the type that will
be common in Malava and Gujarat in the earlier decades of the medieval
period. The face reflects an illusion of quiescence, which seems somewhat
distantly akin to (though the visage and facial features not so handsome
as) those of the sculptures of the rock-cut Brahmanical and Buddhist caves
of the Konkana-Maurya period in Maharashtra® as also of the sixth and early
seventh century Jina images in Panna and Deogadh areas. The head,
nonetheless, does look serene and dignified. A tiny lotus-petal halo is shown
behind the crown’s grasa-head. One other lotus-halo, shown behind the deity’s
head, is superimposed on the plain, well-proportioned, and effective
candraprabha, which is the main halo, that rises from behind the deity's shoulders.
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It wears a simple, oclagonal, flat-topped Airita of pleasing proportions. Though
plain, it shows an unusual type of central adornment in good relief. The
ornament in question consists of two half segments of a three-stringed mala
of pearls parting into two festoons ending in an apical grasamukha, the area
left vacant between is filled with a floral molif. Two gem-siudded neck
ornaments - one collar-like and having a smooth appearance, of evenly done
workmanship and fine finish, the second being a wide, large, semi-circular
gem-studded torque, separated from the first by a few inches and coming
closer to the chest: It creates a special aesthetic in the style of wearing
the neck ornaments. Heavy kundalas hang from the thick rings piercing through
the ear-lobes. It is a pity that the image is not entire. But the bust indeed
is impressive,

Next in time in this group is Visnu (Pl. VIII), his figure, larger and slands
centrally as well as prominently in the total composition in his usual samabhariga
posture and with a few afttendant figures which one usually comes across
with him from pre-medieval times onwards. The god here has two arms,
the hand portion of the right arm broken, the partly mutilated left hand holds
a conch. The tall, smooth, relatively slender, and metallic seeming mace, which
derives from an early form but is more refined and graceful, appears on
the deity’s right side, the cakra is shown in the corresponding position up
on the left side. Visnu wears a necklace, an upavita, a kalisutra, and the
transiucent dhoff with a lower-cloth band, and what seems a long golden
vanamala. An octagonal but summarily treated decorative ornament for the
kirita graces the deity’s head. A round candraprabha is circumscribed by
a plain double rimmed border whose inner rim juts out in higher relief. Near
the feet of Visnu stand the somewhat dwarfish Sankhapurusa (right) and
the Cakrapurusa (left) and beside them flank two larger figures, the Kaumodiki
gada (?) (right) and what seems the Padmapurusa (?) on the left. Above
them, on each side, is a figure of vyala topped by that of the makara. The
general style of the figures and the typology of ornaments including headwear
of the attendant lady figures suggest late eighth or early ninth century and
thus the early Prafihara period for its fashioning. It could be a cult image.

And finally may be noticed two images of Ganapalti, both sadly mutilated.
The older of the two images (Pl IX) has its head intact but the legs and
the left arm completely gone just as the greater portion of the right arm
destroyed, the ears, too, are considerably damaged and the terminal part
of the trunk is also broken. Its triple halo, like the linear top view visualized
in space, of the planet Saturn with its surrounding belts, is boldly embossed
on the surface of the stele visible in the background. Two subordinate figures
flanked the halo, of which the right one alone, but in highly mutilated and
hence in an unrecognizable condition, now remains. The head is bedecked
with a graceful pattabandha / diadem, the neck shows a fine ekavafl of pearls.
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A broad, flat, and plain golden torque was intended to be an inch or two
below the ekavall. The sarpopavila is also there. The rendering of the head
and torso is partly schematic partly reflecting an elephantine presence and
the overall effect is of its having the spark of divine. When entire, this image
of Gane$a must have been one of the chastest and the most convincing
figures of that god. It may date from the seventh or latest by early eighth
century.

The second figure (Pl. X) is avaijlable in somewhat better condition. The
ears and the right arm, for the larger part though, are broken and the tip
of the trunk is likewise damaged. Above the head is a compressed karanga
type of tiara and below it is a paftabandha with hanging pearl festoons.
A hara of gems, the heavily bejewelled keydra-armlet and ndgopavita are
the other ornaments that the deity wears. The modaka-patra, with damaged
laddus, is discernible in the image’s left hand. Below the deity’s right foot,
the rat mount is visible, seated as it is on the plain pedestal of the deity.
The image of Gajanana, with its placid head, is a good example of the scuiptures
of its class of the date ¢. 900-925,

These small groups of images lend some insight into the variety of sculptural
styles spread over five centuries in the pre-Paramara Ujjain and hence in
the ancient and pre-medieval Malavades$a.

Motes and References

1. To my knowledge, these pieces so far have not been published. And currently,
| do not have their photo-prints for comparing.

2. All of the pieces illustrated here belong to Vikram Kirti Mandir, Ujjain. The
photo-enlargements are reproduced by the courtesy and kindness of the American
Institute of Indian Studies.

3. The information as recorded on the photo-archival documentation cards in the
AllS, Gurgaon.

4.1n 1967, when Pratapaditya Pal was working in the American Academy of Benares
as a colleague, he had shown me a clear photograph ot a Nepalese Visnu, its
icononomical type till then was known as Garudartdha Visnu. lts engraved inscription
of c¢. the fifth century CE. in ils tex}t, as | call at this distance in time, invoked
him wilh such words like *vande Vispu Trailokyabhramana (h?m?). Since that time
| have been calling this form of Visnu as "Trailokyabhramana Visnu.”

5. Such as the Vyakhydprajiapti (present version, ¢. 1%-2" fo 3 cent. CE), the
Prajiapand sutra of Arya Syama Il (¢. 3"-4™ cent. CE), et cefera. | forgo citing
the details.

6. The presence of third eye for a naga deity is intriguing. A third possibility of
identificalion of this image is as Sesavatara Balarama. But the wine bowl is absent
and how to explain the third eye will be a poser here too. The experienced
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iconographers, like N. P. Joshi, can explain the peculiariies of this image and
properly identify it.

7. | remember a Gupta period site where a small shrine showed on its back wall,
a two armed Durga with d/iaka hair style. At that site, there also exists a larger
shrine of the same period. But | cannot now recall the name of the site.

8. Compare, for example, the sculptures in the JogeSvari and the Elephanta caves
near Mumbai and Cave 4 and Cave 26 at Eliora, the latter cave there being éaiva,
the first Buddhist However, the slightly flaring nosfrils and half open eyes of our
Z\ditya‘s face inhibit the manifestation of the contemplative mood that characteristically
would shine with transcendence that we nofice In the cave temple sculptures.

lllustrations

V-A. Trailokyabhramana Visnu. Late Ksatrapa, early Gupta perlod. ¢. 375-400 CE.
V-B. Skanda-Kartikeya, ¢. 375-400.

VI-A. Nagaraja (or mahoraga?), ¢. 375-400.

VI-B. Candika. Early Gupta period, ¢. 2" quarter of the 5" cent.

VIi. Probably the bust of Aditya, ¢. 7"-8" cent.

VIIl. Visnu, standing, Pratihara period, ¢. 8" cent.

IX. Ganapati. Pre-Prafihdra or early Pratihara period,c. 8" cent.

X. Ganapati. Late Prafihara / Pre-Paramara period, ¢. 900-925.
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A. Trailokyabhramana Visnu. Late Ksatrapa,
early Gupta period, ¢. 375-400. B. Skanda-Kartikeya, ¢. 375-400.
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A. Nagaraja (or maharaga?), c¢. 375-400.

B. Candika, Early Gupta period, ¢ second
quarter of the 5th century CE.
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Probably the bust of Aditya, c. 7"-8" century CE.



VIII

Visnu, standing, Pratihara period, ¢. 8™ century CE.



Ganapati, Late Pratihara/Pre-Paramara period, c¢. 900-925.



Ganapati, Pre-Pratihara period, ¢ 8" century CE.



The Text of Kalidasa’s Works in the Manuscripts of Harvard

University, USA, and Wellcome Trust, UK*

Rewaprasad Dwivedi

The Harvard University has about 2300 Sanskrit Manuscripts preserved
in its Houghton Library (HL), a special collections library, adjacent to the
much larger Widener Library, instituted in 19 14. The university obtained these
manuscripts at the end of the 19™ century from Gujarat, Maharashtra, and
Rajasthan provinces of India. A catalogue of these manuscripts (MSS) was
prepared and published in 1935 by Poleman, under the title ‘Catalogue of
Indic Manuscripts in the United States of America’ It is very useful in the
research on Sanskrit literature.

The HL has about 25 MSS of Kalidasa's literature (KL). Generally, these
manuscripts provide readings of Kalidasa's literature corresponding with
previously published works. There are a few noteworthy readings, all of which
have been selected and printed in the latest work on KL, especially in the
second edition of my Complete Works of Kalidasa (CWK-2). Observations
on some of the readings from the HL collection of KL are presented here.
Included also are observations on four manuscripts of Raghuvamsa at Wellcome
Trust, London, England. '

Raghuvamsa [ AV]

The following five MSS of AV at HL were consulted in detail: MS Indic
241, 415, 772, 915 and 916. Qut of these, the first four are complete.
MS Indic 916 starts with the fourth stanza 'yathakalaprabodhinam' of verse
number 6 of canto 1, and ends with the words ‘ripe gite ca’ of 15.65.
Though it is incomplete, it is valuable, MS Indic 918 contains the text of
Mallinatha’'s commentary Sanjivani up to eighth canto with the text of verses
up to canto 5 and 6.2 upto the word ‘ mivesvare. MS Indic 919 is a manuscript
of the commentary of Dharmameru on the first canto of RV without verses.

in the second half of the verse 5.4 ‘apyagrani’ elc., of this epic, the
following two sets of variations are available as illustrated in the photocopies
I, Hand Il of the MSS.

* This publication is * by permission of the Houghton Library, Harvard University.”
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1. JaET JHARIATRR-AITca Qe

and
2. Y%Al JHASINATH Sl Sd~I e S

Of these, for the first there have been as many as nine variations available
in the MSS, as well as in lhe printed editions. They are as follows:

1. AH instead of ATHY
2. [s]ar: [verb] instead of [T [instrumental case] FHARINHTE SF-aaTicd
actia:
3. in variant-2, 9G4 has been replaced by 3Tl
4. I ot gioaNT quay,
5. T Jakeat fawg Bam
6. Ig-aquTed ATaF |
7. MNETHIGT Haes:
8. Aa=ehifcd shawiiey
9. =i difarae

The second one runs like this - '/okena caflanyamivosparasmef.” In this
reading ‘fvaya’ has no need to change like 'tu ayah’ as the counterpart
of the simile '/foka’ does not allow it.

QOut of these, only two images emerge, that of-
1. 949, 37 and d&faE, and
2. 3T /=T, 3T and ShasTh

The term 'diksita’ has been a particular type of term having the sense
of ‘yajamana’ behind it. More so, the term 'ugra’ had been unfamiliar to
the name of Siva in the post-Vedic classical age of Sanskrit language. This
was the background why the image of 'ugra’ had been changed into other
images. It is also to be kept in mind that the commentators on the RV were
mostly Jains. Mallinatha is also believed to be a Jain, as he also bore the
litle Sari, popular in Jains.

Unlike Mallinatha, Hemadri preferred and explained the reading
comprehensively, even quoted Mahimnah Stotra “v&: &t &%: ayafatim:’ etc.
No doubt, the image of Vedic faith, ie., that of 'diksita, caitanya and ugra
(Siva) was also not unknown to the scholars.

On the other hand, the image of 'light, sun and world or universe’ is
very much common to all the faiths, irrespective of any creed, Vedic or Jain.
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Of these two images, the image of ugra, caitanya, and diksita, stands
nearer to the speaker Raghu, who has recently performed the sacrifices named
Visvajit and that was the fresh incident and experience for him that he had
first oblated his own spirit into the sacrificial fire and then obtained it back
in the form of Lord Siva called by the specific term ‘wgra’. Kaliddsa has
described the peculiar form of Siva in the shape of yajamana in the ninth
canto of AV-

AHfFRveYd FIMET IR FRFIRIE |
it A TEmTET T )
RV 9.21

In another context, yajamana is called an amsa of Trilocana. After defeating
Lord Indra, Raghu requested that Indra should let the incident be intimated
to his father himself, as being a human being, Raghu could not be allowed
to reach his father Dillpa, sitting in the yajiasa/a in the form of Trilocana
(Siva), one of his eight forms -

T I FAraiE q&ra, BeerwiTar guee: |
doa Hevewg, fawriufa: goifa e | qun ey i

RV 3.66

Even in all of the Nandi-verses of his plays, Kalidasa mentions astamarti
Siva, one of whose forms is regarded as yafamana. In other passages as
well (such as ARV 2.35, 2.54, etc.), Kalidasa has used this idea recurrently.
In fact, the intuition of Kalidasa is possessed with the idea of the identity
of yajamana and Siva. Therefore, it was natural for him to put the idea in
usual way of simile. It is surprising that Mailinatha did not recognize this
Vedic image in his commentaries, even though he was well-versed in all
the sastras. Perhaps he did not have AV manuscripts with this reading available
to him. | am pleased that all of the seven RV manuscripts preserved in HL
possess the reading ‘caitanyamugradiva diksitena’, which | have also adopted
in both of my editions of Kalidasa Literature (Kalidasa Granthavali, first edition
published in 1976, second edition, CWK-2, published in 1986). These MSS
are old, with notes in the margins by multiple persons. The scribes of these
MSS appear to be experts in the art of writing, with access to appropriate
paper and writing instruments.

it is to be noted that MS Indic 918 at HL has been written with the
help of two different copies of AV. From one, the commentary of Mallinatha
is copied down, wherein verse 5.4 contains the text ‘lokena
caitanyamivosna-rasmef.! At the same time, the verse is written as
‘caitanyamugradiva diksitena. The scribe of this MS did not pay attention
to the text of the commentary.
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It appears that this manuscript was written by two different scribes, one
who wrote the commentary and the other the verses. This is quite evident
from several pages in this manuscript where only commentary is written,
but there are no verses. The verses have been incorporated up to the end
of fifth canto and the portion ‘mivesvare’ of 6.2 only. On this page there
is blank space for two lines of verses, and in the subsequent pages, the
space for verses has been left blank.

It is also a fact that even the commentary of Mallinatha needs some
critical edition. It is not improbable if the MS of Mallinatha’s commentary too
would be available written with the reading having the image of ugra, caitanya
and yajamana. Similarly, in the Sanjivani commentary, there are many variations
in RV printed from different places. There are three texts of Sarjjivani published
from one city, Bombay - the text printed by Venkatesvara Press, Prof.
Nandargikar's edition published in Bombay Samskrta Series, and the edition
published by Nirnayasagara Press. Even these differ from each other. There
are other copies wherein two different commentaries have been mixed up,
with Mallinatha's commentary for one verse, and Hemadri's Darpana for the
other, sometimes even on the same folio. Previously, | have presented
photocopies of this type of manuscripts in the introduction to the critical edition
of Hemadri's commentary Raghuvamsadarpana, published by the K. P.
Jayasawal Research Inslitute, Patna, in 1973.

The reading available in Mallindtha’'s commentary on the above verse
is somehow repeated in idea in the verse 35 of the same canto of RV

o GSARTYIST O g T gy |
T oY Hany] aeTRTa i staeis: |

In this verse, the images of Sun, Aloka, and Jivaloka are very much
essential to avoid the sense of nivoga. Luckily there is no variation at all
in this verse.

The copies of the MSS are correct also on other points. In the verse
2.42, the Nirnayasagara version contains the text ‘tatparva-bharige. In the
edition of Professor Nandargikar, Mallinatha's commentary has 'sarige’ instead
of ‘bharige’. | am pleased that the HL MS Indic 918 has the text ‘sarige’.
The MS 520 of the Wellcome Trust of London has this reading as well.

Similarly, the text of second half of verse 2.5 is correct in the majority
of HL MSS, and in the MS 520 of Wellcome Trust of London (photocopy
IV). However, MS Indic 918 of HL is unclear, with a compound between
‘avyahata’ and 'svairagati’. Even in the compound the scribe could try to
put the token of ‘a/’ on the first epithet ‘avydpata’. In that case io0o, one
may imagine the drop of visarga after ‘avyahata’. It is clear from the writing
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that someone else has applied the symbol of ‘a/’ afterwards. But the writing
‘gateh’ is very much clear, which clarifies the confusion created by overwriting.
However, the writing of the same word in MS Indic 772 is '{ali’ only converling
into ‘s’ as - ‘halas-svai' [hatas-svairal. The same reading is very much
clear in the MS 520 of London also.! The sense of ‘avyahata’ is made
available through ‘svaira’ itself. It falls, therefore, in the category of useless
repetition called ‘punarukti’ On the other hand, being an epithet to ‘samrat’
it has reached the stage of essenliality that was very much needed for an
aftendant and was difficult for an attendant of the position of Samrat, who
is not allowed to enter an unsafe region like the forest. In the verse, the
poetry has now reached a very polished stage with these two adjeclives,
termed as 'kdvyalinga-alankara'. Now the samaradhana has become possible
as the attendant had also reached where the cow reached willingly. This
reading is accepted as text in the CWK-2. We may remind the tendency
of dropping visarga in the position of this type of conjunctions of words
in other MSS. In the first verse of Rtusamhara ‘pracanda-suryah, etc, the
visarga had been obviously dropped after the word ‘vagaha’ like in the next
verse the visarga is dropped after the word ‘sasanka’, making it unusually
connected with the next word ‘ksafa’ in the shape ‘$asdrika-ksala' instead
of 'sasdnkah ksata' as is printed in the CWK-2.

In the canto-4, the verse 68 ‘falra hapa', elc., 'kapolapataladess is the
accepted reading in the edition printed by Nirnayasagara press. In the text
of CWK-2, it is replaced with the text ‘kapolapalanadesi’ Professor Rai
Anandakrishnaji of Banaras Hindu University, has given preference to 'patala’
on the ground of evidence found in paintings. But, all of the five AV manuscripts
in HL have the reading ‘pafana.’ The text ‘patala’ is not even described in
marginal notes.

Also, in verse 470, a new reading has been imagined:
‘turiga-dravina-rasayah upada vivisuh samyak samudramiva nimnagah.’ Here,
the famous reading in the fourth stanza was ‘ notsekah kosalesvaram.' However
the compound in ‘tunga-dra’ is most welcome. This reading is accepted as
the genuine one and printed in both editions of AV. In the HL manuscripts,
this compound is present in all copies. So far as the new simile is concerned,
it is found in MS Indic 916 only.

in the verse 4.55, ‘marula’ (? marula) is the unanimous reading in MS
Indic 241, 415, 772 and 916, instead of 'Mura/a’ as accepted in CWK-2.

MS Indic 918 is incomplete, yet the cataloguers have imagined ils age
as 1790 AD. | think it is admissible on the ground of the condition of paper

1 The Wellcome Trust, London (Ili).
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that it is relatively new and the style of writing is also more modern. In
MS Indic 415, the date of its writing is mentioned 1o be 1714 AD, ie.,
76 years older than MS Indic 918, which is also acceptable given the relative
conditions of these manuscripts. The other RV manuscripts at HL are very
old, and the above reading is included in all of them.

It is a pleasure {0 note that MS Indic 241, 416 and 772 accept the
same reading for verse 1.76 as selected in CWK-2 after detailed discussion.
Similarly, in CWK-2, verse 16.47, the word 'vane’ was replaced with ‘nave’,
a reading also found in HL MS Indic 241 and 415, but not in MS 1221
of Wellcome Trust, London.

The reading ' sa setum bandhayamasa’ etc. of verse 12.70 is very important.
The printed text of this verse is as follows:

T g S SEiaeE |
WraeTfeadet 99 @eE miE |

In this reading, an acquisition of bandhana is not applicable o Sesa.
But the scribes of all these MSS ftried their best and finalized the reading
as accepted in the CWK-2, that is, 'yo babhau ocoo magnah oo sesah.’ It
was very difficult to change the 'plavagai’ as 'yo babhau' and 'magnam’
as ‘magnah’ with ‘Sesam’ as ‘sesah.’ The printed text of other editions like
the Nirnayasagara Press, Bombay, is available in the Wellcome Trust MS 1221.

We are thankful to the scribes of the MSS, though they missed the corrections
at many points. For example, in 2.13 [prktastul, 17.47 [kataryam). In the
first ‘gandih’ is very clearly written instead of 'gandh’ [gandha with suffix
‘in] that is a tendency of Kalidasa as described in the foolnote of the verse
in CWK-2. This '‘Gandha’ reading is selected and adopted for text in MS
520 of London (IV). So also in 17.47, the ‘Aicdpada’ very much approved
with the script, Brahmi of Kalidasa'a age, about 2070 years ago is written
as usual ‘msvdpada’. However, we should not overlook the gap of long time
and change in scripts in between the ariginal and these masterpieces.

Let's remember here thal the last interpolated verse,
o gfeamenfiEmRrE T
sferreforergeaTaiar fem |
PR F:nﬁ'-r M
gaRfa fagm @ agrt-=onsi

as noted in the footnotes on verse 19.57 in CWK-2, is not available in
all the manuscripts under reference.

All manuscripts of RV have different sequence of verses in cantos 4,
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9 and 18, the details of which would require a separate paper. Three facts
in this respect are to be noted -

1. Nothing like the variant reading like 'colaka’ instead of ‘kerala' in
the verse 4.54 ‘bhayotsrsta’ efc., that is the verse number 60 in MS Indic
241, number 59 in MS Indic 772 and 915, and number 51 in MS Indic
415 and 916. It is placed at number 54 in CWK-2.

Out of the four copies of this canto in the manuscripts at Wellcome
Trust, the reading 'colaka' is available in none. In MS 1222 of Wellcome
Trust, this verse is put in margin only, yet the text is written with the reading
‘kerala.

2. In canto number 9, the verse ‘surabhi’ which was left out by Mallinatha,
has been accepted by each of the HL manuscripts in their original text In
instead of ‘surabhi’ etc., has been mentioned in these manuscripts, but only
as a variant reading. Manuscript 1221 of Wellcome Trust follows Mallinatha,
and leaves the verse ‘surabhi’ etc. out.

3. The readings in canto 18 are the same across all the manuscripts.
Therefore the geneaology of King Raghu remains uncorrected, which is an
error first probably made by the poet himself.

Rtusamhara (RS)

Though | do not accept that AS is a poem of Kalidasa in whose intuition
flashed the masterpieces like Meghaduala, Kumarasambhavam, etc., | do not
see any harm to Kalidasa if we examine the MS of RS as a work written
in Sanskrit, whose MSS have been found throughout the world over the past
five cenluries.

There are three MSS of RS in HL. Of these, MS Indic 313 bears the
title * Kafidasa-krta sadrtuvarnana. It starts with the word, 'visesa-saryah’ (Photo
V) without any marginal mark of any other variant reading. This is unlike
other copies | consulted in 1986 while preparing CWK-2, and in the additional
references | consulted to prepare the more recent critical edition of RS published
by Sahitya Akademi of Delhi. The exira verses at the end of the last chapter
are written in the manuscript as usual, but the popular verse
‘amrimarnijula-marijari-vara-sarah’ is not found in any of the HL manuscripts,
similar to the manuscripts | used to prepare the critical editions of AS.

Though the MS Indic 2128 starts with the word ‘pracanda’ itself, yet
the word ‘visesa’ is available in all the colophons, totalling six in number.
The colophons run like this-
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g shfadmesl Ffoemedt fiw / g9y / W / =< / Rifwy
Fu-au am g [/ B [ gt ) oagd [ ogem: [ owe &l

After the sixth colophon, the date of the MS is given like this -

¥8: @ |I&I §aq, ¢&E, U NG YEA ¥ foiRaq wmewn dww
v I, ARG |1 1111l [here ends the line]

It is evident that in the seventh decade of the nineteenth century, the
reading Visesasuryah' was existent. Other references of the same reading
have been made available in the footnotes of the Sahitya Akademi edition
in 1990. As suggested in the editor's note in the above edition, it is true
that the adjective ‘visesa' represents a special characleristic of the poem.
Think over the point. who bears here the character of hero? It is not a
human being, but the ever circling wheel of nature. Or none else, but the
very self of reader called sahrdaya. Otherwise, why have the Jain sadhus
continued to copy this for centuries? Abhinavagupta's words are true: ‘one,
who is murn/ or vita-raga, tests the amorous literature with interest.” * Munerapi
s3 vasana astyeva, na hi vita-ragopi viparyasian bhavan pasyat; na hyasya
vinakvanitam kaka-ratitakaipam pratibhati [Locanal. As in ‘mukiaka’ here in
this poem RS also none else bears the nature of hero excepl ihe soul, called
reader or enjoyer of the poem. This characteristic is really very visesa, or
special, not available in other poems.

Somehow the tradition of calling ‘Visesa’ in regard to RS is significant,
and is available aiso in the HL manuscripts.

The headings of the chapiers are 'sarga’ even in the MS Indic 313
at HL. Let us remember the fact that the titles of chapters of /RS have been
called ‘varnana’ as the references are available right from Sir W. Jones, the
first editor of this work. It is to be noted that it was Sir W. Jones who had
prepared the edition of RS through the scholars of Government Sanskrit College,
Calcutta, which had been printed and published in 1792 as a first printed
Sanskrit work in the Bengali script. There too, the chapters are called ‘varnana’
and not ‘sarga’. The edition was based on four copies available in Calcutta
and in its territory. It means that the tradilion of calling chapters of RS as

‘varnand’ and nol as ‘sarga’ was spread all over India from east to west.
As

1. the HL manuscripts were collected from Gujarat, which is in western
India;

2. | have also found 13 copies of RS from Ahmedabad, also located
in western India;

3. it is not impossible that the copy preserved in Bharata Kala-Bhavana,
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Banaras Hindu University, which bears the titles ‘varnana’ in colophons, would
have been collected by Bharatendu Harishchandra from some source in Gujarat
as well. His collection was donated to Shri Raya Krishnadasa who, afler
establishing the Bharata Kala Bhavana, donated his own collection to it.

Meghaduta [ A4D]
In the HL, there are as many as five manuscripts of MD:
1. MS Indic 2153, written in Vikrama Samvat 1663
2. MS Indic 2386, written in Vikrama Samvat 1770
3. MS Indic 834, date not mentioned
4. MS Indic 835, prepared in Vikrama Samvat 1707
5. MS Indic 984, written in Vikrama Samvat 1649.

Besides these, there are two other MSS, with commentaries only and
no text.

It is also notable in the context of these manuscripts that the division
of pdrva-megha and uftara-megha is not recognised and the total number
of all the verses is given at the lasl verse, as follows:

1. 1-124 in MS Indic 984

2. 1-125 In MS Indic 833, 834, 835
3. 1-126 in MS Indic 2156

4. 1-127 in MS Indic 236.

The number of verses in these MSS is different because the interpolated
verses have been included in the genuine text. The order of verses is also
different in these MSS, and a detailed description would require a separate

paper.

| have also included the following verses in the text in CWK-2, but without
numbering them, thus keeping the total number of verses at 111.

1. JEIGET after verse 30

2. g after verse 61

3. AR ol ey WA= after verse 69
4. Ff=q after 110 + 1/2

The following verses have been placed in the footnotes after various



84 Rewaprasad Dwivedi
verses:

1. 3TeaERTT<d AR Aoy (after verse 17)

2. riferg fiaTfT (after verse 20)

3. BRIEARIE oFE: (after verse 31)

4. GITHT o o FUNGH: (after verse 31)

5. ITATSAT oW (after verse 87)

6. fmr: q¥m: | (after verse 88)

7. aTqfe JauTin: (after verse 102)

Besides, one verse is imagined and put in the text without number after
the first half of verse 111.

a. G- 9fed - FReRgamATY

b. g FrgaaTe Shfad ardem: ||
c-f. Ffwq Woooo -frla

g. Wd Fear famgfaa-grdar-afda &
h. "ereiq ar fae sfa ar weagswmggen

It is to be noted that a new verse is also available in the MS Indic
2153 after the verse 'dasapura-vadha-netrakautihalanam 15V It is as follows:

g S SO foregrH-

WERIIIaAdd! arfun rafir

T sﬁe‘r W-@qﬁa-nmw

feemreiion faeraye qdd @iftam |

Here, it is to be noted that the verse ‘pafrasyama’ is not available in

the HL MSS. At the same time, the following verses have been incorporated
at the end in MS Indic 236:

AT oo Siifad emdm: 1R33N

d HF Toeay feeraraTssaTE
TGS SHfgaRdl e Jeaen: |
qreAed qafearar: @i aen @g: 1%
I Il STAGHUAT d g e
I AEHEed: HlaUmdsHy: |
et fanfaayen godt gefat
HmieHioag@r W =g Rl
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e et e
amsner-fafa /feasm e fae: |
rgenferafafguar gfgwma: wei
T WINFRUTE FIIGRISHR 1361
JERECIUaAfd: () EET: Jew, |
nrhTaT-ferfaa-adamafyy (7) @
FTHH GATTAIS HEGETRTIH 1130l
gia ot aforerasdl=- fatfadqarsd fagqhinm |
daq teeo - a¥ AE(T) g t2-fe afv(fafa)ag
TR " AraSETE HEeH, ARG dacleHr
yfir-»afd-a&e [here ends the copy]

At the end of MS Indic 835, the following verses are also available:

(a1 oed somfy 9 o faear fawEmm 1330)

FEIRS TG ooo IiEHITCTHIT

R fafafen] (7) gfoedfdfeen

gefe: dheiideq HHEY T 11%]

d 6 qufs erq Regamamaas

gTUTRET SHfeaar dag e |

TN (?T) Q'EI[F‘I]HWT[W] disfy el W‘Tﬁ:

F T FRMAHAGRAT JRET gAY 1Y

YT ATl SereHar ai fernsfr e

YN Hedged: HiauERaHhT: |

s femforayen ot gufet

HrmfeHfatag@r, HsamE . 1RE
(painting)

df: 11 ot 1| g9 WEg 1l (ends the page)

MS Indic 835 runs on the next and the last page of the manuscript
as follows -

gfd simerRfamfocedd Augd merEe & I e )

31T -Ar@n(9T)q, Qyfeferymrs
aede foflad wasT |
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aq waurf. aRwireE
gir qerfa f& & Raw(@)fa 1 sfieg
v e Rafv(Ra)d shf[a)wrers-

I - TEHIGRG JEhy STTCHYSIYY |

O (@)FAISHAT: F O vag || g 1 e sEf

sf: 1 ooft 1 oft o et ok s s s e s o
oft: |

3 d o aF oTd UHT THFWHYF R @l

[Here ends the line and manuscript with leaf number 8.]

In MS Indic 834, the following verse is written continuously like this:

[FrarErY fager-semt i e qwe: (lyw1] Brareyreafag af=ah: famm:
fateepffindad it & war ag  ofomfr EEEgRERT
A TERrega TR 11661 o

It is to be noted here that the fourth stanza is written here as first and
the first as fourth. It is but a scribal mistake.

Very much significant, however, is the reading of its preceding verse
“tasyah kincit! Here the sense of vulgarity is dropped through the reading
‘vipula' instead of 'vivria’, though the sense of the reading ‘'vivrfa’ is put
forth by the first half of the verse itself. The reading ‘vijpulajaghanam’ has
been accepted by Jinasena, the Jaina writer of the famous work
‘Parsvabhyudaya’ One may draw the conclusion that the HL MS Indic 834
represents the Jaina tradition of Meghadita's text.

All of the MSS of MD in HL do not skip the compound in the word
‘svadhikara-pramattafh’ of the first line, unlike the MSS prepared in south India,
which do skip this compound invariably, as followed by commentators like
Mallinatha. One can freely draw the idea of locative case in the same word
if the compound is followed. In the remaining parts of these MSS, the scribes
have not attempted to select appropriate text. The reading ' sadyah-patapranayi
(verse-10) or 'kamarid hi pranaya-krpanah' (verse-5) are the touchstones
of the criticality in the writer of MD manuscripts.

Kumarasambhavam [ XS]

The manuscripts of KS are judged through the contents and the number
of cantos. In one tradition, the MSS of KS have been written up to the canto
7. In others, they are complete with canto 8 included. In the third tradition,
as many as nine new cantos are added to the text, and in this tradition,
there are total 17 cantos. In the HL collection, no manuscript subscribing
to the third tradition is available.
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As far as the evaluation of the available MSS is concerned, it is enough
to say ihat their value is significant. The text of MS Indic 833 and MS Indic
2114 is found correct in many places. The crucial point in KS is the text
of verse 2.51, whose text in these MSS is incorrect. The real and correct
text is included in CWK-2, as follows:

dfceem falt g8 &= q&r o= |
Faufwze o YadE goaa: |

In the printed editions, ‘srstam’ is printed as ‘srastum’. This is lotally
irrelevant as discussed in the introduction of CWK-2. | am pleased to find
the same text in MS Indic 2114 at Harvard (Photocopy V). This manuscript
appears to be very old, but the script is clear. Through this photocopy, it
is evident that the scribe of this manuscript had before him only one text,
the one considered to be the most authentic text of Kalidasa in CWK-2,
with one correction in the word ‘vibhoh', from which the visarga was dropped
in CWK-2. In MS Indic 833, the same idea is clear from the writing
‘vibho-rmyrstam’. Here, ‘sr’ is understood as ‘my as the preceding Visarga
is changed (Photocopy VII} into ‘7. It is a mistake in the scribe’s understanding.
In fact, the original reading would have been ‘vibhoh srstam’. In KS text,
I have selected ‘vibhofr' as ' vibho' for the long left invocation to Lord Brahmadeva.

It is clear that the moderation in the KS text was felt and done centuries
ago, and the critical faculty being applied today was applied then also.

As far as the book consisting canto 9-17 is concerned, it is very much
clear that these cantos have been added afterwards?, as-

1. the language used in these cantos is grammatically wrong;

2. the vocabulary used is borrowed from local dialects of some modern
age, and

3. the idea of devotion to Lord Siva is diferent from that of cantos 1-8
of this epic.

This is discussed in detail in my other articles.

On the above grounds, Mallinatha cannot be accepted as the author of
these cantos, as he was an expert writer. On the ground of canto 12, the
authorship of these cantos may be allocated to someone who bears the name
‘Sankara’.
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Malavikagnimitra [ A44]

The manuscripts of MA are very rare. A lot of MA manuscripts are available
in south India. In north India, the Raghunath Temple library of Jammu has
a few MA MSS, and Jaipur and Bikaner in Rajasthan each has one MA
MS. The famous Sarasvati Bhavan library of Sampurnanand Sanskrit
Vishvavidyalaya has only two or two and a half MSS of MA. The three collections
of Banaras Hindu University have no MA MS at all. | think, on this background,
the position of HL is unique, wherein a complete MS of MA is available
as MS Indic 1323.

This MS starts with the reading 'ekaisvarya-sthito-pi pranaya-bahuphalo
yah. Here, the compound in the first two words is very much welcome,
as is supported in my footnote on the first verse of the play in CWK-2.
The reading ‘prapaya’ is significant, though | think it should be ‘pranayr’.
MS Indic 1323 is the first manuscript with this reading. More than 50 usages
of 'pranaya’ are found with ‘pranay7 in KL. | have discussed in CWK-2
wherein the meaning of ‘ ydcana', suppliance or rather a request, is also included
as in the fourth stanza of the verse 5 ‘dhamajyoti’, etc. of Meghaduta, or
in the same stanza of the verse 10 ‘sadyah-pata-pranayi’ [and not al any
rate 'sadyah pati pranayi’ etc] of Meghadita itself. Still, | think the reading
'pranata’ is better as it includes the pranati of niskama bhakia, or the devotee
without any desire, also.

In other places like 2.8 and 3.13, the manuscript has the usual readings.
In the case of 2.8, it is to be noted that there are as many as eight variants
in one verse. Unfortunately, this manuscript was left unused in both editions
of my Kalidasa Granthavali. Nor the edition of Professor lyar, published by
the Sahitya Akademi, Delhi, took note of it. It was available in the Nirnayasagar
edition of the commentary called Avaloka by Dhanika on the work called
Dasarupaka prepared by Dhanadjaya. Both of these writers flourished in the
tenth century and were contemporary writers of Abhinavagupta. Dhanika’s
skill in the composition of Sanskrit verse was so refined that it amazes the
readers. He stood second to none in this field. This great writer put the
verse in a different shape. | did not realize this myself prior 1o the publication
of my CWK-2 in 1986. Later on, | presenled this observation at the All
india Kalidasa Samaroha of Ujjain, some three years ago. It was as if the
first word of the verse has been changed. Let me produce both the readings
here:

2. The details are available in the Ph. D. thesis of Dr. Sadashiva Dwivedi, Banaras
Hindu University MSS of KS.
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Text in Avaloka NS ed. Text in MA as printed

3. &dlo Ao

R. o=rdd o A

3. og‘]ﬂ(f{?{o oHTdEd o
¥-4 SEREFCTE: TRRFEIIE
§- WA I G iC RG]

¢ fawam famae.

The text of Avaloka is based on the authority of the Abhinayadhyaya
22.43 of Bharata's Nalyasastra, wherein the following six Vvika/pas in any
dance are prescribed: 1. vakyam 2. sUca 3. ankura 4. $§akha 5. natyayitam
6. ni-vr{rvr-ttyankura.

Here, in the observation on and the criticism of the dance performance
of Malavika, the technical terms may very well be used. They will not go
against the poetic art as admitted by the aestheticians under the head avacakatva.
The terms ‘antarnihita-vacana, Sakhayoni sadvikalpa, anuvrtti bhava,
ragabandha, and rasa' are the terms which might have gone against. When
so many technical terms are allowed, what kind of harm would then be
done in the use of ‘sadvikalpa’ ? | think this reading had been forgotien
long ago, but up to the time of Dhanika, it was known to art critics.

The verse 3.13 has a very significant reading, as adopted in CWK-2.
It was available as early as the lime of Vamana of CE 800. The CWK-2
text of this verse was quoted by him as an example of the alarikara called
sama-parivrtti. This texl was not noted in the editions by Professor lyar, and
even by S. P. Pandit, in their editions with notes of MA. The scribe of MS
Indic 1323 at HL was also not aware of this reading.

Prakrit passages are written in Prakrit itself, however in the margins on
some pages, their Sanskrit equivalents are also noted.

The Bharatavakya runs with the name of Agnimitra, the hero of the play.
Vikramorvasiyam [ VK]

The HL does not have any MS of VK, however, Poleman has reported
a VK manuscript (number 523, dated CE 1861 to have been preserved
in the University of Pennsylvania. | have ulilized this manuscript in my CWK-2.
In this manuscripl, the work is called ‘fofaka’ instead of nataka. Also, it bears
the text of apabhramsa-gathas in the body of the text.

Prakrit portions of this manuscript are written in Prakrit language. A
photocopy of this manuscript was reproduced in the introduction of CWK-2.
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Abhijianasakuntalam [AS]

Four MSS of AS are preserved in HL. These are MS Indic 1084, MS
Indic 1085, MS indic 1086, and MS Indic 1103.

The last one is incomplete, with its remaining portion consisting of leaves
bearing numbers 66-72. On page number 1 of the first leaf, this manuscript
starts with the text ‘#athai citram ! sanu ¥ aha vi danim vagattha' [perhaps
from the act 7] and ends with the words [7.7.2] dascaryadarsanah sarilaksyate
manusya [ends the MS.]

The remaining three HL AS manuscripts are complete, however,

1. None except MS Indic 1086 mentions the name of Vikramaditya in
the prastavana (Photocopy VIII).

2. Unlike CWK-2, none of them contains the correct and very much
relevant text in 4.3.4. It is the same as in many other printed editions.

3. Al these are of the tradition of texl available in the editions printed
with Raghava Bhatla's Arthadyotfanika. The same version was followed in
1842 by Dr. Otto Boehtlingk of Bonn and in 1876 by Sir Monier Williams
of Oxford University. The text of the edition published in 1922 by the Harvard
Oriental Series, USA, is not found in any of these MSS.

4. These copies do not bear viskambhaka of nakalasikas for the seventh
act. This viskambhaka represents the version prevalent in Kashmir, as is evident
from the Sahitya Akademi edition prepared by Prof. Velankar. It means these
MSS do not follow Kashmir tradition as well.

5. They do not put forth the twin preludes before the fourth act, available
in the Ahmedabad MS displayed in CWK-2.

6. Prakrit text is presented in its original form, and its Sanskrit equivalents
are not included.

7. There is nothing unusual in the text of these MSS. For example, the
Nandi verse has the reading 'prapannastanu. The other reading 'prasanna’
is not available in these MSS. Also, the Bharalavakya has the usual readings,
published in printed editions. In this verse, all of these MSS have the last
stanza as follows - ‘Sruti-mahatarn mahiyasam. The last line of MS Indic
1084 is:

ey 1| g 1 3 frsmear @9 O<ondl Aueisy: ®ATEIST o
Fifoerafatfedr o || d@aq teRE | @-fE-saneaf-fia fesmpE: | ariid
forar wmvar fadm Srsamei || TfTecamMEEnyd- g - AR foog g e
shvesTgmeay, || Jieg 'dema: || syt @ | ey sdsme: |
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[Here ends the copy]

The condition of this MS is poor. The first page is pasted on the leaf
wherein word ‘candraloka’ in the copy is visible. The last page of this copy
is marked with visible lines-

TEH - (TR T - Y- W3 Mgt sy | RS aeHmead |
General

1. For all of the works the headings of chapters like prathamah, dvitiyah
sargah, ankah, etc., have not been given at the beginning of these chapters
in any of the manuscripts. This practice is maintained even in the HL manuscripts.

2. At the beginning of play parvaraniga of 23 parts had been performed,
nandr was one of these parts. But the heading about the pdrvarariga is
generally avoided. The same practice was followed in all the MSS of Kalidasa's
plays in HL.

3. All of the MSS | consulted are written on paper, and in their margins
there are many clearly wrilten explanatory notes. This is also useful material.
It must also be preserved.

4. The condition of the paper for some of the manuscripts is very poor.
Some chemical preservation of this old record is needed.
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No in KG-2 241 415 | 772 | 915 916
SA RAJYAN 1 1 1 1 1 1
nyasta-§astram 1fn 2 2 2 2 2
DILIPANA 2 3 3 7 7 3
in margin
PURUHUTADHV 3 4 4 3 3 4
SAMAMEVA SA 4 8 5 8 8 5
tn margin
CHAYAMANDA 5 5 5 3 4 6
PARIKALPITA 6 6 6 4 5 7
MANUPRABH 7 7 7 5 6 8
SA HI SARVA 8 11 10 11 11 9
MANDOTKA 9 10 9 10 10 13
NAYAVIDB 10 9 8 9 9 12
PANCANAM 11 9/12 11 12 13 14
YATHA PRA 12 10/13 12 13 13 11
KAMAN KARNA 13 10/14 13 14 14 10v
kaman
kamalapatra 12fn 15 14 left
LABDHAPR 14 12/15 15 15 15 15
NIRVRSTA 15 13/16 16 16 16 16
Adhijyamayu 15fn 17 17 17 17 17
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No In KG-2 241 415 | 772 | 915 916
VARSIKAM 16 18 18 18 18 19
PUNDARIKA 17 19 19 19 19 18
PRASADASU 18 20 20 30 20 20
HAMSASRENISU 19 21 21 21 21 21
IKSUCCHAYANI 20 22 22
IKSUCCHAYAANI | 20fn 22 22 22
lasya goptu 20fn 23 23 + + 23v
PRASASADOD 21 24 24 23 23 24
MADODAGRA 22 25 25 24 24 25
PRASAVAH 23 26 26 25 25 26
SARITAH KUR 24 27 27 26 26 27
TASMAI SAMYAK | 25 28 27 27 28
SAMYAK TASMAI 28

SA GUPTAMULA 26 29 29 28 28 29
AVAKIRAN VAYO 27 30 30 29 29 30
SA YAYAU PRATH | 28 31 31 30 30 31
RAJOBHIH 29 32 32 31 31 32
SYANDA

PRATAPOGRE TATA | 30 34 34 33 33 33
MARUPRSTHA 31 33 33 32 32 35
SA SENAMMAHA | 32 35 36 35 35 36
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No in KG-2 241 415 | 772 | 915 916
Purogaih 29in 36 35 34 34 34
kalusa

TYAJTAH PHA 33 37 a7 36 36 37
PAURASTYANE 34 38 38 37 37 38
ANAMRANAM SA | 35 39 39 as 38 39
VANGANUTKHA 36 40 40 39 39 40
APADAPADMAPRANA 37 41 41

AVA | 37fn 41 40 40

SA TIRTVA KAP| 38 42 42 41 41 42
SA PRATAPAM MA | 39 43 43 42 42 43
PRATWAGRAHA KA | 40 44 44 43 43 44
DVISAM VISAHYA | 41 45 45 44 44 45
Vayavyasira 41fn 46 46 45 45 46
TAMBULINAN DA | 42 47 47 46 46 47
GRHITAPRATIMU 43 48 48 47 47 48
TATO VELATATE 44 49 49 48 48 49
SA SAINYA PARI 45 50 50 49 49 50
BALAIRADHYUS! 46 51 52 50 51 52
SASANJURASVAK | 47 52 53 52 52 53
ajaneyakhura 47fn 53 54 51 50 54
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No In KG-2 241 415 | 772 | 915 916
BHOGIVESTANA 48 54 55 53 53 55
DISI MANDAYATE | 49 55 56 54 54 56
TAMRAPA 50 56 57 55 55 57
SA NIRVISYA YA 51 57 58 56 56 58
ASAHYA-VIKRAMA | 52 58 59 57 57 59
TASYANIKAIR 53 59 60 58 58 60
BHAYOT o kerala/ | 54 60 51 59 59 51
o colaka | 54fn

MURALA 55 60

MARULA 55fn | 60/61 61 60 61
ABHYABHUYA 56 61/62 62 61 61 62
KHARJURISKA 57 62/63 63 62 62 63
AVAKASAN KI 58 63/64 64 63 63 64
MATTEBHARA 59 64/65 65 64 64 65
PARASIKANSTA 60 67/66 66 657 65 66
YAVANIMUKHA 61 68/67 | 67 66 66 67
SANGRAMASTU 62 69/68 68 67 67 68
BHALLAPAVARJi 63 70/69 69 68 68 69
APANITASIRASTRA | 64 70 70 69 69 70
VINAYANTE SMA | 65 71 71 70 70 71
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No in KG-2 241 415 | 772 | 915 916
TATAH PRATASTHE | 66 72 72 71 71 72
Jitanajayyas 66fn 73 73 72 72 73
VINITADHVASRAMA | 67 74 74 73 73 74
TATRA HUNAVARO | 68 75 75 74 74 75
KAMBOJAH 69 76 76 75 75 76
TESAM SADASVA | 70 77 77 76 76 77
TATO GAURIGURO | 71 78 78 77 77 78
SASAMSA TULYA | 72 79 79 78 78 79
BHURJESUMARMA | 73 80 80 79 79 80
VISASRAMURNAME | 74 81 81 80 80 81
SARALA-SAKTA 82
75 82 first half | 81 81 82
TASYOTSRSTAVI 76 83 83 82 82 83
TATRA - janya/ 77 83 83
yuddha 84 84 84
SARAIRUTSAVASA | 78 85 85 84 84 85
PARASPARENA 79
..ARASYA 86 86 85 85 86
TATRAKSOBHYAM | 80 87 87 86 86 87
CAKAMPE
TIRNALA 81 88 88 ? 87 88
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-4

Verse & No in KG-2 241 415 | 772 | 915 916
NA PRASEHE SA | 82 89 89 87 88 89
TAMISAH KAMA 83 89/90 90 88 89 90
KAMARUPESVA 84 91 91 89 90 91
IT JITVA DISO 85 92 92 90 91 92
SA VISVAJITA 86 93 93 91 |91/92 93
SATTRANTE SA 87 94 94 92 |92/93 94
TE REKHA 88 95 95 93 |93/94 |[96/95
yajhante saciva 88fn 96 ++ ++ 95 96

Here ends the canto No. 4
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No in KG-2 241 415 772 915 916
PITUR-UJASAH 1-2 1-2 1-2 1-2 1-2 1-2
UBHAYAMEVA 3 3 3 3 4 3

JANAPADE 4 4 4 4 3 4

DASADI-JATAM 5-9 5-9 59 | 59 | 59 5-9
AJAYADEKARA 10 11 10 11 10 11
AVANIMEKARA 11 10 11 10 11 10
jaghananirvisayikriame 10fn 12 14 13 13 15
SAMITAPAKSABA 12 13 12 12 14 12
sphurita 12fn ++ 13v ++ 12 ++
CARANAYORNA 13 14 15 14 15 13
NIVAVRTE SA 14 15 16 15 16 14
UPAGATOPI CA 15 16 17 16 17 16
TAMAPAHAYA 16 20 20 20 21 20
TAMALABHANTA 17 23 23 23 24 24
PRIYATAMABHI 18 24 24 24 25 23
SA KILA SAMYU 19 21 22 21 22 21
KRATUSU TENA 20 17 18 17 18 17
AJINADANDABHR 21 18 19 19 19 18
AVABHRTHA-PRA 22 19 21 18 20 19
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No In KG-2 241 415 772 915 916

ASAKRDEVA CA 23 22 25 22 23 22

ATHA SAMAVA 25 26 25 26 25

atha mahendra ++ ++ ++ ++

JIGAMISUR DHAN 25 26 27 26 27 26

++ after 25

himavivamita 25fn 27 28 30 28 27
after 26 29 left

KUSUMAJANM 26 28 30 27 29 28
after 27

Parabhrta 32fn 30 32 31 31 30
after 29

NAYAGUNOPACI 27 34 34 32 33 32
after 33

KUSUMAMEVA NA 28 35 35 33 34 33
after 34

VIRACITA MADHU | 29 37 34 35 34

dasanacandri 29fn 36 38 35 49 35

analasanya 29fn after 35 57 44 55

SUVADANA-VADA 30 40 40 36 37 37

SURABHISANGA 31 36 41 37 ++ 36

upa-hitam/ 31fn 41 42 38 36

upa-gatam ++ ++ ++ ++ ++ 39

VRANAGURU PRA | 32 29 31 28 30 29
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No In KG-2 241 415 | 7712 | 915 916
ABHINAYAN PARI | 33 30 a3 29 32 31
after 29

PRATHAMAMANYA | 34 42 43 39 39 40
laghayati sma 35fn 33 39 49 45 57
tilakamastaka 34fn 38 36 41 40 52
gamayitum pra/ 38fn 39 ++ 43 41 51
$amayitum pra 38fn
SRUTISUKHABHRA 35 43 44 40 46 41
LALITAVIBHRAMA | 36 44 45 42 51 42
SUSUBHIRE 37 45 46 44 52 43
SMITA
rasayati sma 37.fn ++ ++
viharati sma 37fn
visada candrika 37 37 54 56
UPAYAYAU TANU | 38 46 47 45 56 44
APATUSARATAYA | 39 47 48 46 47 45
HUTAHUTASANA 40 48 49 ? 48 46
ALIBHIRANJANA 41 49 | 50 47 50 47
AMADAYAT SAHa | 42 50 51 48 57 48
ARUNARAGANISEDh | 43 52 48

{SEVI 51 53 49
UPACTAVAYAVA | 44 | 52 53 | 51 | 55 50
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No In KG-2 241 415 772 915 916
DHVAJAPATAM MA | 45 53 54 52 38 38
ANUBHAVANNAVA | 46 54 55 53 42 53
TYAJATA MANAMA 47 55 57/58 | 54 43 54
ATHAYATHASUKH | 48 56 59 55 58 58
PARICAYANCALA | 49 57 60 56 59 59
MRGAVANOPAGA | 50 58 61 57 60 60
GRATHITAMAULI 51 59 62 58 61 61
TA-NU-LATA 52 60 63

TA-RU-LATA 60 C' 59 62 62
SVAGANIVAGURi | 53 61 64 60 64 63
ATHA NABHA 54 62 65 61 83 64
TASYA STANA 55 63 66 62 65 65
TAT PRARTHITA | 56 64 67 63 66 66
LAKSYIKRTASYA 57 65 68 64 67 67
TASYAPARESVAPI | 58 66 69 65 68 68
UTTASTHUSAH SA | 59 67 70 66 69 69
TAM

VAHANADA Va 60 68 71 67 70 70
TENABHIGHATA-RA | 61 69 72 68 71 71
PRAYOVISANAPAR! | 62 70 73 69 72 72

1. C-correction in original MS.
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No in KG-2 241 415 772 915 916

VYAGHRANABHIRA | 63 71 74 70 73 73

NIRGHATO-GRAIH | 64 72 75 71 74 74

TAN HATVA GAJA | 65 73 76 72 75 75

CAMARAN 66 74 78177 | 73 76 76

Drutamanyva 66fn

APl TURAGA SA 67 75 79/78 | 74 77 77

TASYA KARKASA 68 76 80/79 | 75 78 78

(Tl ) 69 77 81/80 | 76 79 79

VISMRTANYAKA

SA-LALITA/ 70 82/81 77 80

SU-LALITA 78 80

USASI SA GAJAYU | 71 79 83/82 | 78 81 81

ATHA JATU RUROR 72 81 84/83 | 79 82 82
80

KUMBHA-PURANA | 73 82/81 | 85/84 | 80 83 83
81

NRPATEH PRATISI | 74 83/92 | 86/85 | 81 84 84
82

HA 75 84 87/86 | 82 85 85

TATETI KRANDI

TENAVATIRYA TU | 76 85 88/87 | 83 86 86

TACCO 77 84

TANNO 86 89/88 87 87
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SEQUENCE OF VERSES OF RAGHUVAMSA: CANTO-9

Verse & No In KG-2 241 415 772 915 916
TAU DAMPATI 78 87 90/89 85 88 88
DISTANTAMAP 79 88
DISTYANTAMAP 91/90 86 89 89
SAPOPYADRSTA 80 89 92/91 87 90 90
ITTHANGATE GA 81 90 93/92 88 91 91
PRAPTANUGAH SA 82 91 94/93 89 92 92
end end end end end
TADARTHAMARTH | 82fn. ++ 95/94 ++ ++ ++
SAMEYIVAN RAGHU | 82fn ++ [96/95end| ++ ++ ++

Here ends the canto No. 9
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SEQUENCE OF VERSES OF RAGHUVAMSA Canto-18

Verse & No In KG-2 241 415 772 915 916

NO VARIATION UP ++

TO 20™ VERSE

TASMIN- nala/ 16 16 16 17 16 .

- dala 16fn 17 17 16 17

TASYABH &eela/ | 17 18 18 "
ila 18 18

TAMATMASAMPA | 18 19 19 19 19 -+

TAM 19 20 | 20 | 21 | 20 -+

RAGABANDHI

hitvatha bhogan 19fn 21 21 20 21 ++

UNNABHA [TYUDGA 20fn 22 22 22 22 ++

TATAH PARAM 21 23 23 23 23 ++

TASMIN GATE: 22 24 24 24 24 ++

TASYAVAS

dhyusi/ 23 25

VYUsi 25 25 25 ++

24-55 end. No

change except the

numbers increase

by 2 with respect

o KG-2, eg.

ARADHYA VISVE 24 26 26 26 26 ++

Canto ends here

with

Verse 55 ++
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GENEALOGY OF SURYA-VAMSA AS IN KALIDASA'S RAGHUVAMSA

SURYA
MANU 1.11 1
DILIPA 12 Sudaksina 2
RAGHU 3. Prabhavati ? 3
13-21
AJA 5.36 Indumnati 4
DASARATHA 8.29 Kausalya 5
RAMA 10.67 Sita 6
KUSA 15.32 | Kumudavaf 7 Lava
ATITHI 17.1 ++ 8
NISADHA 18.1 ++ 9
KUSESAYAKSA 18.4 ++ 10
N/D-ALA 18.5 + 11
NABHAS 18.6 ++ 12
PUNDARIKA 18.8 ++ 13
KSEMADHANVAN 18.9 ++ 14
DEVANIKA 18.10 ++ 15
AHINAGU 18.14 ++ 16
PARIYATRA 18.16 ++ 17
SEELA/SILA 18.17 ++ 18
UNNABHA 18.20 ++ 19
VAJRANABHA 18.21 ++ 20
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GENEALOGY OF SURYA-VAMSA AS IN KALIDASA’S RAGHUVAMSA

SANKHANA 18.22 ++ 21
V/Dh-yusitasva 18.23 ++ 22
VISVASAHA 18.24 ++ 23
HIRANYANABHA 18.25 ++ 24
KAUSALYA 18.27 ++ 25
BRAHMISTHA 18.8 ++ 26
PUSYA 18.30 ++ 27
PUTRA ? 18.31 r+ 28
DHRUVASANDHI 18.34 ++ 29
SUDARSANA 18.35 ++ 30
AGNIVARNA 19.1 ++ 31
END OF THE LINE OF

KUSA ALONE 19.53 ++ ++
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Textiles In the Jahangirnama
Donald Clay Johnson

Arts and culture flourished to such a degree under the Moghul emperors
of India during the sixteenth and seventeenth centuries that Sir Thomas Roe's
account of his experiences between 1616 and 1619 at the court of Jahangir
as the first royal ambassador of England to India, helped to introduce the
word “Moghu!l' into English as a term meaning magnificence or splendour,
a definition which remains to the present day. Jahangir, the second of the
great Moghul emperors, who reigned from 1605 to 1627, closely observed
the peoples and cultures of India and recorded his observations in his personal
diary, the Jahangirnama.' His observations give us the opportunity to observe
Moghul concerns and sensibilities of numerous aspects of life in early
seventeenth century India.

Textiles in Court Soclety

With over 400 notations of textiles, each year of Jahangir's reign records
some aspect of textiles, clothing, or fabrics, a clear reflection of the role
and importance they played in Moghul life. Khilats, or robes of honour, which
are mentioned 279 times, are by far the most frequently mentioned textile
in the Jahangirmama. As the name states, khilats were garments given by
the emperor to favour or bestow honour upon someone. The Moghuls maintained
imperial workshops, karkhanas, which produced various luxury items that were
used either by the royal family or given by the emperor as part of court
ritvals and ceremonies. Of the 279 discussions of khilats in the Jahangirnama
243 relate to a robe being given to a specific individual and 36 carry a
generic reference of robes bestowed on, or sent to, groups of people. In
contrast to awards to individuals which took place throughout Jahangir's reign,
giving khilats to group$ of people primarily took place during the first 16
years of the reign and only twice is there mention of such activity in the
last six years. However, in both the sixteenth and twentieth years of his reign
the Jahangirama records sending robes to 32 amirs in the Deccan, which
gives the only precise numbers of a group gift. Amirs were an important
group of administrators and Jahangir records gifts of khilats to those serving
in Bangash, Bengal, and Kabul as well as those in the Deccan. Jahangir
also recorded collective gifts of robes of honour to maliks and chieftains
of Ghazni and Shaykhs of Gujarat. At court itself Jahangir from time to time
would award a khilat to an individual and then append a note indicating
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robes had also been given to the person's sons or other members of his
family.

Although the Jahangirnama ciles 243 occasions in which a person received
a khilat, they actually went to only 158 specific individuals, since certain
court officials received additional robes as their careers progressed during
Jahangir's reign. Mahabat Khan, for instance, was so honoured nine times
while Jahangir's son Sultan Khurram, who subsequently ascended the throne
as Shah Jahan, had eight such awards. Altogether 42 individuals received
more than one robe of honour.

Three classes of people received khilals from the emperor: Muslim members
of court, Hindu membeis of court, and, foreign visitors. Jahangir awarded
robes of honour to seventeen foreign visitors, primarily emissaries from central
Asia or Iran. As might be expected Jahangir gave the largest number of
khilats to 106 members of the Muslim elite at court since this was the
predominant group. For Hindus the correspnding number of honorees was
35. One may infer from this that approximately twenty-five percent of Jahangir's
court, at least its higher officials, were Hindu.

While the khilat formed part of a court ritual one can not think of it
as static or a single, identifiable, uniform-like object. Those honoured came
from numerous levels in the court hierarchy and elaborate protocols regulated
the value or status of the imperial gift. The emperor seldom gave only a
robe. Rather it formed part of a set of gifts conferred by the emperor which
usually acknowledged a promotion, permission to leave court, or an imperial
assignment.? Other components of a gift set could be a horse, an elephant,
a sword, a dagger, or money. Of the 243 awards which had a khilat, the
gift of a horse was the second most frequently mentioned portion of the
gift set which happened 116 times, followed by an elephant 88 times, a
sword 49 times, a dagger 32 times, and money 30 times. The money usually
was given to assist in some assignment Jahangir made to the individual.
Only 51 times was the robe the entire gift. The award of the robe served
most visibly to portray the emperor's approval of the person.

Within each of the gift calegories there were numerous subdivisions or
levels reflecting the importance or status of the individual or the honour Jahangir
wished to confer. A horse might come, for instance, with a saddle or a jewelled
saddle, could have come from the emperor's personal stable, or even been
a horse the emperor rode. Khilats well suited the need to define a status
order since they had the widest range of attributes, a reflection on the quality
of materials or the complexity of their weaves. Thus there was not just a
robe of honour but comments such as a fine robe of honour, a royal robe
of honour, a sumptuous robe of honour, or, a royal gold-brocaded robe of
honour. Accompanying articles of dress given with a robe of honour further
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expanded the categories or status definitions of the imperial gift. Phrases in
the Jahangimama such as pearl-edged hem, pearl beading, or pearl buttons
point out jewels also enriched Moghul textiles. Clearly the awarding of a
robe of honour played a significant role in the pomp and pageantry of the
Moghul court and served as a slatus marker in the highly structured society
of seventeenth century India. Jahangir in fact mentioned numerous times that
robes of honour were given to those entitled to them, or, “according to ranks.”

As might be expected, the most elaborate gifts went to members of the
royal family, particularly to Prince Khurram who would one day ascend the
imperial throne as Shah Jahan. In 1617 at the time of Prince Khurram's
receiving the title Shah Jahan, Jahangir gave him "a robe of honour, a
gold-embroidered charqab edged with pearls on the collar, cuffs and hem
worth fifty thousand rupees, a jewelled sword with a jewelled strap, and a
jewelled dagger.”® To add additional splendour to the ceremony for Shah
Jahan, Jahangir noted “in order to honour him | went down from the jharoka
and scattered a tray of gems and another of gold brocade over his head.”*
Recording giving a tray of brocade gifts formed a portion in this auspicious
ceremony shows the high value and ritual significance textiles had in Jahangir's
court.

Soon after this event the empress Nurjahan also gave Shah Jahan “an
expensive robe of honour, a nadiri adorned with jewelled flowers and precious
pearls, a jewelled turban ornament with rare gems, a furban with an aigrette
of pearls, a cummerbund with pearl beading, a sword with a jewelled strap
and a phul-katara, a band of pearls, two horses one of which had a jewelled
saddle, and a royal elephant with two females.”® On several other occasions
Jahangir records that his wife Nurjahan also gave robes of honour.

Just at the west has the expression “clothes make the man” the Moghul
court wore attire that defined power, influence, and status. Miniature paintings
ot Jahangir consistently portray him elaborately dressed and wearing large
amounts of jewellery. Clearly he perceived those who saw the paintings should
see him in the finest of clothing and possessing a wealth of jewellery. The
vast scale of opulence of life at the Moghu! court in fact greatly impressed
foreign visilors such as Roe. In describing a visit of Prince Khurram to Jahangir
he recorded “[tlhe King at noone sate out at the durbar, where the Prince
brought his eliphants, about 600 richly trapped and furnished, and his followers,
by estimateion 10,000 horse, many in cloth of gould with oearne top feathers
in their turbants, all in galanterie; him self in a coate of cloth of silver, embrodered
with great pearle and shining in diamonds like a firmamentt."®

In addition to khilats, other types of textiles also served to portray status
or honour in Moghul society. Of these other textiles, the largest number of
Jahangir's discussions refers to customs and rituals associated with the Persian
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solar new year which begins in March, a date Jahangir conveniently used
for his regnal dates. Three rituals, in particular, at the start of regnal years
incorporated textiles. As with the robes of honour, these textiles formed but
one portion of Moghul status markers.

The solar new year, or Nowroz, required Jahangir to appear in stately
attire at court. The hall for his state appearance was sumptuously decorated
with carpets and rare textiles hung on the walls. Jahangir's description of
the start of the eleventh year of his reign describes the setting. “The sun
transited from the constellation of Pisces into its house of good fortune, Aries.
At this auspicious hour | offered prayers and petitions at the Creator's court
and ascended the throne in the Hall of Public and Private Audience. The
hall's courtyard had been spread with cloth and shamianas and its sides
were decorated with European canvases, gold-spun brocades with images,
and rare textiles.”” Specific mention of “European canvases” points out, in
the Indian perspective things from Europe were exotic and certainly very
rare. “Gold-spun brocades with images” indicates the flexibility of Moghul
attitudes towards the Koranic proscription on portraying images. Sir Thomas
Roe witnessed this particular Nowroz celebration and gives us a better
perspective of its scale. He recorded “ther is erected a throne fower foote
from the ground, in the durbar count, from the back wherof to the place
wher the King comes out, a square of 56 paces long and 43 broad was
rayled in, and covered over with faire semianes or canopyes of cloth of
gould, silke, or velvett, joyned together and susteyned with canes so covered."®

Several days later Jahangir had another ceremony, that of being weighed
against precious substances and the value of his weight in these various
materials then distributed as charity. The weighing ceremony happened twice
each year, first at the solar new year and then at his birthday. Usually gold
coins were used for the weighing ceremony but in certain years he records
being weighed several times, on each occasion against another valuable itemn
of which silk garments was one. Only twice does he specifically mention
this weighing ceremony at the start of a regnal year but his account for
the start of the eleventh year of his reign mentioned the “weighing ceremony
was held as usual.”® His account of the weighing ceremony for the eleventh
year of his reign mentions he was weighed 12 times, each time against
a different valuable item. Sir Thomas Roe records the birthday weighing ceremony
of the eleventh regnal year which took place on 2 September 1616. Roe
notes it was a great feast day and Jahangir was successively weighed against
“jewells, gould, silver, stuffs of gould silver, silke, butter, rice, frute, and many
other things, of very sort a little.” '® Then Roe indicated the various commodities
were given to Brahmins. The most fascinating weighing ceremony appears
in the third regnal year when Jahangir was weighed during a lunar eclipse.
He records “In order to drive away the ill omen | had myself weighed against
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gold, silver, cloth, and grain and had various animals like elephants, horses,
etc. given away as alms." !’

After these two ceremonies marking the start of a new regnal year the
important members of court and members of the royal family offered gifts
to Jahangir. This tradition of offering gifts to the emperor was less formal
and often formed part of a party or reception at a home or garden of the
official or royal family member. The informality is further reflected in the fact
the ritual did not require Jahangir to accept all the proffered gifts. His account
of his first year as emperor records “because my mind was inclined to the
welfare and ease of military and civilian alike, this year | gave back all the
gifts except for a little bit from a few intimates, which | accepted to make
them feel good.”'? Jewels and textiles were the most commonly offered gifts
although a large number of objects of curiosity receive attention in the diary.
Whereas Jahangir never spoke in any detail of the fabric of the khilats he
conferred, other than to indicate brocades, with the ritual gifts he demonstrates
a greater awareness of particular types of textiles. Thus the comment of being
offered one “hundred bolts of brocade™ points out brocade was not woven
for a specific garment but simply made in lengths. '® in another year he mentioned
“three bolts of gold spun velvet” thus recognizing another lextile type.'® His
notation of textiles in these gifts coming from Bengal, the Carnatic, Gujarat,
Kandahar, Lahore, and Iran, points out production centres of luxury textiles.
Jahangir's conversations with Sir Thomas Roe further demonstrate his
considerable knowledge of cloth produced elsewhere. In 1616 Jahangir
requested Roe to get him some French velvet.'® Roe also quotes Jahangir's
earlier request of Samuel Purchas for some pieces of British embroidery work
as' it was considred to be the best in the world.™®

In addition to the fabrics produced within India, thanks to the visits of
foreign emissaries other noted textiles receive mention in the Jahangimama.
These gifts to Jahangir, like most things at the Moghul court, were extravagant.
The ambassador of Shah Abbas of Iran who had come in 1611 to offer
condolences upon the death of Jahangir's father, Akbar, brought gifts from
Iran for the new emperor, including textiles as Jahangir noted. Iskandar Beg
gives 2 more complete description of these textiles, namely "one thousand
five hundred pieces of precious fabrics, velvets, gold-and silver-shot textiles,
beautiful gold and silver brocades, European and Chinese silk brocades and
velvets, as well as gold and textiles from Yazd and Kashan, and all sorts
of gifts and presents worthy of the rank of both giver and recipient that
would take too long to enumerate.”'” The inclusion of Chinese and European
textiles in this ritual gift acknowledges both the importance of textiles for
such occasions as well as documents their diverse places of origin. Five
years later another emissary from the court in Iran brought Jahangir some
Aleppan textiles. Aleppo was one of the noted centres for the production
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of mashry, a cloth which allowed Muslim men to wear silk since the weaving
process placed cotton next to the body and the silk only on the exterior
surface.’® The important textile centre of Aleppo was part of the Ottoman
Empire. Thus the Persian gift of Aleppo cloth reflects the Safavid role as
a transshipment centre for textiles.

While robes of honour, draping the assembly hall in costly textiles at
the start of each regnal year, being weighed against texliles, and the offering
of textiles and other gifts from high court officials represent the siructured
roles textiles played in Jahangir's time, the Jahangimama also records less
formal uses of textiles as well as descriptions of clothing. Since the khilat
was part of slrict court ritual Jahangir needed something which could be
used to show personal rather than royal favour. In the fifth year of his rule
he settled upon Kashmir shawls for this purpose and for the rest of his
reign gave them as a token of his personal favour. Thus when Shaykh Pir,
a Muslim holy man who had renounced worldly ways, began to build a
mosque Jahangir “gave him four thousand rupees to take himself and spend...
(and) also gave him a personal shawl! to defray expenses.”'® Similarly “Raja
Bikramajit was given leave to go fo his jagir. He was given a warm shawl
belonging to me."2° The garment we know today as “shawl” however had
several meanings in Moghul India. No painting of Jahangir shows him wearing
the shoulder garment we know today as a shawl. Rather he wears a patka,
a waist band with elaborate brocade work. We have to assume Jahangir's
references to taking a shawl he was wearing and giving it as a gift refers
to the patka. His comment, however, of giving Raja Bikramajit “a warm shawl!”
indicates he also knew the shoulder type garment Miniature paintings do
show both types of shawls. These paintings show two different traditions;
court officials wear patkas while religious scenes often show men wearing
shawls over their shoulders.

The shoulder-draped Kashmir shawl in fact soon sparked an active export
commodity from India to Europe and an eventual European industry in Lyons
and Paisley of reproductions using jacquard looms. Although woven and
subsequently embroidered Kashmir shawls were highly desired in Europe,
the even finer woollen weaving, shatoosh was virtually unknown in the west
and never became an active export commodity. Indians value the shatoosh
for its fine wool and never add surface decoration to it. European fashion,
in contrast, favoured the colourful Kashmir shawl and points out western
taste favoured design and colour over superior fabric and weave.

The award of shawls extended in fact to marking some of Jahangir's
official actions in which the award of a khilat would convey the wrong impression.
For instance, “Khan A’zam, whom | had summoned from detention in Agra,
was brought. Although he had committed major mistakes and | was perfectly
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justified in everything | had done to him, when he was brought into my
presence and my eye fell upon him, | felt more embarrassed than he did.
| pardoned all his shortcomings and gave him a shawl | had around my
waist."?! By giving a shawl Jahangir conveyed his care and sensitivity to
a situation but did not violate court protocols. Jahangir's mention of his waist
in this example clearly indicates he gave a patka. Jahangir, in fact, extended
the giving of shawls throughout the realm. Mirza Natha records in the
Baharistan-/-Ghaybi the distribution of gifts from Jahangir to individuals in
Bengal. These gifts included khilats for some and shawls for others.??

In contrast to shawls which assumed the status of personal recognition
of the emperor, turbans in the Jahangirmama marked very special attention
and favour. Of the nine discussions of them seven relate to members of
or individuals with extremely close ties to the royal family. The first account
was at the time of Jahangir's wife's death and movingly indicates the powerful
symbolism turbans held. Jahangir wrote “when this state was reported to
my exalted father, he wrote me a letter of condolence so compassionate
and loving and sent me a robe and turban he had taken from his own
head and wrapped up. The display of father cast water on the fire of my
grief and calmed my turmoil."?® Another account at the time of death illustrates
the bestowal of a turban as a blessing. Shaykh Salim Chishti, the noted Sufi
who had predicled Jahangir's birth, exerted such an influence upon Akbar
that Jahangir's birth name was Salim. At the time of the Shaykh's death both
Akbar and Jahangir, then known as Salim, were in the room. Jahangir poignantly
records “Taking his turban from his head, he placed it on my head and
said, ‘We have made Sultan Salim our successor and entrust him to God
the protector and preserver."2*

In addition to the two accounis of death and turbans noted above, the
other discussions of turbans point out the extremely high status they held
in Moghul society. For instance, Jahangir felt it sufficiently important to record
in his diary the request of his son Sultan Parvez for a turban from him
before appearing at court.® In showing regard for his father-in-law Jahangir
wrote “| removed a turban | had on my head and placed it, wrapped as
it was, on I'timaduddawla’s head as a sign of particular favour."2® I'timaduddawla
was the chief minister of the empire. It would have been immediately observable
at court that Jahangir had given his father-in-law great favour by giving his
turban to his father-in-law.

In many societies the royal family has the exclusive right 1o wear certain
types of clothing. Jahangir and his father both adopted this privilege and
the description of these articles of aftire reflects Moghul taste. "I had several
articles of clothing made for myself and | ordered no one else to wear them
unless | granted the privilege. One was the nadiri jacket, which is worn over
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the qaba. In length it comes down below the waist and has no sleeves.
it is fastened up the front with buttons. The people of Persia call it a kurdi.
| named it nadiri. Another garment is the Tusi shawl, which my exalied father
adopted exclusively for himself. Another is the gaba with a woolen collar
and embroidered sleeves. He also adopted this to his own exclusivity. Another
is the gaba with a border from which the fringes are cut off and sewn on
to the hem, collar, and sleeves. Another . is the vest of Gujarati satin. Another
is the turban and cummerbund of woven silk shot with gold and silver threads."2”

Textlles away from Court

Since most of Jahangir’s life revolved around count, its activities and traditions
occupy the major portion of the Jahangimama. Jahangir's descriptions of
his travels in India provide a few insights into uses of textiles away from
court. Given the emperor’'s interest in religion it is not surprising that the
clothing worn or used by religious figures atfracted his attention. In particular
he records several times the modest cloth worn by Hindu ascetics. Numerous
miniature paintings record visits to holy places or ashrams and thus document
his interaction with religious individuals. The simplicity of attire worn by these
religious men of India contrasted greatly with the elaborate garments worn
at court.

Kashmir, which Jahangir loved and visited several times, provides us with
the most detailed information on textiles away from court. In the fifteenth
year of his reign Jahangir inserted a special seclion which he called “clothing
of the Kashmiris.” The two paragraphs cover a wide range of perspectives
and thus deserve to be quoted in full:

Clothing of wool is normal. Both men and women wear a woollen
shirt they call potu. If they don’t wear a shirt they believe not
only that the air will affect them but also the digestion of food
is impossible. The cashmere shawl, which His Majesty Arsh-Ashyani
dubbed the parmnarm, is so famous that it needs no introduction.
Another kind is the therma. It has more body than the shawl and
is rippled and soft. Another is the durma, something like a quilted
saddle cloth, which they spread on carpets. Aside from the cashmere
shawl, other woollens are better in Tibet. Even though the wool
comes from Tibet, they can't work it there. The wool for the shawls
comes from a goat peculiar to Tibet. In Kashmir they also weave
potus from shawl| wool. Stitching two shawls together, they rub
it into something like felt, which is not bad for rainwear.

The people of Kashmir shave their heads and tie them up in
turbans. The wearing of clean, washed clothes is not customary
among the common women. They use one potu shirt for three
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or four years. After bringing the cloth unwashed from the weaver's
house, they sew it into a shirt, and it doesn't touch water until
it is worn to shreds. The wearing of pant: is considered shameful:
they wear a long voluminous shirt that falls to the feet, and they
tie a belt around the waist.?®

This account of Jahangir's observation of life in India shows he inquired into
numerous aspects of how people lived. Noting that the wool for Kashmir
shawls came from Tibet but was woven in Kashmir points out Jahangir knew
in great detail many aspects of textiles.

Two years later, in his seventeenth regnal year, and the last year Jahangir
personally kept his diary, he recorded the following touching account related
to textiles. “Since it was reported that the poor people of Kashmir suffered
greatly from the. cold in winter and had a hard time surviving, 1 ordered
a village belonging to Kashmir with an income of four thousand rupees turned
over to Mulla Talib Isfahani to spend the proceeds on purchasing clothing
for the poor and heating water for making ablutions in the mosques."2® Jahangir's
concern that the poor of Kashmir have warm clothing points out his sensitivity
to the plight of the people. It shows that, for him, clothing was a basic need
of life as well as a visual marker of ritual significance in his court.

Conclusion

Luxury textiles formed an integral part of court life in Moghul India. There
was a spectrum of roles and functions they served in the Jahangirnama,
defining protocol and informal uses on one hand to a basic necessity of
his Kashmir subjects for warm clothing on the other. Khilats, or robes of
honour, formed a dominant role in court rituals for publicly acknowledging
imperial favour, promotion in rank, assignment to special duties within the
empire, or the special attention of the emperor. Several times during each
regnal year textiles formed part of weighing ceremonies and the decoration
of court for special events. In the ceremonies which featured the giving of
presents to the emperor, Jahangir recorded a notable variety of production
centres of luxury textiles. More informal uses of textiles are apparent in the
uses Jahangir made of garments and other special cloths to mark his personal
favour. Some of these items which marked personal attention, such as turbans,
went primarily to members of the royal family.

Since Jahangir's life centred upon court life he primarily discusses court
uses of textiles. However, in his accounts of his travels, especially those to
Kashmir, the emperor reveals a more humane aspect of his personality, namely
great interest in the people of India, and awareness of aspects of the production
of fabrics. His concern that the poor in Kashmir have warm winter clothing
sensitively reveals the care he had for the people. '
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of

A reference from the first year of Jahangir's reign states his perception -
the important significance of textiles in Moghul life. In speaking of the

qualities necessary for an emperor, Jahangir observed “Whom does the

All

-Giving creator consider worthy of this magnificent office ? And upon whose

capable shoulders has He draped this robe of office ?"3° Jahangir's linking

rel
he

igion, temporal power, and textiles amply illustrates the importance cloth
Id in Moghul India.
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Emergence of Modern Parsi Theatre
Mani Kamerkar

Parsis, originally inhabitants of Iran, had made their home in Gujarat after
fleeing Iran in the 7th century CE when the Arabs invaded Iran. Here they
prospered and became prominent citizens. With the opening of Bombay by
the British the Parsis moved here in search of new pastures and succeeded
remarkably in all walks of life, including the cultural. Theatre became an
important part of their life during the middle and later 19th century and brought
out the intermingling of the plural society that Bombay was at the time—the
Gujaratis, Maharashtrians and Europeans.

As the European society in Bombay gained in numbers and status, they
began lo introduce English plays to the public. The Europeans amongst
themselves presented dramas, mostly Shakespearean, or invited theatrical groups
from Europe and England to perform. In 1842 Jagannath Shankershet built
a theatre to accommodate the English and ltalian theatre groups which used
to visit Bombay. The now English knowing Indians, especially Parsis, began
to patronise these performances and seemed to have enjoyed them very
much, These shows aroused the desire amongst Indians to have their own
shows in their own languages. Here again it was the Parsis in Bombay who
initiated the move to ‘native’ theatre in their own language, Gujarati. Their
contribution as pioneers in this field is widely acknowledged and appreciated
especially by Gujarati writers’.

The Indians in Bombay already had their own theatre, the Gujarati Bhava/,
the Maharashtrian Lavnis and Tamashas and other folk theatres, all of which
were considered vulgar and loud by the changing cultural milieu of Bombay.
Upto now the profession of theatre was considered low and was generally
patronized by the poorer classes. The Kirloskar and Sanglikar drama companies
may be classed in this category. They were performed more in the style
of village musical folk drama without any stage accoutrements. The emerging
Parsi theatre movement had to face the disapproving attitude of the socially
elite in the beginning. However they and their sponsors played a great role
in making it accepted as a respectable profession.

Parsis were eager at first to start something in Indian theatre on the
basis of the European dramas they had been watching. in about 1850 Parsi
students of the Elphinstone College had formed the Parsi Elphinstone Dramatic
Society which staged English plays. These performances were very well received
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and the Company remained active till the end of the century, taking their
plays even to London? In 1853 the first Parsi Gujarati theatre company
came into being. This was brought about by stalwarls in the Parsi community
such as Dadabhai Naoroji, Nusserwanji Mazgaonwala, Khurshetji Cama, Ardeshir
Moos, Jehangir Vacha and also by Dr. Bhau Daji, a firm supporter. Thus
from the very beginning the foundation was laid for its acceptance in society.
The company was called Parsi Natak Mandali and was owned and directed
by Gustadji Dalal. At first they presented plays based on Iranian history and
mythology. The first play to be staged was the very popular ‘Rustom and
Sohrab' from the Shahnameh. For various commercial reasons the company
did not last for long, but the enthusiasm and support it had generated encouraged
many other Parsi groups to start their theatrical units. Between 1853 and
1869 nearly nineteen theatre companies came into being, some very short
lived.® The most active ones were the Zoroastrian Theatrical Club, the Parsi
Theatrical Company, the Student Amateur Club, the Victoria Natak Mandali
and the Alfred Natak Mandali, the latter two being the most successful. The
emergence of so many groups testified to the rapid growth and acceptance
of Parsi theatre in vernacular languages.

Kaikushru Kabraji who was the guiding spirit of the Victoria Natak Mandali
started introducing themes not only from the Shahnameh but also from Hindu
mythology and the Puranas. He wrote plays based on the ARamayana and
Mahabharala such as ‘Luvkush’, ‘Nand Batisi' and ‘Harishchandra.’ At the same
time he used his English scholarship to introduce themes from famous English
plays of Shakespeare and many others. To make sure that the script, acting,
choreography was upto the mark, he used to present rehearsals before a
committee of eminent scholars headed by Jagannath Shankarseth. The plays
were put on the stage only after their approval. In this way he made sure
of getting the approval of society. Also, the members, many of them social
reformers, introduced themes dealing with social problems. The companies
performed both full scale dramas as well as one act plays.

When the vernacular theatre movement started in Bombay there were
only two theatres in existence, the Grant Road Theatre and another in Khetwadi.
The one in Khetwadi was an open air theatre with a pit for staging the
play with the audience sitting around. It had no other accoutrements. It was
used to stage Bhavais, Tamashas and folk plays in Gujarati and Marathi
and was not suitable for the new dramatic presentations.

The new movement began to aftract people from all the communities
speaking Guijarati, Marathi, Urdu and Hindustani. As the audiences grew, the
need for more theatres arose and very soon Bombay saw the emergence
of many theatres, the Edward Theatre near Dhobi Talao and the Elphinstone
Theatre near Crawford Market to start with. Inspite of these more theatres



130 Mani Kamerkar

were needed and we see the appearance of the Golpitha Theatre in the
Golpitha area and the Rivoli in the place where the Times of India building
is to be found today. In about 1870, the Victoria Theatre was built in Grant
Road where the performances of the Victoria Theatrical Company were held
under the management and direction of Dadi Patel. The theatre was very
badly constructed and was said to be like a ‘cattle stable’. In spite of this
people flocked there to see the plays. The Novelty Theatre opposite the Victoria
Terminus (now CST station) housed the famous and most popular Victoria
Thearical Company which was owned by Khurshedji Baliwala. In the beginning
of the 20th century two other well known theatres came into being, the
Empire Theatre near the Victoria Terminus in 1908 and the Royal Opera
House in 1928.

All these theatres and more catered to the growing popularity of ‘Parsi’
theatre, which had now become an Indian/national theatre movement from
the point of production, language, themes and its influence all over India.

The introduction of Urdu and Hindustani plays in the 1870s under Dadi
Patel introduced a new element in Parsi theatre. in 1871 the first Urdu play
‘Sonana Mulni Khorshed' was staged. It was written by Edulji Khori, a well-
known writer and translated into Urdu by Behramji Marzban. The script was
in Gujarati, so that the players could follow it.

Dadi Patel also initiated the Urdu Opera by staging ‘Banazir Munir'. This
was written by the popular Parsi poet-cum-playwright, Nusserwaniji Khansaheb.
The Victoria Natak Mandli had by now established proper theatrical infrastructure
including musicians and produced the ‘Opera.’

Having ventured into Urdu and Opera production, Dadi Patel decided to
take his Victoria Company outside Bombay and introduce 'Parsi’ theatre to
other Indian audiences and thus give it a ‘national’ flavour. It began when
Sir Salar Jung attended one of Dadi's plays in Bombay and subsequently
invited Dadi to visit Hyderabad with his troupe. Thus in 1872 the Victoria
Mandali gave its first performance before the Nizam and the Darbar and
this led to the Mandali making outside performances part of its schedule.

The visit to Hyderabad opened out other innovations. Coming into contact
with court dancers and singers, Dadi invited them to join his theatre and
perform in Bombay, thus introducing a novel element in the theatre of the
day.

Up to now, women's roles were played by young good looking boys
and men as society was not prepared to accept women choosing the stage
as a respectable career. Dadi took the risk and succeeded. He wrote a play
called ‘Indra Sabha' in which he cast muslim women actresses to act and
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dance in the main parts. One of the them was Lalata Begum, an expert
dancer, who performed so well that she won the approval of the audiences
and attracted full houses. Having once got the acceptance of the public, other
Parsi groups introduced women on lhe stage also. Amongst many women
players we see the rise and fame of Mary Fenton, Munnibai and Gauben.

As Kathryn Hansen writes, “Diadi Patel was now persuaded of the virlues
of employing real women. Dadi Patel's making use of these women in his
1875 production of the ‘Indar Sabha' turned fairies into females.”®

The transition had now begun and other companies continued the trend
to bring in actresses, although not without controversy.

Mary Fenton (aka Meharbai) was the daughter of a retired Irish soldier,
who already spoke Hindi and Urdu was to have been trained in singing
and acting by Kavas Khatau. Her appearance on the Parsi stage launched
a new era, Her ability to mimic Parsi and Hindu modes of femininity, her
touching singing, accurate pronunciations, acting talent and fair skin created
a sensation in the theatre. In 1890 Fenton appeared in ‘Gamdeni Gori' at
the Gaiety Theatre. The play was performed many times by Khatau's Alfred
and Baliwala’s Victoria Theatres and later became a popular silent film starring
Sulochana (1927). Mary Fenton also featured in Alfred productins of ‘Alauddin’
(1891), ‘Bholi Gul' (1892), ‘Tara Khurshed' (1892) and ‘Kalyug' (1895).
She is said to have died at the age of 42.

With the arrival of Mary Fenton actresses gained a certain degree of
access 1o the Parsi companies. Around 1880 Baliwala brought women into
the Victoria Company beginning with Gohar, who was followed by Malka
Fatima, Khatun and others. A given actress could racially be lIrish, British,
Anglo-Indian or Indian.

It is important o remember that as a rule, Parsi women did not appear
on the Parsi stage. Hindu actresses in the Parsi theatre were also next to
non-existent. What the audience wanted from the Anglo-Indian actress
nonetheless, was a convincing portrayal of the Hindu or Parsi middle-class
housewife. Mary Fenton’s ability to imitate the signs of respectable married
women, the use of the sari ‘anchal’ over the head, the jewellery, the particular
cut of the bodice earned her the highest esteem from the public. Once more
the spectator’s pleasure lay in the seemingly effortless impersonation of domestic
femininity.

“These practices made women, finally and on a mass level, publicly visible.
They were no longer objects of imagined desire but represented in the flesh
(even if not female or Indian flesh) with a cluster of visual signs, habits and
gestures to denote femnininity”®
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Female impersonalors likewise stood their ground and remained as popuiar
as ever as a stage convention and continued well into the 20th cenlury,
retaining its popularity with audiences and with company managers. The long
list of men who played women'’s roles in the history of Parsi theatre is remarkable.
They seem to form the majority rather than the minority of the class of actors.
Jayshankar Sundari from the Gujarati stage and Bal Gandharva from the Marathi
musical theatre (‘'sangit natak’) are well-known. Jayshankar Sundari was
discovered by recruiters from the Urdu language Parsi company of Dadabhai
Thuthi. Sundari perfected his knowledge of Urdu and developed his characteristic
feminine gait during his apprenticeship with the Parsi company. Bal Gandharva
(aka Narayan Shripad Rajhans, 1888-1967) was a contemporary of Sundari.
In 1905 he joined the Kirloskar Drama Company replacing Bhaurau Kolhatkar,
the first successful female impersonator of the Marathi musical stage who
had just died. His debut was in the title role of ‘Shakuntala’ on a newly
built stage before the Prince of Miraj.

“Through the institution of female impersonation a publicly visible respectable
image of ‘woman’ was constructed, one that was of use to both men and
women, This was a representation that even attached to the material male
body, bespoke modernity. As one response to the British colonial discourse
on Indian womanhood, the accusations against Indian men on account of
their backward degraded females, the representation helped support men
dovetailing with the emerging counter discourse of Indian masculinity. Moreover,
women derived from these enactments an image of how they should represent
themselves in public. Female impersonators by bringing into the public sphere
mannerisms, speech and distincitve appearance of middle class women defined
the external equivalents of the new gendered code of conduct for women.
That such tastes were crafted by men (albeit men allegedly imitating women)
gave them the imprimatur of acceptability.””

Both the Gujarati and Marathi theatre movements were heavily influenced
by the Bombay Parsi theatre. Indeed, they were in competition with Parsi
productions for the heterogeneous cosmopolitan audience throughout the later
half of the 19th century. Linguistic and communal differentiation became more
marked after 1900 but the mutual contact and exchange among these theatres
continued particularly in the areas of musical style, popular stories, scenery
and costume design. The functioning of Parsi iheatre was widely copied. The
infrastructure and organization of the theatre and its themes were adopted
by Marathi, Gujarati and Hindi theatre towards the end of the century. Thus
the Parsi theatre became the Indian National Theatre.

The main aftributes of ‘Parsi’ theatre, appreciated and accepted, were
its excellence of performance as well as its discipline and infrastructure. As
the theatre developed, its commercial viability had to be looked after. For
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this it had to maintain a very high standard of performance and management.
From acting, diction, singing, stage management, the proprietors and directors
of the mandals tried to perfect every aspect. The choice of the play depended
many times on the abilities of the actors and the suitability of the part. The
writers were many times asked to rewrite the parts and situations accordingly.
Next came very meticulous rehearsals usually taken up during the daytime
as the shows were usual[y in the evenings. These rehearsals were usually
done before the proprietor and the final one sometimes before a committee,
‘as Kabraji used to do. Some mandals even rehearsed a play for a full year.
The director led the players through their diction, expression, postures, and
movements on the stage. He also decided on the sets, costumes, and saw
that the music was -well organized. Great care was taken by him in the choice
of dress and ‘period’ dresses were carefully researched. Scripts were carefully
scanned by the proprietor and director and many times, sentences were changed
till they expressed the exact meaning. Sometimes different writers were asked
o express particular sentiments.

With the introduction of singing and dance in Parsi drama the director
and manager of a company usually invited a music director and senior and
junior harmonium masters who trained the singers and dancers. The music
was a synthesis of Hindustani classical and folk music, usually from Gujarat.
The Parsi theatre also introduced intricate sets. A great deal of thought went
into designing them and guiding the craftsmen concerned. Here, we see the
influence of European stage management®

All these elements of Parsi theatre were adopted by other Indian language
groups, making Parsi theatre a leading part of the Indian cultural scene in
the second half of the nineteenth century. ‘Parsi’ theatre became the ‘Indian
stage’ in that sense. Annasaheb Kirloskar of the Marathi stage for instance
was inspired to stage the operatic form of ‘Shakuntala’ after seeing the
performances of ‘Indra Sabha’ staged by the Victoria Natak Mandali in 1880.
The beginning of Hindi theatre is indebted to ‘Parsi’ theatre. Bhartendu
Harishchandra adopted the stage and technique of Parsi theatre in the production
of Hindi drama. Through their historical, mythological and social plays, the
Parsi theatre movement spread Indian culture, strengthened national integration
and aroused awareness of social evils.? Parsi Rangmandali or theatre is a
wide term. Historically speaking, in a way it was Indian Thealre. Its writings
covered all India. In the plays, stories from many Indian languages were included,
specially from Hindi, Gujarati, Urdu, Marathi and Bengali.

Most of the dramas were written in Hindi, Gujarati and Urdu. Parsi theatre
still continues in Gujarati, Marathi and Marwadi languages in Bombay and
other places.

The spectators included Hindus, Muslims, Sikhs and Parsis. Whether they
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lived in villages or cities all were interested in watching dramas based on
Indian culture, great leaders and their lives, their sacrifices, their heroes and
their love stories. When such dramas were performed, the theatres were filled
with spectators. Parsi theatre did not imitate English theatre, but was at first
under its influence. It had its own independent existence. If the Parsi dramas
of this period are analysed we would find that they were not only influenced
by English dramas but also by Sanskrit, Marathi, Gujarati, Urdu plays and
were also by what is called Lok Natak. Plays of this period were written
in both prose and poetry. They included different themes from different dramas
in various languages. Plays from Sanskrit dramas, operas from Marathi stage
and musical folk dramas were adopted. In relation to Indian culture and language
a lot was done by ‘Parsi Theatre’ so it can be properly called ‘Parsi Indian
Theatre.’

In dramas performed by this theatre movement many plays depicting
national pride were performed. All this happened when India was under British
rule and was fighting lo break out of slavery. Indians wanted to prove that
India was a symbol of great culture and civilization. From the middle of the
19th century, the British had started influencing Indian thoughts on one hand
and on the other hand, for the first time, Indians started expressing their
feelings of unity. British arrogance and show of superiority forced Indians
to fight for their own culture and come out of the inferiority complex they
had developed. As a result, dramatists also tried to write plays inspired by
the Arya Samaj, Brahmo Samaj, Tilak, Gokhale and Gandhi. Indian writers
also started depicting their glorious past and praising these events. Some
of the plays of this time were 'Satya Harishchandra’', ‘Padmavati’, ‘Maharana
Pratap’, ‘'Sanyukta-Swayamwar, ‘Shri Harsh’, ‘Amarsingh  Rathod’,
‘Chandragupta’ and ‘Samudragupta.’ All this helped to arouse national feelings
and pride.

In the beginning in Parsi theatre most of the directors and actors were
Parsis. However, in the first decade of 20th century, Marathi, Gujarati, Marwadi
and Hindi speaking persons started joining the Parsi theatre as directors, actors
and singers. This changed the form and activity of the Parsi theatre. It created
a New ‘Rangmanch’ which aftracted Marathi, Gujarati and Urdu speaking actors.
Even the music now changed and was based on classical music. At this
time Baliwala's Victoria Company started performing dramas based on religion.

These 'Parsi' dramatic companies were Parsi just in name. Their involvement
was completely Indian. In thought, language and acting, even though it was
known as ‘Parsi’, it was an integral part of the whole nation. By presenting
mythological heroes and other stories they contributed to the development
of national feeling amongst Indians, thus making a valuable contribution. They
raised the level of plays and made it possible for women to attend the dramas.
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People from different provinces, languages and religions came together to
watch the plays. This further led to a feeling of unity.

It was also through their dramatic wrilings that Parsis of this period had
proved their mastery over Gujarati and some were acknowledged as such
by Gujarati scholars. Foremost amongst them, apart from Kaikushru Kabraiji,
the doyen of dramatists, were Edulji Khan, Shapurji Bhedwar and Boman
Cawas, Nanabhai Ranina, Khurshed Baliwala, Bamanji Kabraji and Guifam
Jehangir Patel. The last four were pioneers of one act plays which attracted
large audiences. They were usually humorous and farcical.

Edulji Khan was renowned for the plays he wrote. Of the 18 plays he
wrote, the most popular were ‘Khudabux’ and ‘Sonana Mulni Khorshed’ which
were translated into Urdu. Many of his other plays were also franslated into
Urdu and Hindustani. Nanabhai Ranina owned a press where he published
his own and writings of other dramatists. He had begun by translating
Shakespeare's plays into Gujarati for the Parsi Shakespeare Natak Mandali.
He also wrote original plays based on social problems such as ‘Naja-Shirin’
and 'Karm Tevi Par Utarni.

Bomanji Cawas also wrole about a dozen plays on social issues and
also wrote stories and contributed to newspapers and journals.'® Another
important innovator on the Parsi stage was Dorabji Aapkattiyar, writer, poet,
actor, gymnast and musician. He starled his own opera company to popularize
opera plays. In 1853 he composed an opera from the first part of the
Shahanameh called 'Rustom Zabooli and Sohrab’ in which he played the
role of Rustom. It was very successful and he thus had laid the foundation
for a series of operas in Parsi theatre.'"

Parsi theatre continued to be popular till about the middle of the 20th
century, when its popularity seems to have petered out. However, Adi Marzban,
Feroze Antia, Rustom Marshall and Homi Tavadia had kept the theatre alive
till the middle of the twentieth century. After Marzban, the last ‘great’ of Parsi
dramatists, passed away the spirit seems to have gone out of the ‘Parsi theatre'.
It still exists, but in a very limited form. The audience of Gujarati, Hindi, and
Marathi speaking people began to be divided with the growth of these language
theatres, which developed new techniques and new styles and theories of
modern drama. Parsi dramas did not keep pace wilh these changes. Fewer
and fewer dramatists were found writing for the theatre and gradually Parsi
theatre began to represent ‘farce’ rather than drama. The growth of the cinema
also ate into the Parsi theatre audience.



136 Mani Kamerkar

Notes and References

1

N

. Amongst others | may mention S. Nandlal, D. G. Vyas, Kavi Shri Janam and Chandravadan
Mehta,

. E. Kulke, The Parsis in India, New Delhi {reprint) 1993 p. 107.

3. Gopal Shastri Suvarna. Pars/ Rangbhumi (Gujarati) Vadodara. 1995 pp. 36ff

4. Other members of the Committee were Dr. Bhau Daji, Shapurji Bengali, Khurshedji

1
1

© ® N O

N. Cama, Ardeshir Moos, Jehangirjee Merwanji Pleader, Merwaniji Sethna, Khursetji
R. Cama and Pallonji Dhanjibhai-mentioned in G. S. Suvarna op.ci

. Kathryn Hansen. ‘Stri Bhumika : Female Impersonators and Actresses on the Parsi
Stage,’ in Economic and Political Weekly, August 29, 1998 pp 2291-2299.

. bid
1bio.
. Somnath Gupta. Pars/ Theaire. Allahabad, 1961 pp. 14-22.

. The historical plays ranged from ‘Harishchandra’, ‘Alexander, ‘Mohamud Shah' and
‘Humayun.’

0. Somnath Gupta, op.ci. p. 50ff.

1. Sharatchandra Vishnu Gokhale, ‘Indian Music amongst the Parsis’ in Nawas Modi
ed. The Parsis in Western India from 1818 to 1920, Bombay 1998. p. 242



Distinctive Features of the Sivilaya at Ambarnath
Kumud Kanitkar

The town of Ambarnath is located about 4 miles S. E. of Kalyan, in
Thane district of Maharashtra. There is a medieval temple of Siva at Ambarnath
which is considered the oldest dated Bhdmija temple in Maharashtra. An
inscription found above the door lintel of the north porch of the temple at
Ambarnath indicates that the temple, started by the Sildhara ruler of North
Konkan, Chittardja, was completed in CE 1060 by his younger brother Mummuni,
a feudatory of the Calukyas of Kalyani. The date of the temple therefore
has been referred to as CE 1060.! However, the reign of Chittaraja, based
on epigraphic evidence?, is estimated to be approximately CE 1022-1035,
therefore the era of the temple should rightly be mentioned as CE 1035-1060
which would mean that it is the oldest dated Bhdmija temple in India. The
Udayesvara temple at Udaypur, M. P. has so far been considered the oldest
dated Bhamija temple, construction having started in CE 1059 and consecration
in CE 1080.° There are other Bhamija temples, which are stylistically seen
to be older, but they are undated.*

The temple has many features which make it special or different. it can
be said to be located at the crossroads, geographically and culturally, presenting
an aesthetic blend of many styles. It has a Bhamija Sikhara found in temples
built by the Paramaras of Malwa. The portal jambs and the ceiling of the
aniaral/a (vestibule) reveal Calukyan influence whereas the lintel, the faceted
pillars in the central hall and the grasapailf on the pitha (platform) show
similarity to the temples built by the Solankis of Gujarat.®

In this context it may be mentioned that King Bhoja Paramara had conquered
Konkan around CE 1019. Jayasimha Calukya of Kalyant defeated the Paramara
army in CE 1024 and regained control over Konkan. However, the CE 1024
plate of Chittaraja does not mention the suzerainty of the Calukyas. Chittaraja
was succeeded by his younger brother Nagarjuna who was killed in action
when Somesvara | of Kalyani invaded the Silahara kingdom. The Calukyas
established Mummuni, the younger brother of Chittaraja and Nagarjuna, on
the Silahara throne as their feudatory. The northern border of Silahara kingdom
touched Gujarat. Thus the political contact with Paramaras, Calukyas and
Solarkis may have led to cultural exchange and the blend of styles that
is the aesthetically pleasing temple at Ambarnath.

Chittaraja who is credited with having started the building of this temple,
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was a patron of arts and letters (based on the account given by Soddhala,
a court poet of Chittaraja, in the beginning of his Udayasundarikathd® about
his stay in Sthanaka where he spent a number of years after coming from
the Calukyan court of Lata).

The capital of the Silaharas was Sthanaka, modern Thane. It is not known
why Ambarnalh was the choice of place for such a magnificent temple (Pl
X but ambitious temple building is often known to commemorate a notable
dynastic success and perhaps this was the motivation for Chittaraja.

The Bhamija style is supposed to have developed in the Malwa region
before spreading to surrounding states. Temples are known as ‘Bhumija’ when
these have ‘a Sikhara (tower) of the bhamia class which has four spines
decorated with the usual mesh of gavaksa-arches on the central rathas but
the quadrants between these spines are filled with miniature shrine models
of diminishing heights arranged in three 1o five horizontal rows and five to
seven vertical rows or bhumis (storeys)”.”

Although Ambarnath temple has a Bhamija sikhara, it is different in that
the miniature shrine models supposed 1o be on the $ikhara, are not noticeable
but the piers that support them ( stambhakuta) are more prominent. Interestingly,
miniature Sikhara models can be seen carved on the pillars in the central
hall. (PI. XIl A)

The Jinga in the garbhagrha is set in a circular pindika or pitha. We
may mention that the Manasara prescribes that the shape of the pitha should
match the vimana; circular shape is for vesara form of vimana.®

Other notable features of the temple include the absence of vy4/a figures,
presence of images placed between the cafya window ornament on the
$ikhara and the principal panels, the portrayal of possibly a royal figure and
the satradhara holding a measuring rod and book near the entrance (Pl
Xll B), the absence of any seated figure on the main row of the jarigha,
the preponderance of female deities on the mdafaprasada jarigha, the placement
of images of mdnis in the recesses as well as surasundaris (Pl. Xill A) and
the absence of an asvathara in the pitha.

The placement of munis in the recesses on the jarigha wall of the sanctum
is very specific; only three munis are portrayed here, one on the true right
of each friptych.

The images placed between the caifya window ornament on the sikhara
and the principal panel, have been listed as Siva Yogisvara on the north
and Visnu on the south® A photograph of the northern image (PI. XII B)
looks more like a syncretic image of Sarya, judging from its posture, rather
than Siva Yogiévara.



South view of the Sivélaya at Ambarnatha.
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A. Surasundaris in the recesses of the wall.

B. Possibly a royal figure and the sdtradhdra holding
a measuring rod and book, near the entrance.
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Hari-Hara-Pitimaha-Sarya on the east bhadra.
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The bhadra rathas (central offsets) carry a series of images vertically.
On the north bhadra, starting from the pitha and proceeding up, Brahma
with his consort can be seen in the pitha, Mahakah on the jangha, seated
image of syncretic Sarya between the chadya and the caitya window ornament
and Camunda in the caflya window ornament. On the east bhadra, the only
extant image is that of Hari-Hara-Pitamaha-Sarya on the jarigha.'® On the
south bhadra, the pitha niche is empty, Gajantaka is on the jarigha, Visnu
on Garuda is between the chadya and the caiya window ornament and
Natesa in the caitya window ornament.

The outer walls of the vestibule, now partially broken, also carry a series
of images vertically; on the north face, in ascending order, an image of Kartikeya
on the jarigha, a seated figure of Brahma, Andhakaniaka and a broken caftya
window ornament; on the south, a dancing Ganesa on the jarigha, a seated
Devi and Tripurantaka.

The muflaprasada jarigha has thirty nine panels. Nine of these form the
triptychs on the three bhadra niches, five each appear on the northwest and
southwest wall and ten each on the northeast and the southeast wall. The
five on the northwest wall include Kevalasiva, Sarasvatl, a dancing Siva, Kaumari
and a female deity. The five on the southwest wall include Bhairava, a female
deity, an 4dcarya, a female deity and Brahmani. The ten panels each on the
northeast and southeast walls'include two djkpalas, each pair in the centre
on the karna, and Bhiksatana Siva on the northeast wall and a naked youthful
male figure adorned with snake ornaments on the southeast wall. It can thus
be seen that each side has more female deities than male deities on the
mulaprasada farigha.

It is also noteworthy that Brahma is represented at many different levels'’;
in the pitha niche below the north bhadra, on panel number fourteen on
the north jarigha wall of the mandapa, above panel number seventeen on
the north wall of the vestibule, and inside the mandapa on the west face
of the southwest pillar.

The temple has been studied as an the example of Bhamija style of
architeclure and as an example of Silahara art'?, but so far a detailed study
specifically of this temple does not seem to have been published.

The temple has a stellate plan. The outer wall has seventy three sculptured
panels on the jarighd, bearing images of deities and one hundred and six
narrower panels in the recesses between these, bearing images of mun/s
and surasundaris, royal patrons, etc.

A plan outline of the temple is illustrated in Fig. 1. The images on the
outer wall are numbered clockwise, pradaksina-wise, starting with the left
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Floor Plan of Sivalaya at Ambarnath

Recesses. Between panels on the 37 TRIPTYCHS ON THE BHADRA
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Fig. : Floor plan of the temple with numbering scheme.
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side of the front West porch and ending with the right side of the same
porch; insets in Fig. 1 show a sample of numbering and the location of
the recesses.

The panels on the jarigha are of two sizes. The bhadra panels of the
mu/aprasada, the panels on north and south face of the outer wall of the
vestibule and panels on the karpa of the mandapa are wider than the remaining
panels. The mandapa wall has fierce aspects of various deities carved on
the karnas (on the northwest karna : Candikd and Varaha, on the northeast
karpa : Mahisasuramardini and Nrsirmha'3, on the southqast karna a many
armed dancing aspect of Siva and a samharamart/ of Siva', and on the
southwest kama : Yamantaka and a dancing Siva).

Four of the dlikpalas, Kubera, I$ana, Indra and Agni appear on the karnas
of the mdfaprasada wall and Yama in a recess next to the southwest kama
of the malaprasada. The mandapa karpas being used as described above,
Varuna and Vayu appear on other panels on the mandapa facing west and
north respectively and Nirrti in a recess on the northwest wall.

The grouping of images in the cardinal niches is very interesting. As
already mentioned, the plan of the temple is stellate and the temple faces
west. The three bhadra niches on the ma/aprasada are therefore facing north,
east and south. The images in these niches are described in detail below.

The image in the north bhadra niche is of Mahakall. Ten arms bearing
different dyudhas can be clearly seen'®. Nine of these, in the clockwise direction,
hold a dagger, $akt; sdla {spear), khadga (sword), damaru (drum), musala
(pestle), khatvanga (skull club), kapala (bowl) and a severed head. One arm
is folded across the chest and held palm down, index finger outstretched,
under the chin. The hair is in a jatdmukuta and adorned by a band of skulls.
The body is emaciated, ears are large and eyes are bulging; two fangs can
also be seen. The goddess is in a dancing pose, both legs bent, left foot
resting flat on the floor and only the toes of the raised right foot touching
the floor. She is adorned with ornaments and a garland of skulls. Two worshippers
sit at her feet on either side.

The surasundaris are carved on either side of the image. One bears
a fly-whisk. The other one has only one arm intact, which holds a kapala.'®

The main niche, on the east has a majestic image of
Hari-Hara-Pitamaha-Sarya (Pl. XIV). The God has three heads, all crowned
with Kiritamukuta. Of the original eight arms, only the left upper one can
be seen holding a snake, the remaining hands or the ayudhas held in them,
are broken. He is well ornamented including a channavira on the chest and
is wearing an elaborate girdle. A faint outline of boots can be seen below
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the knees. The God is standing in a samabharnga position, has two attendants
on either side; one of the two on his right, is a woman.'” Two figures are
carved on either side of the panel but only one of them is a surasundari.
The other one on the image's right, interestingly, is Bhirigi.

The south niche has the image of Gajantaka in an atibhariga, vigorous
dancing pose. The face is serene, the jafamukufa adorned with a band of
skulls, the body twisted so that the torso is facing the viewer yet the left
leg is placed below the right hand; the body is well ornamented. Most of
the hands and the ayudhas are broken except the hands holding up the
elephant hide above the god’'s head like a prabhamandala. The dead elephant's
head with a curled trunk and a tusk can be seen hanging from the hide
on the left of the god. Two surasundaris are carved on either side, one
holds a fly whisk; both arms of the other surasundari are broken.

The architecture of the Ambarnath temple allows the sculptors to treat
the bhadra niches as ‘triptychs’ '®. The opportunity seems to be used ingeniously
to enhance the central image by providing contrasts, which, rather than
contradicting, seem to complement the central image. Thus, the north bhadra
niche has Mahakali, flanked on its left by Ardhanariévara and, on its right,
by Kalyanasundara. The Devi image prescribed by the dgamas for the north
niche of a Siva temple is a common component to all three, yet the adjacent
placement of Mahakali with Ardhanari$vara and Kalyanasundara perhaps hints
at the completeness when the Devi is considered together with Siva. It is
also noteworthy that the central raudra (fearsome) aspect of Mahakali is
combined with saumya (placid) aspects of Siva on either side.

The panels on either side of the east bhadra panel are broken. Whereas
the panel on its left is completely obliterated, part of the right panel shows
the hind quarters of a large animal with a curled tail and two small figures,
one of which has arjali mudra, hinting that a fearsome aspect of Siva had
been portrayed here (based on the animal hind quarters and the tail, one
possibility is that it may have portrayed Sarabhesa). This would mean that
the central saumya aspect, Hari-Hara-Pitamaha-Surya, is flanked by a raudra
aspect.

The south bhadra portrays Gajantaka; the panel on its left side is a beautifully
carved image of Lingodbhava.'® Siva is portrayed as the infinitely large fiiga
as well as the small and serene Siva Yogisvara carved on the /inga. This
saumya or placid form is in slark contrast to the raudra aspect, Gajantaka
in the bhadra niche. The image to the right of Gajantaka is broken. What
can be seen is a male in the dance mode, carrying a kapala in the lower
left hand, a part of a vind or a quiver saen above left shoulder, a bow
draped over left side, head tilted to right side, It looks like a saumya aspect.
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In summary, the sculptures in the bhadra niches can be viewed as a
composite of three images, triptychs; the side images contrasting yet
complementing o give a broader representation of the deity in the central
panel. This is further supported by the size of the side panels, which are
larger than other panels on the jarigha and comparable to the central panel
on the bhadra.

Stella Kramrisch?® in her article on the cave temple at Elephanta has
referred to the central recess containing the colossal image of Sadasiva flanked
by Ardhanarisvara and Gangadhara as a triptych. Regarding images in the
west of the cave temple, she comments on the contrast between Andhakantaka
and Kalyanasundara as ‘confrontation of sculptures’; Siva the gracious and
auspicious and Siva, the formidable and cruel. She feels that it was intentional;
in her words, “these antitheses of meaning appear planned.” The antitheses
of meaning seem to be planned at Ambarnath also. The north and south
bhadras have a ‘placid, fierce, placid’ combination of images while the east
bhadra has ‘fierce, placid’ combination.

The kings of the Silahara dynasty were Saivites yet their cognizance was
Garuda (indicaled by the seal on their copper plates)?’. They were tolerant
of other faiths. It would be interesting to know if they followed any parlicular
form of Saivism.

Madhava, in his Sarva-darsana-samgraha referred to three Saiva systems,
the Nakulisa-Pasupata, the Suddha Saiva and Pratyabhijia. Suddha Saiva or
Saiva siddhanta is a religio-philosophical system in which Siva is worshipped
as the supreme deity. The system is realistic and dualistic. In a Siva temple,
the presence of Siva is to be experienced at many levels yet all at the same
time, otherwise the total multiple perspective of each is lost. According to
the Saiva siddhantins, the highest transcendental (unmanifest) level is realized
in the garbhagrha where Siva is invisibly present in the /inga ( niska/a). Between
transcendence and this world lies the niskala sakala (unmanifest-manifest)
form of Siva as Sadasiva. The third level, the sakala (manifest) level, comprises
of the famartis of Siva such as Siva Nate$a, Lord of Dance.

Bhamija temples, as a rule, do not possess an ambulatory and are nirandhara
prasadas. The outer walls therefore have to serve as part of the whole experience.
The east bhadra niche in a west-facing temple is the most important. In
the Ambarnath temple, this position is occupied by Hari-Hara-Pitamaha-Sarya.

It is interesting that on the right side of the Hari-Hara-Pitamaha-Sarya
image, Bhrngi is portrayed instead of a surasundari. This is the only exception;
the two other bhadra niches have surasundaris on either side. It may be
that the architect wanted to emphasize the Saiva aspect of the image, that
the image of Hari-Hara-Pitdimaha-Sarya in the main bhadra niche can be
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considered equivalent to Sadasiva which would explain the presence of Bhrigi
here. In this context, it is relevant to note that Stella Kramrisch?2 has commented
that Hari-Hara-Pitamaha-Sarya image is a support of a meditation on Sadasiva.?3

The Saiva siddhantin doctrine lays great emphasis on adoration of the
guru®* who alone is capable of showing the path to salvation. There is an
image of a siddha, on panel number fifty four on the jangha, two-armed,
wearing a kaupina, a cap, with pierced, elongated earlobes, moustache, a
beard and a yajriopaviia. The inclusion of a mortal in the row of gods and
goddesses is noteworthy.

It is interesting to note that Lakulia is not seen in the images at Ambarnath.

Devangana Desai has cited the suffix siva in the name of the 4dcarya
as evidence for the prevalence of Saiva siddhanta at Khajuraho.2®

In this connection it is significant that the Berlin museum plate of Chittaraja
of CE 1034 records the grant of a field to a Saiva ascetic, JAdnasiva, a
disciple of the holy Vadacarya who belonged to the western Amnaya. The
inscription on the Ambarnath temple cites the name of the Maharajaguru
as Nabhata and Laghurajaguru as Sni Vilandasiva. The suffix $iva may indicate
Saiva siddhanta affiliation specially in view of the proximity of the Sopariya
Amarddaka-matha.2®

In conclusion, the Ambarnath Siva temple, in addition to being decorated

with very pleasing sculptures, has many unusual, interesting and thought
provoking features.
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Temples of the Deccan, p. 15, 'a small image of Brahma is seen up above
the Trimdrti on the east face’; however, at the present time, neither can be seen.

A P. Jamkhedkar, /bid, pp. 160.
A. V. Naik /bid, A. P. Jamkhedkar, /bid.

T A G Rao, £ H / Vol |, part |, p. 39, ‘The Tantras and the Agamas require
the figure of Nrsimha to be set up even in Siva temples.’

The south east pillar in the mangapa has a very similar sculpture though the
style is clearly different.

Two more (uppermost) hands / ayudhas may be there but can not be seen clearly.

A. P. Jamkhedkar, /bid, p. 248 ‘'Lali jangha has a pair of females on either
side of the nirgama.

The figure of the woman is not discernible now at the site but is clearly seen
in the photograph reproduced here of the sculpture on the east bhadra from
the archieves of AlIS taken in December 1968. It has many other details which
can no longer be seen. It is unfortunate that there is rapid deterioration / erosion
of the sculptures. A similar fate seems to have met the arches near the westemn
gale and a stepped tank on the south entered by a carved doorway mentioned
in a 1947 publication.

Triptych according to the dictionary is ‘a triple picture or carving, on three hinged
panels, often depicting a religious subject’

Northern style; in the southern style, anthropomaorphic Sva is portrayed in a hollow
on the /inga.

Stella Kramrisch, ‘The Great Qave Temple of Siva in Elephanta : Levels of meaning
and form', in Discourses on Siva, edited by Michael Meister p. 3, p 9.

V. V. Mirashi, ibid, p. Ixxxi.
Stella Kramrisch, The Hindu Temple, p. 373.

Inside the temple hall, as one enters, the west face of the narthwest pillar in
the mangapa depicts Mahesamuarti.

R. Nagaswamy, in Discourses on Siva, p. 174.
Devangana Desai, Refigious Imagery of Khajuraho, p. 60.

Devangana Desai, /b/d, p. 58; the connection with éurpéraka turns up unexpectedly
in Soddhala's Udayasundarikatha also. During his long stay in Sthanaka, Soddhala
enjoyed the successive patronage of Chittaraja, Nagarjuna and Mummuni. He
mentions that Vatsaraja, the king of Lata and Mummuni the Silahara king were
friends. There is also a mention of Vatsaraja’s visit to SUrpéraka.
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Illustrations

Xl South view of the Sivélaya at Ambarnath (Photo, courtesy AllS)
XlI-A. Miniature $/khara model carved on the pillar in the central hall.

XII-B. Siva Yogrévara ar syncretic image of Sdrya on the superstructure, on the north.
Photo, courtesy AlIS.

Xll-A. Surasundaris in the recesses of the wall.

Xill-B. Possibly a royal figure and the safradghara holding a measuring rod and boaok,
near the entrance.

XIV. Hari-Hara-Pitdmaha-Sdrya on the east bhadra (Photo, courtesy AllS).

Figure : Floor plan of the temple with numbering scheme.



Dhruvas in Natyasastra Chapter 32 : Restored
V. M. Kulkarni

In my article “Bharata's Dhruvas : Restored”, published in the Bicentenary
Issue of the Journal of the Asiatic Society of Mumbai, | wrole about the
meaning of DAruva, the occasions for Dhruvés, the language of the Dhruvas,
the form of Dhruvas, Prayoganarigaltva, (their being outside the dramatic
representation) and Bharata on the importance of Dhruvas and restoration
of twelve Dhruvas by way of illustration.” The present article deals with all
the Dhruvas of Bharata in their serial order (pages 309-392). The first Dhruva
occurs on p. 309. In this article as the corrected or restored text is given
in Devanagan script the page numbers and verse numbers are also given
in the same script.

. 3R gfET IT |

AT SIS A AR QEETE )
[TvgEsHI aifd am: UaETe 1)

gufast a |
YT G 3w (3) H dWAgucl)
[ Segfrarifer A7 gwany; 1]

ydt (q?rrfi'—r) T |
s Afeat quieed afifgouigol
[aAwve (@re) erfammr et aRfam: 1]

ST I |
fermew auiay o el afquerdy (afager ?) nexl
[mmmm gfaw: 1]

fersmr g |
o (7 AR) gal use(= 7)<l Nerm daeel (7 dmwel) le¥ll
[l oo Ao Ee: ]
forgeur=ar e |
AT (7 @) ToSiT ARi(d) Scar dvl Hedr dudr YeTIIEE)
[@ Y A SR gI: G A6 1)

* Please see the note at the end of this article.
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9. 3%0 Ydcia-dl I |
Aeforeg, Afdgar (7) = dremg(R) awr sigRefemomngcn
[Fafwg S =g oiefa aro anyfgam 1)

FHAGEr I |
Ta (e afcTagu WAy g IgwEEr (7 SrfEEEny) [voll
[vertea: wfcrera: ymfa ™R sfeaam: 1)

9. 3%0 FUE FAT |
Hg-fire(%)geN veasivesl firafirasY @@ g el
[Ae-3gr el (i o &= 1]

fim@r @
JoTeufe PifwiRfE o aHar qeuer SiE(sa) (7 qweurRid) eyl
[aomed: gfStashr: am-arq gefeafie 1]
EvE AT |
afsigs @-vag JounfE sediae 116kl
[afscaeged wHag, el wdan 1]
. 3 AU I |

FouTEH(S)FS uIverEr war ffweh ofifsm(wa)de(k=) (7 g\
ferafema) 1Rl

[aomeagal urgfTsicarar oy fiRaen ofi fawda 1]
mfert @ |
dafs goore quafeamy |
Srgr (Svg) TR YRR 11¢l
(vt oof: Qi@ e wwma: qftfarers: (]
Wﬁﬂg‘? 9T |
msgﬁaﬁr@(‘m%) ATt ' ed) qreEmiE( o) (7 )
le3
[s8 MR wee wmead faerfa am: 1)

fomem = |

“HETRNE TeTTy AeHEE ufady gedt el
(AT YHTeRy, Wege Sfewia gt 1]

* * .
V. 83. 1 Bft - For the sake of metre. V. 84. The editor reads “TRRY ¥

geart fgemma(m® [‘yaimeeged yregffaemani’ 1] The readings adopted here

are given by Ghosh (G) and Unni(U).
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q. 32 il FuT |
TSN(R) T U fafeol maed wmu o e licsl)
7. 3R’ [wifa Jeer e ifgs: mafa s o ggiv (7 s ga&fe) i)

I I |
STeTg - e (med) GfRT (7) FRR oRfE HUT qfETeTsy (TTSE) 11ekN
[Sreree e Fed Rfq F gfoage (-Teger:) 1]

AT T |
we fg aon fafRem g(a)a=t (3) |
qZT uTee gt Rfora 11kl
[aur f& avgar fafymony | g7 ared &t gefea 1]

AT T |
@ I I BTEE |
finT FHeiEr I (I it (ST 1R 3N
[od SISy S imT: senEr 3 S 1]

I agi(f)a @ 9 |

T el & gan) afar (i) 3@k
7. 323 dforar Fum |

arey govE fF &1 e (v) g )

w1 fordas Yoofe @o T IRyl

[ g=d frmfd i FaT )

w foees e assran 1]

Ffe @ |
EUT-FAR (§EAT) qROM el (we) ggAvme foewta (foewf)
fart 11RwI1
[TarTEaraETERE: AT fawaha (foeawda) (]

ughrdem |
o (TEr) deag faer FmRl (FOmm) F (F) dgar (Hnfee)
g ? IcfeR (IEgEAT) |
[wwr dwayfder FFW Fd wnfear TR 1]
g. 33 Ao (Ffen) T |
Meg< ar faffaear anfg |
@R AEn(? )R argETer arEr (JEr 7) 1K
[Aeg< amar fafaee arfa g@s smifa oigamn @ (a7 ]
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qeT(gafe:) T |
gea(3)wa a3 $w(T) 05 |
wftr st 7o AT (120311
[geferea a9 aeafien |
Wity e o9 g 1]

q. I T gun |
faer(a) anfy argel gaw-awtea(al) |
frer(a) Fmn faer(a) wavl Ui 1L oxli
[fa=, afa ama: gaawaset (7 @) |
s 3 A= s ]

FET T9T |
YfFgFor ATTH(T) ATRd T §EIT |
uRE FuigeN( Paugel) i am-(? fRaor- a1 ol
[eamte ATE A (T 3E:) |
9]y YU arfa am - (7 i et ]

g. 34 WAIE I |
garme(or) e wegar-fafad (fafest 7) |
@ (7 @) ¥ Fr oH atd dE e
i N TR |
uaq e wer W gifE dengi]

WEdt T |
TR -T1(UT)A-J8_H1(F)~T-TEEORT |
frrerer(a)fr s fEsfE anfgem iz
(FF-wm-ay; FEEI |
foler s fevefa aegmfas(asmn) 1]

. 3%Y WYRRHT F |
Tt fqerer (faoteh)dr T ST (7 GRTTSRET) |
Fel HGSUOT SET FEATA 1R L3I
[T fyererar TRTROZAT |
FIST ASSHA ST FEwad! 1]

T AT AT |
Fufty grEed TorE-afag-ad |
-l 3@ a-geft nggun
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7. 3§ [a9 {[-F& JOE-9RF-A |
FuphT-fag A wereedt ]

9. IY& FAT T |
T~ (-&) wwar Rafer-qafar |
frer(x) Jaft-war afaafar st gl
[Srererir: Rfaaoe |
frrgafaass: afa=far s&diti]

gfear I |
TEWEfaRT ST -Fe-a% (FArnaia-ag) |
renf-forng afgwer (gem) wefEr RN
[merirafiar seRgaasy (STEafaagy) |
menfmfe ged (sraer/fae) il
oHIgT J7 |
FETTHEE AT - - |
wftr arfg Ay wuifes sorar g2
[Fgrraard afae-Yo-qut: |
Wi aifd a@r At S 1]
fererfrsrar @ |
TR-deT(a) @en(ar) W (F) (7 ad) -aie-ga |
THTERare Al T3 AhE 112331l
[RrgaraeyT 9di-ala (= =) & |
qHAHATR A AT A ]

9. 3% W T1 |
qaI(oN) qoReRi(aTe) il @u= |
faft anfe ey Am Wef (At ?) SRR
[ga: quarEr ifasfa: e |
fifim anfer ey o W S

TFefadr |
Jg-Aegeueit(-geett) f(fn)mermeean |
Aely oo fipmersRy @tz el
[Prer-rrer- el (=Yl Ffenmersa: |
v ArsEer FedereRe: st
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* Emendation by K. S. Arjunwadkar
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9. 3%¢ fowersem g |
fomaigereiic wrafage |
Tg-Pre-afeer faem adc (walk) |tngzen

[frrangeefat (eemehar) wwuafaget |
ag-Frfer-aferer faem wmfer/ymafa axfén]

aferar aur |
Fw-gai () e, Aoférs-daom |
9(7)Azavrrg faerafe (faerfs) gwag g3

(Fargnfea AR |
gueaaTor foerafe (farefa) ey 1]

q. 3R AE T |
T§-FYH-HeT FAATIAT-HT |
weaT () T-wergult Ry Eam 3w

[SgFgrIiiy FHEE-TS (= @)
weawEt aftatda & ]

FEHEgYT T |
fafaaufoar® angaorgai |
F7- (TR av-faardt safq (wwfc) &g arngen
[Fefagaafaar® grgamgT-y: |
FHcaAfaadt yAfy Wi & i)

q. 3R Al Tun |
gfer(or)aenmore. FRfer(e) forara(fr) forr |
oy & (7 fream-) awfiE q(fa)smic arfremigsa
[gferaem=or FRerfaTtee |
Rraramare g(f@)=cfa anfaeri]

9. R0 T FAT |
o -H( ta)qfee aRE-T3-gadt |
na-wger-mor fevsfa(fs) mgatRamligxell
[Eegoramfed avE-Ta-gat |
AU fvefa it |1 ]
s T |
TE(]) ®WrRI(TM) weER 9% ufevw afisor (7 o frafe) |
awmr (o) faes-der aeRgefe wfes ey
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[TemrEaRint =% T famr (= witeg) |
arnen faeasnrdsitsspd &&dia 1]

. 330 gfF@r =T |
EUTTeY - M- AR fRal SRuTIEIfufeg-arer(-arer) |
mar(F)umrsfufeetfer (Remmm)or faafe Sivete 35
(7 Swiges) nLvall
[errmiiTe- aRfareTserernfafeasing: |
mHrEOsfifeatf@: (Rremmom)T frafs sieamfes; 11]

q. IR0, 3N farravier (fasmar) am |
Sg(u)t famr(am?an)ufufesi(d)m daferorarceadrer |
TeqgfafimeT-faauel oy foefs sreafRfr= I3yl
[Srererferamfufearst dfafrtor-se-ga-a: |
TeqEfafria-faet ot famrerafififieg; 1l

7. 332 fasga:, @ |
Tefereh dawuieg armmofe fafu(fagt 7) nfic |
I Fafg orunfiREr w1 el it 1gyRll
[Feferr dawuhrasarnmodygd afia: |
IAYUERIDRAS TR & area: 1]

7. 3 g9 aferd (ferar) aem |
T G- TeT-g Ry v q%g-au-a- AR |
()RS - T T GH(TR)Fu (F0r) eT(F)al
qemE(=n)fgnguzg
[ar graigAEAT 9 - a-ard- =it |
ARMAEG- TN T OF a9 ToEd e 1]

7. 33 AAEd T |
oUT-HAgRI SRITHa, Tafer () (o) w(ar)of-gg wdt |
TR-TTE-UFaE-Ha- vy o Ry | wafs R qenfaed)
[ - wiaarra - faarerHaes SHigE TEl |
- Me-Hahfaa- T~ 7 fausia gufg & genfaa: i)

* The editor does not assign numbers to the two verses: one, defining the Dhruva
(Manovati) and two, its illustration.

1. U. reads : ‘enftreh yaTieY’ (wmftrh garfee: 1)
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q. 3y fasmmar @ |

w@r AR IR i
fovgegal urefé it |
Tonfia=i shmremd sfeafmr
HeIel AT STafeRT I1RERI)
[Ty Bet Ae, mfd

forgert amafinifiae |
anfaa ofiurer efef:
ToaTeE ArRIeATRATIaa: 1]

9. 334 AEASt @ |
T N AT(O)URAY Wag (3rew) 7 STeelie |
werar fosgssieT (7 fasgengr) wwfg g8 nggxn
(@ MY A STEAfTT: |
wewer] fergeeiat ywter g i)

ﬁﬂ'ﬁ‘TﬁT:,Wl
aE o (7 f) oigEwE wE@u-Har |
STereien guafirgr smig Jor)
[catsfer oiyEes: davea: |
S qrEAEr Al avll]

. IRE Ydoidal TT |
TeaEe HUT(T) Ao ag(ag)forory
aeaey TegerH fammmf(d) |
WHYE IGTHTONSTITHE
grafe gy deuarel MR [1R&EI

1. The editor reads the second half differently as follows
srar(? @) ax sgfE (7 ) sfafe
faoomaranfass (Rrggguolr fomardy mfgai ng&3n
[Frem i efatnd fregett gt wiRwa: (7))

v. 166 G reads 3SuTHOY

U reads IGZATN (JT: IG)
The editor reads IGRTAIT (JHIT : IGTAT)
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[dreu-EE (-908) FHRMEE G
Sy TEEeEr fowwfe: |

QWL RS ER R R

aifd arar ueaTer e 1]

9. 3% AT 7o |
Hearg- freg-foqe sier-nfae(-9fE) |
A3 (7 8) T RUISSICHSY e 11RE¢l|
[reramgfagfaam semviar |
TN §RUgessaaie THaeH 1]

7. IR WIAT T |
ety -shet-FserEg(, ? ) () qg(8) o |
faa(fa)s-fodm-afiegst w&(? s@-) @
WERN(F)duer (7dem) er(3) Tomer saffaRT Igsoll
[srmfamequeyEel Trftrer:
grTfeTer - 3T FEit-ar, @-gat: |
fafaer-ferRfsags (7 w@) @<
GO - Tlid-FAmT ggdia il

w@ferafashaT 2o |
featr grawmg @ fer o=y e
e fafe war qmufdanfrfeafai(an) |
TR (oT) Fefomes wiwTEERN Ud-ge
Sea fafRammn ardi(]) sivd awifa(a=fe) g ngesi
[feari e @ 3@ SsFiRa
Ifed geE o ufsrepioasa: |
T HEfarr SRR dog
Jgd faferey smg-saee aeifd gaw |l

9. 3¢ FEEUSAT T |
aguTterer () fore - dae(o7) -Fge. Ty st
FAfTT-aa-Tafes-gae (7 gel Fiosig) |
Fog (7 afeR) a - faefR(R) Fg9 (F98) afvd m=-
Fghe-faET-fasfe-geet (W 7) sufg fasrugwul
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V. 170 U reads J3-SITr (ST : FA9ies:); and 919 in place of =9a(7)
V. 173 U reads 9§ for Sgei
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9. 3¢ [9-foufiid-usa-ggn @iy s
FAfAT-TT-gaRE -7 Thiehtg |
Aferd-ats - foreifa-gge (F98) Ifra-ma-
gfirafaes-foritua-gaet sadaii]

qEEUAT JT |
faerafestr 327 (7 307) TRNER SuNa(I)IE |
aforere Ag-gUhm@ gat-g(q) a1zl
(frr afle owr AT SuEaE! |
gfeatfa wg-ge-met grat gaf: ]
anférfaepr am |

[GFEYAE | WEHTHETYROI  giAeeTetor
TR 3T | IRty fovadeawsr wnfefa | - et 9. 339

9. 330 FAHAA T |
@ ¥R ReR-fa(fn) & f o) &
T3 ) o |
(7 urrsfe =fa(3) w9 1)
ST 9 (7 IgA(R)T-) w(ovm) A
QETquar (oY) TE(OT) AR (R) I I
[Qq oy fiER-fen fier
HITCR Rl i |
S GG AR
ATt A e 1]

7. 33% FAhcarssiafuanr aom |
G TR A
fidr s Gy |
o o
Riamdr sauee srfgnges
[y mHaer Ay ot wESEET gE: |

it Fasearats: free yeaae wfd i)

* This example is found neither in G nor in . The example given in G. (with an
asterisk - p. 33), however, somewhat resembiles it.

V. 183 The editor, it would seem, prefers to read the fourtn Iine as

[ffe T afg =)

(frafrar af@ mwiq)

Ghosh reads ‘Rrerafz af Tew=at’. Unni reads ‘fiaife srafe nssf=ri v. 19401

[‘R=fe = afa wi'] ‘msai-t’ is obviously wrong, in Prakrit the form would be
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gfierEn Fur |
it (=) Ten () Cored(d) @ remreuora(@ | geamE) e |
qg(g)wamor faeg wmiE acmeT(T)-JE NR cull
[Frftaramoed gfim-remia-acy_ |
9g-vaa faed i aamesgai]

Afeanferar e |
afir (afly) feoreeerT Igmor-(fn)arecEn |
Temurh(fh)gweer Jaig foet(T)amie ag g el

[nfrferurererertT IO Fatadar |
TerharRinT gafafa wfa afr: i)

9. I3 AfPOfear Jedt o |
FYIZ)MT FHAS TEuT-feRefaraeRt(am /) |
wifi(fnFmimet (-g&)e afc (awik) faer(a) g Prrugesl
[Sgorggwadt TeTTERdfdaT |
witmmhnet aerdarg e 1]
R o |
Al TH()EE [egadr e |
foregestier srafaeal (7 freeaicafaea) @l A (3) afesfarnekeul
[, e ot erfiraery |
fogeaidicafna o R gfaafia: 11]

gERar qur |
TEIN(A) A0S faueeer ARE-Ay (HE) awEr |
F<-frmt afrEer dasEmn aRaiRY 1Ryl
[rge@re (vo2) fomerser anEs: @AgE: |
Fefm: TivEen gagar aftufia: 1]

9. 33R-333 FHiGT Tum |
aroal (aer) FEE-Tfedl aR(a)= FEieon |
- Rr()tEa(g)Sor dust R uEE(W)RT 112REN
[dodt (Fra=dt ?) FHAEgfear art AT |
Tivadi frfeasH dumssy (¢ s&@Y) TaRE ]

V. 185 1 The letters 'H&&T’ are apparently due to scribal error!
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e o il
T ORI (HEUERIh) FE-W girser it () |
Jmanr agwfer féefs s FERy el
[ty aqaa=X A9E y@r T |
Jvade gt fevafa & Fia: 1]

a1 (Tsfm:) T |
ey el (-8fF)frg fasgeeieT(a) @uiede |
AT - g -g=t Ieqn(Am)fea &g R0l
[seymrger: s forameroaedioy |
AT A HTadE & ReTEd 1]

. 333 qgfeR avm |
eag fveers fev(sg) T R () e |
3fga(3)AET il arafs gt & F@-aufm 1031
[(Feaqg feeren fagadd 3T ;|
e fmfeR wafa e w4 (7 @) ]

7. 33% fagengsT e |
TAeL-Ug-ayfeamt wifea(3) g (7 TE) AR |
JUTEY Figar sl gom-nfaes () mfa (7 R) 1Rex
(S -wgfa: wifod-ms-neER;: |
FTe Fuar gt FOIH-faas anfd 1]

(SUeiaR) I |
% fafuawfear fim agugeawar |
Frenfe-@m-fare-tgom far oreeemfiafeRT 1R 0001
(o fafrratagm oo ogueeamEr: |
Arenfa@TRaEmT Her MRaerHny afir: (1]

(FAcASTeft) TuT |
gftemmon forwrag stfiregmmol agar(a)fift |
IFWEY FHEER IeAfa(fR) R mE()ER HReRll
[aftyram: ferroraenfidenmr seafifiy |
IFUEY: FUHE I]AM FE T 1]

7. 33 (gErenfer) T |
U ( - &t )oTfésureh. ferueeafagfagel |
ﬁr1§fﬁm(u) Uees auy faeg adt mwer(a)r fﬁi?ﬂz Rl

V. 202 1 G V 235 vfer® (3w) 2 = - (')
V.211 1 As given in U (p. 941, v. no. 222). 2 U reads firgd (fnyem)
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[raeTEufeves:  fRuraeafaiva: |

Rrfra-deme (frgieed) aneg famfa sl ey Rgan)
q. 334 (qE@E9T) Il |

Fugert gor(? ge) waun faak o ofeftEn(o) |

TR THSTOT TR Trame 11382 -3

[Fgrgft gEvar faefa o afefay |
TERTT JAgAT TgHASFOr, TaIris 1]

famem e |
Fgmfem Rrreafad niaeids sweyes |
¥ gy AREYRY et am(we(?eE) Rtz
[t frieafeer afof-aueg(wwe) verryat |
¥ ayAe) grEgied @Rl gt oy faafia: )

g T |
HefoRIoT STavumTol FPUT(F)AToN Grst()Jung |
drA(a)ag At arr(@) oy Ffag @ (7g) 1y
[Frefaamwaman: (- HaREVE:) FFEEE: GRaaH |
draqErafhmen aifa aa: FHfragarsy (7 @M o

g. 33§ (AWIHEH ) |
fiftaefaa fagfoeer smafirem(w) @u # i (FEET) |
fimefy g¢ wetee TgeR(? qgar) from(on)dr mewar (7 werEol) N3l
[Fitaefaat fegfidisafemaer s (Hftv:) |
Afimafa gd Adae SgRFRr FeRa: (WeTE:) 1]

(FATArEAT) TUT |
Feer | (1) mor-gfn( or)ror- R (ora) [ df2ordel (7 a2fagie)
afererafsrormemioTgT |
feregforer(ar) fifirag. smefian
seafs TR IR (ToE) IR
gfqaafemmsaTs: |
e (fereg) faftmae sy
Feafd mHae o (W) &4 1]

V. 217 G. p. 117 v. 258. U. p. 943 V. 228; V. 219. G. V. no 256 - 1 far
2 The editor afgat; G. af<gast 3 The editor 31, G. &l



160 V. M. Kulkarni

q. 33 (Afaagem) T |
fagfirer(a) SererAfagus
fear(s)a-gfa(fr)ax aftufs(f)ar |
Jeafififiet-aeqee (7 dS-A3)
foatf mror-deng (7 qEmE) W@ IRRRI
[ serermfaee
fgsrror-giatafiafad: |
AR Rra@egFe
fererfa et o 1]

(AgeRforar) e |
(T () AU REEATI S (3) AR etEsdr |
@) ) ey for (@)FRsy aRE fier(E)
[fefe)frfa(Rr) =331
[THaeTsvHiRE] SaeEPRREwET: |
WA @ fa-weisat (7 ggasH) sfaafar fafa & AR =)

7. 33¢ gfamr aem )
e e |
frafrer(a)Far wag meA(F)at 11R3E
[ FaRfe g 1 wafa et ]

9. 33 gofaeT FT |
oty rfimed(d)a |
T g MTRI( o) g HA(T)TEA 113 0l
[frgemmiirfieafia |
Ticaiuc i N GLpesitedl)

T
AY-FUTgat (-@Ts ? taTza?i) TES-T(M)FI<A TR |
&g fomar (FraT) (o) e 1R3¢
[AeRaTgt (? @) TONEESE (= - 9%) % |
wfa fre(sa) Tfaem (= )N

7. 33R 3 |

q(F)feer(a)aeaoe. qefu(fe)vammes |
faer(a)de avgaor & deeT(a)Raigar el

V. 223.1 Regqdg - U. p. 945 V. No. 234. V. 228. 2 G. @3« V. 263, p. 117
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[Feaeaoy(-Eue) Fiiuasd |
faerfo gngan &a: de=tufaa: i)

AET !
- F g -qoney fafaauaon Teue |

frreemafagfad(d)Iafs @ wifter(@)d n3tm

[arrema(araa) g ) fafet ever
feorasafafia ey iR 1]

Q@r gieT-a () (1) (R () -2et- - Ty |
qfR-gai() u-aurat afirts | (7 TRREETa(?) 11 3R
[oy ghe-aaedt (7 a9) Rfa (? fgw) - 3a-fa ofofa:
ghimgraaTad gfoendla Tssorggana:(7) 1]

7. I¥o UghHA: |
TT(F)ATE FFRTHI e (M) garfaRad |
JgguraETreTaTRl faerfd (7 faefs) atdu qurmaT 1R330
[IRY-90E (- @UE) HHM: FI-gra-gardas: |
JuH-ae - faerfa awg e 11)

fEg
Fca(mw fagauren fagfirer(x) fafiag mmr |
Fe=r(T) fiftRreifees-ar wiftreR 3eafe famersmr 11331
[Fagarer fonpon fofa(ferg) fafiae mr
Ighfifirewie] @ Jeafs fanest 1)

9. I¥o I |
() ac-gfr(Rryor-wigean(a ' ygatt 7) afier(a) glawiive aEEsT |
TR TR (foemfe) wa fegea 11R34N
[FeraT-gfnmr-daas (Hegae 7 )auganiive-aneg: |
TH-gesvme] faatfa o feaaet i)

" V. 232 The text and its Sanskrit chdyd are both unsatisfactory especially because the
text is quite corrupt.

G. reads: AfgPrTauETt afoets fadmrgEra | - p. 118, v. no. 267
U. reads: Ta GiRavRITe- - - arRrRuaurenft afsanfs fawmsart 11 p. 948, v. no. 243

V. 235 1. G. V. 279 AyRlt 2 G. FWR Gfinker 3 6. Riw veawe frfy wuflk
i
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9. 3¥§ (W) FAT )
quT ay()vidl W(a) 3@ agiinig
JegeT WUTEVIAl aegd SorT(T)fS wamge |
g feaafaen (o su(a)FHaar ()
argef (9) oog ®W faatt aag(T) geaau 14E)

q. ¥y [AT Efgrad @3d agirhmaf
qda GHTS, a8y @ SHEfd SERge, |
ST, faae AT

drrr oo wW faefa awag gava: 1)

(=aan) @ |
gfa(fim)mor guefa(f)afa(afs)gen(@)sr fagfrer(a)fifiad
FHeraons fefa( ) an(@)amen memerfren(fn)aYr |
i s aeefefusTEr (7 oY) Rrafia(d)@oay
() dufg arfaserel awg(e) feaaai 1Ryl
[gfromusfer () af<a-aon faug foftrae
FAAG e Ter-ufofin: |
g | frafuaal frefa (7 RBi(g)dwerea:
Jeafa amfa aftasier awg feaaest 1]

q. I¥e (sHi=T) T |
= frmestiven(ven) fayfeT (1) aumfiee(s)fE
AR AHILE ITITE () T-FHGTR |
ar(an)arRmT FR(FT)An fd(F)Ts- Raem(mfm fag(? )
ATt ERI(T) TN faatfe atay] Ty IR&oll
[ o= Fofereaiee faym aamfaauefny
AR AFIE IFTOEIUEAGT: |
gl e Rraeefraaafia fage
Arrcreh oy faefa ateg mEmEp (7 - wE)

V. 258 G. v. no. 318 ZTHEwiaafG-uRr gafaesuarafcaagat
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7. ¢ (W"Fﬂ) e |
@mvﬁ @ '@ agar(? gt nRhia()fi(R)

TGETHTIN S ﬁg(?ﬁa)a%gmgamﬁwngal
e IUMIOT ¥ m{gﬁmﬁam
Hfonrd averard Rrer(a)d aw@y gte-wEn 1R6l
[qfeargegan™: (-5 Q<) @ @ e (i) Pmafy
gegeaHr BE(dIe)dey avy 9 Sld Ywanga |
SitaeagegauT: (-gga) auegaafcrereeTse
Winfregveyard fawtfa awg gaua: 1)

(@ar=ar) Ie |
froraeed faffammn wfa(fz)s(F) (7 wice- )afor-sfat-gaaer
FHIAUS FEA(T) AN FHIFA(F)-wiE-aq
TR, () S IgE-FT
Jeafs o= A= o () gfag@(s) oo 1R8Il

(oo fafory swfeamftrefaraaaf:
TSI SN FHRGATREEYEY;: |

DRINCRICIE S Gk U D U R e U]
Il = Afeohierar Fawmfs gieagasaa: ]

9. 3¥¢-g. IR F@erd... T
" (g)anEd(3) A wRe(ws ?)aftr- - [sRcratE] se
difa R-aR-RmRy (9g (?) ug) Tau-gfas-fae-ger |
Horgergenfirae ghig- - ﬁﬂa‘a' qfe-at
q#—n'émr -Aror-foregy &facr @ wuie afcrer- () n:gwl
[aa- Hgaaaﬂﬁars wfeamitfaea [Fﬁf(? |gYT- |

V. 262 G V. no. 309 1. ™ 3@ gk Afirafed 2. doasy 3. wifer ghge 4. Foraen

V. 264 G V. 311 g% Fyfemger

“The example of Skhalitam ( Skhalita) Dhruva which, according to Bharata, should have
been in Sauraseni Prakrit, is given here in Sanskrit | The text and its Sanskrit chaya
are identical ! Very Strange indeed ! See, however, G. p. 123 V. no. 316 and
U.p. 959 V. no. 279.



164 V. M. Kulkarni

rramshter (fage) e |
gEr AR Jemiri(ad) rfr-ge-ug(g) -w(s)s- (@ ]antEt
TSN E7- U e - - e e -aHupy |
() on AR afa(3)3(u)a-an- fFafta(g) - rg)a-ad
gen(=en)r(F)A aRi(@)an(@)ifRa [9a] fftftes @ gafaar
(7 AUER) NRERN

9. o [W A= SATIISIATT-TI -9 - 9@ -FHEar
SR EEFISICIME R CRIE CDE RIS L U il
EICIC iy :
"o A gl e safififes 3 agea 1]

AEt T |
T T REHTN IGTUMTEIT JHIET
g()afa(z) somer [? o] gefaa (7 1) a1 gRaasRasmgeres |
frorreer fa(fz) (?) g fefaesi(=) a(E)fitfe-afm-ag
m(u)ﬁ: Hafq o SEEr FHRAvRISEHTERT (1R

7. 34 (... TW) 1 |
wf FueeTESs (iueRd(3) ar-nfd (7 fa) ar(em) |
RS Aewheiagioe feves srarfar swd 1uEll
[ ( =gum)@Aerni-fiesh( -1e) Yoy -are- Tt |
IRG AeFd gt fevsfa alat seudt 11

(Segeh) =1 |
afeuErg- frgei(er)) (7 fime)) Rgamifs-afey |
el e Gl el @ B &l kv
[afeq rerafee) Raamghe wita: |
wﬁ:waaqﬁt%arﬁr@ﬁw (=ﬁqz) II]
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7. W} ¥ Fomemiiemre (<) fiet mw gf] o 0
yiemorgafefer Fomr oo af@fey agfad & eropir amTE |
gearyEegfeery dufa(fer) off it
g Fu(3 ?) g (W) qwean(am)da=s Judoredr 1|
[Frpremfimen e giid 7 3G
HieaTrET afsdia: FET oY giafe El'g’ﬁlﬁ g ATEUET |
aeayad gl s
ay] A famfe arfueuel fdRe: 1]
IFd AAT |
UrETE [-vseh] el HfGdr ader
wnfieal aafy (wafs) ured(d)ordure |
TEHR()@ulE @I Ferorair
afig(g)d frfeer(a) T oref ofg |fE et
[aravss wEifa AT arEEmEd
wrfiaal wfy g A |
et aafd Twgd AT
aufigdl ffedsmfa o o)
9. 43 (WOIEHA) I |
I Thg-faah Faer(a)afgei(d)
-3 (T )aTEFeE. FEA-agfes |
TTEEEhTOTe] AT [SIoT]Ag-STorer
fevsfa(fs) Hiferem werEmEmgRET (13¢301
(a0 9gg-faee Feewafed
ITEH-HieT-FHird  FYA-agfead, |
ATE-HA ZaFA-S -~
fevefa Hifrar wo-wERETgEaT ]

(afFramarT) @ |
FAATRRY AE(F) 0 g2 (7 fN)
wiligerea-gaaaorl (? faErgared) |
mpifee g gt
affefoedy gavy SRl (1R¢ull

* This verse, as given here, is very corrupt and therefore obscure. G. (p. 125 V. no. 327)
gives the text which hardly agrees with the text as presented above in Vadodara
edn. U completely leaves out the preceding prose 3= d | and the alternative definition
of gqgaHT along with the example given above.
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[Fwenaty wreT T
wigEEEury: |
e T e
giifefoea: gag 92ug: i)
q. 34y (w@fE) em)
farerafraar(an) [fama=l a1 7] Fuew(d)ve goRgA(T)HH(T) FIIGH |
qfei(d) qitaryRar safcH(anFe aqaara(fc) n:ell
[faerawdt a1 Fer-gvg(@ue) TP YAt |
caftd giarygeer seufear $& agta 1]
(darey) Twr |
" fer-dm @y afeETET
PSR FACTH |
ufefioausgr afifefosar
TG Rgue T |
" [Rer-dur (RS-E1 7) qUR AfTANE FEARARIEHT FHEH |
Afefiered aftfefogar mamEiEET wRrEet 1)

7. 34y (dewy) e |
wo-afed wi()ohifad
TN @TRIFAT(T) N |
Fy()arEafs femfgai
uftmvefeaie(g)tet gi(fE)ay, [§1ﬁz'] 11R¢RIN
(il GRiferlr mRmYT @T-FfEE: |
FgEERiE(? argad) fuf: fowef siegieay (gRaan) [Eia]

¢RI

* Note : The definition of Harmsasyam, the text of the verse ‘Dia-harmsa.. efc.
[along with its chayal are through oversight reprinted on the next page (355). The
chaya is here lansferred from p. 355.

* Note : First six lines of the text (p. 355) are inadvertenlly repeated and
reprinted here on p. 355. They must be dropped altogether from this page.

The next two lines, which are nothing but Sanskrit chdya of the Prakrit verse dia-hamsa
vasante, etc., are transferred to the previous page (354)- just below this Prakrit verse -
their proper place. Now, the Adrika * elastujatayah” etc., which bears the consecutive
no. 292 will have to be numbered as 290 — since the preceding two verses bearing
nos. 290 and 291 are dropped. Consequently, the text of the commentary
Abhinavabharati will follow just below verse no 290.

G. (p. 128, V. no. 346) 1gﬁ'q‘



Dhruvas in Natyasastra Chapter 32 : Restored 167

7. I4& (STMIRH, = GHIGEHN) T |
uRaHTEE e (3)awTR IFauy SEFEN
Fora( ) rer- (3 - gt Her- TR (e MR- e |
Higadeave- HETR -0 R - foeiier- one-geor
fevefs BuRR(g)R-Tel wgdr (F-fir)fag-garm 131w
[AraTEEiE @ JuET FEFEH

(snferft=anfaeg) Ium |
SfdggaTTR ROTIS-gura(ded) |
Fores()A@) DA swa qg (7 g&) wfaRy nRel
[aﬁm@mﬁm
PSRN §Ur 43 (3d) gunfaa: 1]

9. 34 (aafeay) Fum |
TP (R)aRd faEm(a)EfEd |
au gfiqewe 335 T Hifdea (7 Hifhar) [7 @rEer] 1R
[IFgyURy faEsRiEy |
T iR AR 1]

" Note : | record here my thanks to Dr. M. L. Wadekar, Officiating Director and
Dr. Siddharth Y. Wakankar, Dy. Director, Qriental Institute, M. S. University,
Vadodara for providing me a copy of Sri Manomohan Ghosh's article : "Prakrit
Verses in the Bharata-Natyasastra”, pub. in the /ndian Historical Quarterly,
Vol. VIll, 1932 and a copy of Dr. V. Raghavan's paper : “Music In Ancient
Indian Drama” pub. in the Journa/ of the Music Academy, Madras, XXV, pp.

These are the corrections to the article in the Bicentenary volume referred to at the
beginning of this article (P. 147).
Please read -
P. 81 v. no. 66 - read .. gI:
P. 81 v. no. 70 - read 9avERY
P. 82 v. no. 123 - read 7t (7 a&)
read g3 (? @)
P. 82 v. no. 143 - read =% " firafir
% Wy A (= grtey)
P. 82 v. no. 164 - read R
read HAr fargentat (7 aft) vz g8
read EereEH T
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79-92. | am thankful to Dr. Tapasvi S. Nandi, formerly Professor of Sanskrit
and Head, Department of Sanskrit, Gujarat University, Ahmedabad for sending
me a copy each of Chapter XXXIl on Dhruvas in the Nalyasastra translated
for the first time by Sri Manomohan Ghosh, pub. by the Asiatic Society Calcutta,
1961 (pp. 106-160) and Nityasastra Vol. Il ed. by Dr. N. P. Unni, pub.
by Nag Publishers, Delhi - 110 007. | must also thank both these editors
whose editions, (here indicated by G and U) | have consulied profitably.



Source Material on the Earlier Delhi Sultanate Period

(CE 1206 to 1290)

N. N. Patel

Inspite of the researches that are on, on a large scale, it transpires after
reading Prof. A. B. M. Habibullah of Dacca University on the early Sultanate
period that there is a dearth of English versions of the original works.

The original materials suggested by Prof. A. B. M. Habibuilah for the
history of a) Central Asia, b) the subsequent invasions on India and the ultimate
foundation of the Muslim Empire in India by the Shansabani dynasty of Ghor
(preceded by the predatory Ghaznavid rule) till CE 1290 are as given below.
The details as regards the name of the work, the author thereof, its period
and its intrinsic worth are given in the tables below in a concise form.

Table |
Sr. Title of the Name of the When Explanatory
No. Source Author written or Remarks
compiled
1) Kamilut-Tawarikh Sheikh Abul Hasan 628 H. His accounts of
b. Abul Karam as CE 1230 Indian affairs are
Shebani, alias Ibnul based on hearsay.
Asir from His accounts on
Mesopotamia non-Indian affairs
are good history
2) Rahatus-Sudur  Najmuddin Abu A valuable work on
Baker Muhammad the later Selluks of
b. Ali ar-Rawandi Iraq
from Irag
3) Tarikh-i-Jahan Ata Malik Juwaini. 650 H It is a valuable
Gusha-i-duwaini He held a high CE 1260 history of Central

administrative post
in Baghdad under
Hulaku, the Mongol

Asia in the first half
of the 13th century
CE. This work is
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4) Sirat-i-Jalaluddin

Mangbarni

5) Nizamut-Tawarikh Abu Said Abdullah

6) Tarikh-i-Wassaf

N. N. Patel

ruler. He had thus
access to Mongol
official documents.
He was pro-Mongol
and, therefore, wrote
to commemorate the
reign of Mongu
Khan.

Nuruddin 638 H
Mohammed Zaidari CE 1240
al-Nessa

674 H.

b. Abul Hasan CE 1294

al-Baizawi, the

celebrated

commentator of the

Quran,

Abdullah b. between

Fazlullah Shirazi 698 H to
728 H
between
CE 1300
to 1328

the first detailed and
authentic account of
the Mongol
conguests in
western Asia. His
accounts on India
relate to either the
Shansabanis or the
Khwarizmi Prince,
Jalaluddin.

He was a friend and
companion of the
fugitive Khwarizmi
Prince Jalaluddin.
The work is
extremely biased in
favour of his friend.
This work has
valuable details on
Jalaluddin’s activity
in India.

Its extremely brief
accounts of the
Ghorides and the
Sultans of Delhi
basad on rumours
and tales are largely
inaccurate.

It continues the
narration of Juwaini
(Sr. No. 3 above)
on the Mongols and
begins with the later
years of Mongu
Khan's reign. This
work throws light on
Mongol activities on
the Indian frontiers.
It furnishes vaiuable
information in
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7) Jamiut-Tawarikh

8) Tarikh-i-Binagiti

9) Tarikh-i-Guzidah

Rashiduddin CE 1310
Abdul Fazal b. CE 1317
Muhammad

al-Binagiti

Hamdullah Mustaufi CE 1329
Qazwini

respect of Mahmud
govt. with Mongu
Khan, supporting the
Official Chronicle of
Delhi. It is an unre-
liable account on
the Sultans of Delhi.
His account from
the Khaljis onwards
is tolerably free
from errors.

This work is
valuable for
contemporary
history of Central
Asia. Its account of
the rulers of Delhi is
not very
dependable.

This work is the
general history of
the world. It is not
of any material help.

It is one of the best
general histories of
the Easl. It gives an
accurate account of
the Ghaznavis
Shansabanis and
Sultans of Delhi. On
Ghorides it supplies
interesting defails. In
respect of facts and
dates on Ghaznavis
and Shansabanis
the work is merely
corroborative.
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10) Mujmal-i-Fasihi

11) Rauzatus Safa

12) Habibus Siyar

13) Khulasatul-Akbbar

14) Tarikh-i-Alfi

15) A historical
account of the
city of Herat

16) Rayzatul Jannat

N. N. Patel

Fasihuddin Ahmad Middle of

b. Muhammad 156th

Fasihi-al-Khafi century

Mir Khvend CE 1458

Khwand Amir CE 1528

Khwand Amir CE 1528

Compiled by a

Board of Editors

under the direction

of Akbar brought

down to 1632 CE,

the thousandth year

from death of the

Prophet

b. Muhammad b. Between

Yaqub al-Harawi CE 1388
and 1322

Muinuddin Late 15th

al-Zamchi al-Isfizari century

This work is a
chronological
compendium of
prominent events.

This work is mainly
concerned with
Central Asia and it
deals with the
Sultan of Delhi only
casually.

This work supplies
valuable details
respecting Mongol
operations on the
Indian borders in
the 13th century

Taking the work
Herat of al-Harawi
as its base, this
work gives an
extended account of
Herat up to late
15th century

The historical works detailed above at Sr. No. 1 to 16 are only of
supplementary value on Indian affairs, their main locales being anywhere from
Mesopotamia to Central Asia. Qur chief original literary sources are very few
in number and those are as follows.
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1) Tajul-Maasir

2) Fakhre Mudabbir
Discovered and
edited by Denison
Ross

Table I

Hasan-Nizami

Fakhruddin
Mubarkshah

CE 1192
CE 1228

173

This work is unique
because it gives its
minimum in a
correct way and
also because its
author came to
India soon after the
conquest of Delhi
and commenced his
work early in the
reign of Aibak. The
copy is the best
one. Moreover the
copy in the
possession of
Nawab Ziauddin of
Lahora alone
contains the history
of the last portion
by the author for
the period CE 1217
to 1228,

Particularly the
introduction of this
work is valuable for
the early history of
the conquests of the
Muslims in India.
The author of this
work who first was
associated with the
court of Ghazni and
later of Delhi, wrote
another history of
the Ghorides in
verse. Though
mentioned by
Minhaj-Siraj, it is not
extant.
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3) Adabul Harb
was-Shujaat

4) Tawamiul-
Nuruddia

5) Tabaqgat-i-Nasiri

N. N. Palel

Fakhruddin
Mubarakshah

Minhajuddin Abu
Umar bin
Sirajuddin al Juziani

This work dedicated
to litutmish and
preserved in several
collections gives
useful details about
the government and
military organization
of the newly
established kingdom
of Delhi.

c. CE 1227 This famous

collection of stories
dedicated to
Nizamul Mulk
Junaidi, the Wazir of
litutmish contains in
its preface details of
the military
operations which
litutmish conducted
against Qubacshah
in CE 1227. The
author was an eye
witness to these
operations.

Completed This work is a first
in CE 1260 hand account of the

Shansabanis’
conquest of India.
The author is a
contemporary as
well as a partici-
pant in some of the
events narrated in
this work. On
account of this, this
work suffers from
personal prejudice.
He is biased
towards the
Ghorides and the



6)

7)

8)
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Mulhiqali-i-Taba-
qet-i-Nasiri

Tarikh-i-
Firozshahi

Ainuddin Bijapuri

Sadar Jahan
Gujarati

Ziauddin Barani

Late 15th
century
writer

dynasty of llitutmish
and has concealed
facts that are
damaging to his
patrons Ulugh Khan
and the Sultan
Nasiruddin Mahmud
to whom this work
is dedicated. Despite
this, this work is our
main original
source. Itis a
general history of
the world of Islam.
This work is a main
source for the
period up to 1260
CE. As this great
author did not write
beyond 1260 CE
although he lived till
1265 CE, there is a
perfect blank for the
span of CE 1260 to
1265 as this gap is
not filled up by any
subsequent writer.

Details about this
work and its author
Ferishta are not
known at present.

This work also is
mentioned by
Ferishta.

Completed This work opens
in CE 1359 with the first years

of the reign of
Balban and is
dedicated to Firoz
Tughluaq.
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N. N. Patel

Surprisingly this
work also skips
over the span of
1260 to 1265 CE.
This work is
anecdotal in
character, aiming to
teach by examples.
In expounding his
viewpoint the author
has resorted to a
purposive slant of
narration at times
and sometimes to
giving selected
examples of rulers'
conduct. More often,
however, long
discourses on
slatecraft are put in
the mouth of the
historical
personages. The
author has
dramatised history,
not unlike the style
known since.
Thucidides and this
together with his
undoubted power of
description and
expression accounts
for the fame that his
Tarikh-i-Firozshahi
enjoys. Even when
the facts given in
this work are actual
it can not be
regarded as a
chronicle. The
discourses put in
the mouths of the
rulers of his choice



9)

Fatawai-i-
Jalaludari
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Ziauddin Barani

Written
about the
middle of
the 14th
century

cannot be regarded
as reports of works
actually said but as
tendentious
interpretation, in the
first person of
conduct and
decisions mostly
acluated, perhaps
by wholly different
consideration. Each
of the facts
incorporated in the
said discourses
needs o be
examined either
from Barani’s own
account or from
other sources.
Barani's
account of Sultan
Balban is a case in
point. Here very
meagre defails from
Balban's long reign
of twenty years are
given but the
discourses of this
Sultan's in the
fashion of Persian
works like Qabus
Nama, portray him
as more of an
idealist. The Sultan,
in fact, was a
ruthless practical
statesman.

In this work, the
author has
attempted to preach
his own advice to
rulers on statecraft.
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The views
expressed herein
are identical with
those praclised by
Sultan litutmish and
Sultan Balban.
Barani shows a
greater interest in
recording
administrative details
and greater
familiarity with
agrarian affairs,
having held office in
the Revenue
Department. His
remarks in this
regard are often
ambiguous and
rather cryplic.

The original sources
on the history of the
Sultanate of Delhi :
1206-1290 CE
covering the reigns
of the Sultans from
Qutb-ud-din Aibak
to Bahauddin
Balban, the Ulugh
Khan end with the
works of Ziauddin
Barani.

Besides these hislorical sources given above, sometimes casual but
extremely illuminating references to polilical and social life are found in a
series of contemporary writings which are professedly not-historical. Such
non-historical works that are significant in their own right are detailed below.

Table il

1) Qasidas Amir Khusrau, a These laudatory compositions
contemporary of were addressed to the leading
Ziauddin Barani men of the imperial court.
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2) Qiranus-Sadain  Amir Khusrau This work describes Kaiqu
meeting with his father Balban,

3) Ashiqa, a poem  Amir Khusrau In this work, a brief resume of
the history of the Sultans of Delhi
up to Alauddin Khalji is given.

4) ljaz-i-Khusravi Amir Khusrau This work covers the contents of
some actual letters and Farmans.
Qriginally this work was written
to exhibit the literary skill and
ingenuity of the author.

5) Matlaul Anwar Amir Khusrau This work throws light on
contemporary manners of the
society.

A very unique feature of Islam in India is the spread of mysticism. The
Sufis started their Khanigas (hospices) at various places in North India and
interacted with local religious feeling by softening the rigid theological formality
of Islam. Mysticism began spreading in the early 13th century in India and
was attended by controversy. Despite the persisient controversies, the Muslims
continued to absorb the liberating ideas of the mystics.

The rich hagiographical literature that came up furnishes a critique depicting
the actions and attitudes of the mystics in the form of their biographies, table
talks, doctrinal expositions and mystic practices. This mine of contemporary
data has only recently attracted scholary attention. The detailed works that
deserve mention, inler alia, in this bibliography are mentioned below.

Table IV
1) Fawadul Fawaid Amir Hasan Qijzi This work sets a
model of a series of
compilations

(malfuzat) that
record the serious
discourses of the
Sufi with his murids
(disciples). The daily
record of the
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2) Khairnal Majalis Hamid Qalandar 13th
century

3) Soroor-us-Sydur Son of Hamiduddin 13th
Nagauri namely century
Fariduddin Mahmud

4) Siyarul Auliya Mir Khurd Early 13th
century

conversations of the
said Nizamuddin of
Badaun is compiled
in this work and
contains interesting
comments on men
and events around
the saint’s circle.

The author of this
work is considered
a genuine disciple
of Nasiruddin
Chirag-Delhi, the
Khalifa of H.
Nizamuddin. This
work belongs to the
category of
Malfuzat.

This work records
the conversation of
Fariduddin
Mahmud’s father
with his peer-Sufi
Khwaja Moinuddin
Chishti of Ajmer.
This work embodies
a fair measure of
Khwaja Moinuddin's
views.

This work is a
Tazkirah
(biographical
accounts) of the
Indian Sufis. The
author is the young
disciple of H.
Nizamuddin.
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5) Siyarul Arefin

6) Akhbarul Akhiar

7) Gulzar-i-Abrar

1) Futuhus Salatin,
a versified
history

Shaikh Jamali

Abdul Hagg Dehlavi

Muhammad Ghousi

Table V

Isauni

CE 1535

Completed
in the reign
of Jahangir
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This work also is a
Tazkirah of the
Indian sufis.

This work is a more
general history of
the Indian mystics. |t
is based on careful
study of the existing
literature.

This work gives
details on otherwise
unknown Sufis
whose lives and
activities supply
interesting details of
the socio-political
trends of the
Sultanate period.
Among the proper
histories written in
the 14th and 15th
centuries there are
certain titles given
below which furnish
us with interesting
though unconfirmed
details.

Completed This work is

in CE 1348 contemporary with

Barani. It is worlhy
of attention despite
its poetic flourishes.
The portions relating
to the 13th century
are still to be
explored.
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- 2) Kitabur-Rahlah Ibn Battutah Completed This work is more
towards the valuable for Tughluqg
middle of  history. Its
the 14th references to the
century history of the earlier

Sultanate are
evidently bazaar
stories which are
not only uncon-
firmed but in some
places demonstrably
wrong.

3) Tarikh-i- Yahya b. Ahmad b. Completed This work gives
Mubarakshahi Abdullah Sarhindi in CE 1434 some additional
information without
citing any authority.
In other respects it
relies on earlier
WOrks.

In addition to the sources at 1 to 3 above which are contemporaneous
to the earlier Sultanate period there are historical works that refer to the
earlier Sultanate period but are compiled during the Mughal period. The most
important of these works are as given below.

Table VI
1) Tabagat-i-Akbari Nizamuddin Bakhshi The work is a mere
reproduction of the
primary authorities
detailed earlier
herein
2) Muntakhabat Abdul Qadir -Do-
Tawarikh Budauni
3) Gulshan-i-lbrahimi Muhammad Qasim This book dedicated
or b. Hindu Khan to lbrahim Adil Shah
Tarikh-i-Ferishta of Bijapur gives new

facts taking them
from such primary
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Zafar-le-Walihi
written in Arabic

Haji Dabir

Written
towards the
end of
Jehangir's
reign

sources other than
the ones relied upon
by the historical
works given above.
These other sources
relied upon by
Ferishta do not
seem to be extant
now. It was
uncharitable and
unfair of Raverty to
have derogated
Ferishta's work in
totality only because
in a few instances
his narration was
found to be
incorrect. On the
whole, Ferishta is
certainly accurate
and more scientific
in his treatment of
facts than his
counterparts though
inclined a bit
towards imagination.

Basically this work
is a history of
Gujrat. At the same
time it traces Muslim
history in India from
the earliest times.
Interestingly, this
work is a careful
abridgement in
translation of earlier
accounts including a
few other works of
unnamed authors,
so far as 13th
century is
concerned.
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The origional sources enumerated and commented upon above are written
mostly in Persian and Arabic on behalf of the rulers, that is, the Muslim
conquerors of North India; or, it was a Muslim point of view. These sources
are apt to produce an unbalanced view unless the other angle is perceived
through the writings of the conquered people.

Unfortunately, there are few writings of a historical nature on the earlier
Sultanate period by non-Muslim chroniclers. But they contain fulsome adulations
of their heroes. The details of these non-Muslim sources are given below.

Table Vil

1) Prthviraja Raso  Chand Bardai This work enjoyed
respect as a piece
of sober history.
Recent researches
have proved it to be
a good specimen of
early Hindu poetry
but useless as a
historical account.

2) Prthviraja Vijaya- An anonymous and Written This is a more
kavya incomplete work during the dependable work
Kashmiri Jayhaka lifetime of
the Cauhana
prince
3) Hammira This work recounts
Mahakavya the achievements of
Hammira the
Cauhana ruler of
Ranthambhor and a
scion of Prthviraja
and is a much more
useful account
which explains the
vicissitudes of
Muslim hold on
Rajputana.
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Surjana-carita- Candra Sekhara

kavya

Rasamala Folk stories from
Gujarat

Rajamala

Puratana A collection of

Pravandha Jain writings

Sargraha

Aitihasik Jain

Kavya Samgraha

A 16th
century
Bengali
poet’'s work

13th and
14th
centuries
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This is a
continuation of
Chand Bardai's
account of the
Turkish contact with
Rajputana. This is a
useful work of
value.

This work contains
useful corroborative
evidence

This is a continuous
official chronicle of
the ruling family, the
earlier phase of
whose history ends
up with the 13th
century Muslim rule
in Bengal. This work
is in Bengali in
verse form and from
medieval times is
claimed to have
been updated by
successive
generations of
compilers.

This work gives
incidental account
of political affairs
and throws light on
the culture and
religion of the
period of the Muslim
CoNquerors.

_DO_
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9) Sekasubhodaya 16th
written in a century
corrupt form of
Sanskrit. It has
come to light in
Bengal

10) Chaglo-tsa-ba Dharmasvamin, a  Early 13th
Chosrje-dpal Tibetan monk century

This work contains
a kernel of genuine
history relating to
early Muslim contact
with Bengal in the
time of Laksmana
Sena. It recounts the
miraculous activilies
of the Muslim saint,
Jalaluddin Tabrezi.
The details given in
this work have a
circumstantial
authenticity. The
contemporary
manners referred to
in it are confirmed
by other evidence.
This work embodies
in a substantial
measure, historical
facts which bad
passed into popular
tradition.

This work is a
first-hand account
of the experiences
of this Tibetan monk
who visited the
Buddhist shrines
and monasteries in
Magadha a few
years after the
Turks overran Bihar
and when their
troops were moving
about in the
countryside. This
monk stayed for
two years around
the sacred Buddhist
places and in the
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monastery of
Nalanda, sharing the
privations and
dangers with the
local population.
This eye-witness
account gives an
authentic report of
the conditions that
prevailed then.

In addition to
these historical
sources of Muslim
and non-Muslim
chroniclers there are
provincial histories
which need to be
taken cognisance of.

There are very few works belonging to the earlier Sultanate period which
throw light on the administrative practices. The few ones that do so are given
below which include some works which are relevant for the statecraft but

written outside lndia.
1) Ahkamus-
Sultaniyyah

2) Siyasat Namah

3) Wigayah

Al-Mawardi A tenth
century

freatise

Xlizamul Mulk of
Tas and the Prime
Minister of Sheljuh-
Malikshah

It gives details of
Abbasid statecraft.

This is a treatise on
the then-prevailing
statecraft.

This is a book on
Muslim
Jurisprudence. Such
a work has a
bearing on the
subject of Muslim
Jurisprudence as all
Muslim legal
institutions and
practices have basic
uniformity.
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3

The two works 1) Adabul Harb, and 2) Fatawai Jahandari written in
India in the earlier Sultanate period are already referred to above.

4) Figh-i- Firozshahi Compiled by Yasub

5) Fawaid-i-
Firozshahi

6) Subhul-A'sha

7) Masalikul-Absar

and revised and
enlarged by an
unnamed author

Sharaf Muhammad

al Qalgashandi

Shihabuddin Abbas

Early 14th
century

Early 14th
Century

This work dedicated
to Firoz Tughluq is
of considerable in-
terest as it
embaodies current
legal practices,
which are at times
at variance with the
standard works of
jurisprudence. It is a
key to the
understanding of the
extent to which state
practices were
being secularised.

This work dedicated
to Firoz Tughluq
contains an
encyclopaedic
account of the
popular beliefs,
rituals and manners
of the 14th century
Indian Muslim
society.

Written outside
India, this work
gives an
encyclopoedic
descriplion of the
Muslim world.

This work gives a
valuable account of
Delhi administration.
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1) Tarikh-i-Masumi Muhammad Masum Written in
the reign of
Akbar

2) Tarikh-i-Tahiri Tahir Muhammad  Completed
Nisyani b. Syed in1620
Hasan of Thattah

3) Tuhfatul-Kirau Mir Ali Sher Qaani
of Thattah

4) Gwalior Namah  Hiramani Munshi  Completed
around CE
1670, the
12th regnal
year of
Aurangzeb

5) Raja Darashani Ganesh Das Badrah Writlen in
CE 1847

This work gives
some additional
information with
respect to the early
history of Sind,
specially of the local
Sumra and Summa
tribes of Lower
Sind.

This work dedicated
to the emperor
Jahangir is useful
only for the account
of the Sumra. It is
disapointing that it
does not quote its
authority.

This work is a
general history of
the East from the
earliest times to the
18th century. This
work partly confirms
the accounts of Mir
Masum and Tabhir
Nisyani. It also does
not state its source.

This work is
evidently legendary
and has only a
corroborative value.

This work gives
unreliable legendary
accounts and is not
worth the
confidence placed
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in it by Raverty.

6) Riyazus- Salatin Ghulam Husain Completed This work purports
Salim in CE 1768 to be a history of

Bengal from the
Muslim conquest of
Bengal onwards. It
has used earlier
histories without
discrimination. This
work is far from
satisfactory as this
account of 13th
century is at
variance on several
points with the
epigraphic and
numismatic
evidence.

Even if a single scholar is inspired by reading this article and seis out
to find out how many of these titles (Tables | to Vi) are transiated into English
thereby opening up this mine of information, this modest effort made herein
would be amply rewarded.



Wooden Temple Doors in Ladakh,
12'™-14'" Centurles CE
Helnrich Posll

The paper discusses the Indian traditions and regional innovations in early
medieval art of the Western Himalayas." The five temples in the Alchi Chos-khor
(holy precinct) and several other nearby sites in Ladakh constitute a repository
of early medieval art that is unique in its richness, quality and state of preservation;
these monuments have long been recognised as being of prime significance
for the artistic and religious history of the Western Tibetan cultural sphere.?

In several of the extant temples from this period, a small but important
corpus of carved wooden doorframes has been preserved. These are
accomplished and unique pieces of art, straddling the categories of architecture
and sculpture. However, their significance has been largely overlooked so
far, and most of the scholars who have writlen on Alchi have limited themselves
to some general observations on the influence which Kashmir has exercised
on the architecture and sculpture of the Alchi temples.®

Indeed, a “Kashmiri connection” of the art of this region has been proposed,
and the study of the art of Ladakh has been famously declared as “significant
for the study of Tibetan civilization as it is for the culture of Kashmir"4. However,
with the increasing availability of material and the progress in scholarship
on Western Tibetan art history, this concept has been criticized as becoming
more and more meaningless because of its ubiquity®. It is the purpose of
this paper to review in detail the “Kashmiri connection” of these works of
art by discussing the two major examples from the Alchi complex and their
reverberations in subsequent local creations.

Types and Prototypes and thelr “Kashmir Connection”

The carved doorframes considered in this paper are essentially of two
types, which | have termed (i) the multi-frame door, and (ii) the lintel-doorjamb
type (Pl XV, Figs. 1a, 1b). In the former, several frames with alternating
geometrical and sculptural decoration run in parallel around the door, with
additional elements interspersed between these frames on top of the door
opening. In the lintei-doorjamb type the decoration focuses on the lintel across
the door opening, while the decoration of the doorjambs on the left and
right is more limited.
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In both these types Kashmiri influences are quite obvious in the sculptural
decor, in details such as flying gandharvas and dvarapalas, and most importantly
in the “architectural niche” device which is used for the framing of sculptural
decoration.® This was of course to be expected from the art historical context
and from the ample evidence (artistic, textual, historical) for Kashmiri-Ladakhi
contacts prior and during the period under consideration.”

Both door types are ultimately derived from the classical Gupta temple
door, shown in Fig. 1c®. While this is quite obvious for the multi-frame door,
closer inspection of the lintel-doorjamb type also shows parallels, notably
in the positioning of the central figure on the inner lintel, and in the carving
of the doorjambs suggesting decorated columns. However, Kashmir could
not provide models for the layout and overall conception of these doors to
the Ladakhi artists, as Kashmiri temple doors never followed the Gupla layout
and decoration concept. Certain elements of the classical Gupta models (such
as the banded and spiked columns) can indeed be seen in Kashmiri temples,
but Kashmiri architecture used only gabled or trilobed arches for door entrances
(resembling by and large the architectural niches which we can see on the
Ladakhi doors) with comparatively little sculptural decoration.®

Models or antecedents for these doors have been identified in nearby
Himachal in the Laksmana Devi temple in Brahmaur, Chamba (6th/7th c.,
Pl. XVi, Fig. 2a), and in the Mirkula Devi temple in Udaipur, Lahaul (8th/9th
c., Fig. 2b)'°. In both these sites, the influences from the Gupta model are
obvious, while Kashmiri styles have also been integrated.'* These outstanding
examples of wood art from the Western Himalayas have strongly influenced
subsequent developments in the whole region.'? The following discussion
will demonstrate to what extent these models were combined with Kashmiri
styles and influences and with indigenous innovations in the creation of the
Ladakhi temple doors.

Du-khang Portal {mid/late 12th c.)

Amongst the wood art in Alchi, the portal of the Du-khang {congregation
hall), dated to the second half of the 12th c., occupies a unique position
due to the profusion of its carvings and its complex iconographical programme.
Plate XVI, Fig. 3 shows the major elements of the overall composition.

The door opening is framed on the inside by two stylized columns decorated
with a complicated design of a plaited/interlaced scroll'® and with a medallion
showing the Buddha in dhyana mudra. These two doorjambs are connected
by a lintel which carries a four-armed, crowned and bejewelled Prajfiaparamita.
Next to the two doorjambs we see four panels with Bodhisattvas and goddesses
on the left and right, and a horizontal panel with the five Jinas across the
door opening. This is followed by the life story of the Buddha which is shown
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in twenty vertical panels on the left and right, and in one horizontal panel
(comprising seven scenes) across the top. On the outside, the composition
is framed by 20 Buddha figures in an endless knot device.

The five Jinas can be identified by their colours and vehicles as the
four-headed Vairocana in the centre, flanked by Aksobhya, Amitabha
Amoghasiddhi and Ratnasambhava presiding over the cardinal directions.
However, on the Bodhisattva panels only one of the male figures (Pi. XVil
Fig. 4b) can be identified as Manjusi by the sword in its raised hand; the
attributes of the other figures are too indistinct for identification. The four
female figures are sacrificial goddesses offering a flower garland (Pl XVII,
Fig.  4a), incense, light and perfume. In Western Tibetan art these goddesses
are frequently paired with individual Bodhisattvas, most often with Manjusri'*,

All figures on the door are set in elaborate architectural niches which
consist of columns carrying either a stepped and/or trilobed roof of complex
design or a scrollwork arch. These niches and the minor decoration of the
door — deer, ferocious guardians (/okapalas), geese, preaching monks, a
crowned dharmacakra, flying gandharvas — are clearly derived from classical
Kashmiri models.

The Buddha life panels present the complete life story of the Buddha,
from the Tusita heaven to the Parinirvana. The story opens with an aniconic
panel (Fig. 5a) showing three stpas of the "Descent from Heaven” type'S.
These stipas symbolize the three Buddhas of the Past, the Present and the
Future, which are thought to reside in the Tusita heaven. The first panel sets
thus the scene for the Buddha's life story which will follow, linking it to the
(Mahayanist) concept of a multitude of Buddhas in different spheres and periods,
and setting the human life story of the Buddha into the context of a Buddha
universe. The next panel (Fig. 5b) continues this theme with the Consecration
scene in the Tusita heaven, where the Bodhisattva transfers his crown to
Maitreya, thereby designating him as the next Buddha to be born after himself.

The story then proceeds with the Descent of the Bodhisattva to the Earth,
the Dream of Queen Maya and the Birth of the Bodhisattva. Subsequent panels
show various episodes from the childhood, youth and marriage of prince
Sakyamuni, leading to the Four Encounters (Fig. 5¢). Here we see the prince
on the left facing two small figures carrying a bier with a corpse. The three
figures above the bier represent (from right to left) old age, disease and
asceticism, with the corpse below of course representing death. The Four
Encounters are thus conflated into one panel, and are not shown in individual
scenes as related in all the biographical texts.'®

The following Renunciation is shown in a beautiful panel (Pl. XV, Fig.
5d) where the seated Bodhisattva cuts off his hair facing a stipa of the
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same design as in the first panel (cf. Fig. 5a). This is a reference to the
legend relating that the Buddha's severed hair was enshrined in a stdpa.
The stipa follows a purely Kashmiri design that has been used nowhere
else in Indian art.’”

The Renunciation is followed by two panels showing Sékyamuni's Austerities
and the Sujata episode as a prelude to the Enlightenment and the first Sermon.
Post-Enlightenment events include Preaching to Sakyamuni's Mother in the
Trayastrim$a heaven, the Gift of Honey, and the Subduing of the Mad Elephant
(Fig. 5e). This story is told in a “continuous” narrative, with the. elephant
shown three times: on the top of the panel raging (note the human figure
carried on the elephant's back and held by its trunk), on the right assaulting
the Buddha, and finally subdued at the Buddha's feet.

The final scene (Fig. 5f) illustrates the Parinirvana; it shows the cremation
of the Buddha which had to be delayed until Kassyapa arrived and touched
the feet of the Master. Note the raised arms of the figure in the foreground;
this seems to be derived from Gandharan art, where this gesture was customarily
associated with mourning and death '®.

The complex assembly of iconographic elements on the Du-khang portal —
comprising besides the Buddha life figures of Jinas, Bodhisattvas, Prajiaparamita
and numerous minor gods — clearly indicates a Mahayanist environment, where
the Buddha Sékyamuni is part of a complex universe of Buddhas, Bodhisattvas
and other celestial beings. The portal reflects thus a transition from the
preponderance of the life story of the (human) Buddha to an emphasis on
a multiplicity of (god-like) Buddhas and Bodhisattvas, a process which seems
to parallel developments in northern and eastern India of several centuries
earlier. Ladakhi art of the 12th and 13th c. was significant in tracing
developments which set in elsewhere in the late Kushan era and were completed
by the 10th century.'®

In the sculptural style of the portal Kashmiri influences are prominent.
The architectural niches framing all figures on the portal are directly derived
from classical Kashmiri architecture and portable art, and numerous details
indicate a familiarity of the artists with Kashmiri Buddhist traditions, material
culture and arlistic models. However, the masterful composition of the narrative
panels of the life story — in particular the skilful rendering of motion — have
no antecedents in the extant corpus of material from Kashmir. Rather, they
seem more related to the fusion of post-Gupta styles with Gandharan models
such as seen in Mirpur Khas in Sindh and Akhnur in Jammu.?°

The carvings on the Du-khang present thus a mix of various stylistic
elements, and do not rely on Kashmiri models and conventions alone. The
artists were obviously working in a Kashmiri idiom and artistic traditions, but
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not exclusively, and Gandharan as well as post-Gupta sculptural models and
influences can also be seen on the Du-khang portal. Gandharan styles arrived
presumably through Kashmiri artistic traditions, but other *post-Gupta styles
must have been transmitted to Ladakh through adjacent regions in Himachal.

Regarding the iconography of the life story, there is a striking absence
of influences from Kashmir and from eastern India. Kashmiri artists were evidently
not very much preoccupied with the Buddha life, and the very few relevant
works from Kashmir?'! betray no connection with the Du-khang iconography.
The Du-khang life story also shows a complete disregard for the
contemporaneous Pala convention of the Asta-maha-pratiharya where episodes
from the life story are relegated to a decorative function by grouping diminutive,
stereotyped vignettes of the “Eight Great Events” around a god-like, crowned
and bejewelled Buddha. By contrast, the Du-khang carvings emphasize the
“human” aspects of the Buddha life, with correspondingly less attention being
paid to the Miracles and the Supernatural.22

This absence of Pala influences is all the more astonishing as the
Asla-maha-pratiharya iconography has been followed in this period at the
holiest places of Buddhism and was certainly known to the patrons of AlchiZ3.
Looking further afield, we can discern Gandharan iconographic conventions
in several panels (particularly in the depiction of the Four Encounters and
the Nirvana) but this influence is not pervasive, and many of the panels do
not follow Gandharan models at all. Several scenes — such as the Descent
from Tusita heaven, Siddhartha's Marriage, the Renunciation — have no models
in Indian iconography at all, but seem to be original creations of the Ladakhi
artists.

This reflects the fact that there are no Indian models for the depiction
of the Buddha life as a complete, self-contained story. In the Gandhara and
Amaravati regions, stipas were decorated with selected scenes from one or
several periods of the Master's life, but these scenes were not always related
to each other and did never present the complete biography of the Buddha.
Gupta and Pala art also never showed a complete Buddha life, but focussed
only on selected episodes from the Buddha life (emphasizing by and large
only the four “Great Events” — Birth, Enlightenment, First Sermon, Nirvana—
and post-Enlightenment miracles)??. Also, the Kashmiri and (later) Gandharan
convention of showing the Buddha as an icon-like figure surrounded by minor
actors has clearly exercised only little influence on the Du-khang carvings.

The only known antecedent for the Du-khang life story is the portal of
the Tho-ling Ser-khang (mid-10™ ¢.) in western Tibet, which has extensive
life cycle carvings and was doubtflessly a direct inspiration for the Buddha
life on the Du-khang. The structure of this life cycle and many of its details
are identical with the Du-khang carvings and the other life stories (in wood
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or on murals) in Ladakh and western Tibet which we know from this period.?®
This suggests that these works were based on the same iconographic
conventions and relied on the same (or very similar) biographical
compilation(s).2®

We can conclude from this that the depiction of the Buddha biography
as a self-contained, complete narrative was a Western Tibetan innovation
of the 10th c., and that this innovation must have been a considerable advance
over the underlying influences from Kashmir and elsewhere. Western Tibetan
life cycles such as the one on the Tho-ling door then provided the inspiration
for the Du-khang portal, which in turn has a much more complex iconography
and presents thus a further evolution of this model.

The persistence of this iconography vis-a-vis contemporaneous
developments in Eastern India (and in central Tibet) testifies to the strength
and vigour of separate artistic and religious traditions in North-Western India
at this time. In Ladakh and Western Tibet it evidently took much longer for
Eastern Indian influences to supersede other, earfier traditions (both in religious
doctrines and in the arts) than in central Tibet. One explanation for this could
be a Mahasanghika affiliation of the patrons of Alchi; this is also indicated
by the prominence that is given to the Tusita heaven episodes.?”

Maiijusn Door (ca. mid-13th Century)

Chronologically the next carved door in Ladakh is in the Manijusri temple
in the Alchi complex. In comparison with the Du-khang, this door (Pl XV,
Fig. 1b) is considerably smaller, has a much simpler iconographic programme
and shows distinctly less intricate carvings. The building and the interior of
this temple are dated to the mid- 13th century but the wood art and architecture
of the front porch are identical in style and workmanship with the Sum-isek
wood art dated to 1200/122028 They are thus possibly earlier than the
(present) interior of the building, and the door can tentatively be dated to
the first half of the 13" century.

The Manjusr door is the prototype of the lintel-doorjamb type in Ladakh,
and is clearly modelled to a large extent after the Udaipur door (Fig. 2b).
Fig. 6 shows the upper part of the door with the two lintels and the interspersed
decorative panel. The three figures there are set info a common frame of
a meander-like pattern (similar to the frame of the horizontal panel on the
Du-khang door). This design has been used only very rarely in Indian art
elsewhere, and can be traced to the Western Classical world.?°

All figures on the door betray strong influences from Kashmiri sculptural
styles in their modelling and body postures. Fig. 7 shows the central figure
of Manjusrt and the flying gandharvas carrying a crown (and not the wheel
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of law which would be expected here). These gandharvas follow Kashmiri
models known from bronzes or stone sculpture, but note that no crown is
ever carried in Kashmiri examples. Rather, this motif seems to be taken from
post-Gupta art in Himachal (where it can be seen, a.0,, on the Masrur temples
and on the Brahmaur portal).

Later Doors derived from Du-khang

In conclusion we will briefly look at two later doors in the Alchi area
that were clearly derived from the two prototypes discussed so far. The first
of these (Pl. XIX, Fig. 8a) is a freestanding doorframe preserved in the rubble
of a destroyed house in Sumda Choon, about 25 km from Alchi in the next
valley parallel to the Indus. This door can be dated to the mid-13" ¢. and
was a relatively simple creation, clearly following the lintel-doorjamb model.
However, in the decoration of the lintel the artists obviously took their inspiration
from the Du-khang door; the kirti-mukha band, the roundels with the meditating
Buddhas and the stipas (Fig. 8b) follow the Du-khang portal so closely that
one suspects that the artist must have been from the same workshop.

The other door (Fig. 9a) is in the Wania Kra-shi Sum-isek, about 50
km from Alchi in a side valley of the Indus. This monastery was built at
the “turning point’ of Ladakhi art history®® at the beginning of the 14th
century, signalling the transition to central Tibetan styles. ts interior decoration
resembles the painting style of the Lha-khang Soma in Alchi and is already
outside the “early” mediaeval period, while the architecture, the wood art
and the sculptural programme refer in concept and in many details to models
from Alchi of the early 13th century.

The Wanla door follows the Du-khang model of the multi-frame temple
door, and shows the only other Buddha life in wood in Ladakh. The story
is reduced to 16 scenes, but covers the full biography as in the Du-khang—
from the events in the Tusita heaven to the Master's Nirvana; Pl. XX Fig.
10 shows the Consecration of Maitreya, and the First Bath from this sequence.
Compared with the Du-khang portal (cf. Pl. XVIll, Fig. 5b) this is clearly a
somewhat clumsy, provincial work. The narrative has been reduced to a
minimum, and the decorative details and frames of the panels are also very
much simplified. The other parts of the door—particularly the several Bodhisattvas
on the main lintel over the door opening (Pl. XX, Fig. 9b) — resemble in
their iconography and decoration the later doors in Alchi.

Subsequent Developments in Ladakh

The remaining carved doors in Ladakhi monasteries — there are about
six others in total — can all be dated fo the 13th and 14th c¢. and show
a more or less straightforward development to ever more simplified iconographic
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programmes and a progressive loss of Kashmiri details and decor. They all
follow the lintel-doorjamb type, and their iconography is confined to Jinas
and Bodhisattvas. The latest examples are simple doorframes where the lintel
and the doorjambs are of the same width, and where only carved flowers
and scrollwork patterns are used as decoration.

Carved doorframes were eventually abandoned in Ladakhi monasteries
during the 15th century when the Gelug-pa sect gained prominence and
cenfral Tibetan art styles were introduced into the region. After this time,
temple decor in Ladakh concentrated on mural painting and sculpture in clay
and metal in the interiors of the buildings.

Conclusions

In the preceding sections it was shown how diverse Indian influences
were combined with Western Tibetan innovations in the creation of these
artworks. This amalgamation was of course the result of the extensive contacls
which Ladakh had developed in this period with all neighbouring areas and
their cultural traditions. The primary artistic sources for the Ladakhi temple
doors were identified as Kashmir (certainly the most important source due
to its proximity and well-established contacts with the region), Himachal (with
Brahmaur and Udaipur as the major sites), and Western Tibet (where somewhat
earlier creations provided the innovations upon which Ladakhi creations were
then based). However, all these sources had in turn been influenced by various
Indian traditions.

In Kashmir, the art of the classical period (6th to 10th c.) had evolved
from post-Gupta styles, but incorporated also strong influences from the earlier
art of Gandhara and the North-West, and from the Western Classical World.
At the same time, the art of Himachal of this period played an equally important
role for developments in Ladakh. It originated in post-Gupta styles from the
Indian plains, but was also (to varying degrees at the different sites) influenced
by Kashmiri styles and conventions. Finally, Western Tibetan styles evolved
from post-Gupta styles transmitted from and through Himachal, but were again
at the same time profoundly influenced by the art of Kashmir.

Thus, a closer look at the doors discussed here has shown the limitations
of the simplistic model of a “Kashmiri connection” of Western Tibetan and
Ladakhi art. Instead, a much more nuanced and complex picture has emerged,
showing the numerous influences that have shaped this art and that have
arrived at their final destination by convoluted routes and through many
transformations. The Ladakhi artists have fused these disparate elements into
a convincing whole, thereby creating original and accomplished works of
art on a par with contemporaneous Indian developments.
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Finally, the temple doors of Ladakh alsg illustrate the doctrinal developments
and religious practices of the period. In particular, the absence of all influences
from Pala art — despite contacts with the holy sites of Buddhism in Eastern
india — indicates a doctrinal position of the patrons of these works that differed
profoundly from Eastern Indian developments; this could be due to influences
from Kashmiri Mahasanghika communities. Other than in Central Tibet (where
Pila influences dominated from the 10th c. onwards) Eastern Indian art styles
only arrived in Ladakh in the 15th century with the ascendancy of the Gelug-pa
sect. These works testify therefore to the strength and vigour of Buddhist
traditions and religious movements in North-Western India, which were able
to influence artistic and religious developments in Ladakh and Western Tibet
well info the 14th century.

Notes and References

1) This is a revised and shortened version of the 10th Justice K. T. Telang Endowment
Lecture, given at the Asiatic Society of Mumbai on March 18, 2004. | am thankful
fo the Asiatic Society for giving me the opportunity to present these ideas to its
learned members, and want to thank in particular the Vice-President, Dr. Devangana
Desai, and the Honorary Secrefary, Ms. Vimal Shah, for organizing this event An
extended version of the paper will be published on www.asianart.com.

2. See Francke 1914, Khosla 1979, Sneligrove 1977/1980 for an overview of
the Alchi complex and related monuments. Recently more specialized studies have
been published (see, a.0, Goepper 1996), but the wood art of the area has still
largely been neglected.

3. Francke 1914 . “.door in ihe Indian style..”; Snellgrove 1977 : "..door with
the standard Five Buddhas..” Some useful remarks on wood art can be found
in Tucci 1973 and Khosla 1979.

4. Pal 1989.

5. Klimburg-Salter 1994. This paper takes its inspiration from the suggestion there
that it should now be atltempted to trace exactly and in detail the relationships
between and the influences upon individual works of art, with the ultimate goal
of arriving at a more precise understanding of the forces which shaped the art
and culture of this unique region.

6. For Kashmir examples see Pal 1989; Khosla 1979 has a detailed comparison
of the Kashmiri and Ladakhi versions of the niche device.

7. The biography of Rinchen Zangpo mentions that the Great Lotsawa brought Kashmiri
artists to Ladakh when he returned from his studies in Kashmir (Tucci 1932b,
Snellgrove 1980). The paintings in the Alchi Sum-tsek are generally considered
the work of Kashmiri artists (Goepper 1996, Luczanits 1999).

8. Fig. 1c shows one of the earliest examples from the 6th c. in Deogarh, M. P.
This door type has been used—with regional modifications—in many locations across
Western, Northern and Eastem India. Cf. Huntington 1985, Donaldson 1976.
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9. Pal 1988.

10. For the Brahmaur portal see Goetz 1955 and Pieruccini 1997, the Udaipur door
is discussed in Goetz 1955, Noci 1994, and Kiimburg-Salter 1994,

11. The Brahmaur portal shows a purely Hindu iconography and follows essentialty
the classic Gupta model in its layout, its decoration and symbolism. References
o the art of Kashmir are more sublle, but can be found in the sculptural styles
and in minor details (Goetz 1955). The Udaipur door integrates Kashmiri architectural
niches into an essentially Gupta layout, and is thus a more balanced mix of
post-Gupta elements with influences from Kashmir. It also follows a mixed
Hindu-Buddhist iconography.

12. The influence of the Brahmaur door in Ladakh is most prominent in the overall
layout of the Du-khang and Wanla doors; by conirast, there are only few influences
from Brahmaur in the decoration of the Ladakhi temple doors. However, the Brahmaur
door was clearly the inspiration for the Western Tibetan temple doors in Kojamath,
Tsaparang and Tho-ling, which in turn—particularly the Tho-ling portal-have strongly
influenced Ladakhi and Spiti art production. The Udaipur door is the direct prototype
for the lintel-doorjamb type of Ladakhi temple doors, both in its layout and concept
and in its decoration. In fact, it has been called the “pivotal work” for the development
of Western Tibetan and Ladakhi wood art (Klimburg-Salter 1994).

13. This design is found nowhere else in Ladakh; it is strongly reminiscent of similar
decoration on the temples in Brahmaur, Chamba, and also on several later temples
in the Chamba and Kulu regions. (Goetz 1955, Bernier 1983).

14. For depictions of these sacrificial goddesses see Pal 2003 {on ca. 10th c. aureole
of a Western Tibetan bronze) and Goepper 1996 (in early 13th c. paintings
in the Alchi Sum-isek temple).

15. See Tucci 1932a and Klimburg-Salter 1988 for an analysis of the stdpa types
found in mediaeval Ladakh and Western Tibet.

16. Dye 1976; Parimoo 1982.

17. Kashmiri stGpa designs are discussed in Pal 1989.
18. Cf. Dye 1976.

19. Cf. Parimoo 1982, Dehejia 1997.

20. Dating from the 5th/6th c. See Chandra 1962 for the Mirpur Khas terracottas,
Pal 1989 for Akhnur material.

21. These are a small number of carved ivories and two aureoles for bronze icons
with vignettes of selected events from the Buddha life. See Huntington 1985
and Pal 1989 for the ivories, and Pal 2003 for the aureoles.

22 |t is significant that the Miracle of Twins and the Descent from the Trayaslriméa
Heaven are both not shown on the Du-khang door, whereas these were the
most popular episodes in Gandharan and Gupta art and throughout the Pala period.

23. The biography of Rinchen Zangpo mentions visits to the Buddhist sites in Bihar,
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29.

30.
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and numerous Pala bronzes have been preserved in Ladakhi monasteries (Tucci
1932b, Sneligrove 1977).

See Hunlinglon 1987 for the Pala iconography, and Parimoo 1982 and Dehejia
1997 for depiction of the Buddha life in various phases of Indian art and the
religious/doctrinal implications of these conventions.

The following depictions of life cycles from the period prior to the 15th ¢. have
been identified in Ladakh and Western Tibet:

a. the (now lost) doors of the Tho-ling Ser-khang (ca. late 10th c¢., see Tucci
1973, Klimburg-Salter 1988)

b. the Du-khang doors in Alct.i (ca. late 12th ¢)

c. the paintings in the Alchi Du-khang (ca. late 12th c)

d. the paintings on the dhoti of Maitreya in the Aichi Sum-tsek (around 1200/ 1220)
e. the portal of the Wanla Kra-shi Sum-tsek (ca. early 14th ¢.).

Al these narratives begin with the consecration of Mailreya in the Tusita heaven,
and show the Birth episodes within the first fifth of the full cycle. Enlightenment,
First Sermon and Nirvana are comprised in the last fourth of the narrative, with
the space between devoled to the various pre-Enlightenment episodes.

See Obermiller 1932 for a later Tibetan redaction of the Buddha life thal seems
to correspond essentially with the structure of the Du-khang life cycle.

it is well known that there were Mahasanghika monasteries in Kashmir in the
9th and 10th ¢, and that these monastic centres were instrumental for the evolution
of Mahayanist doctrines and tor their transmission to the Western Tibetan area.
See Klimburg-Salter 1988 on Mahasanghika iconography in India and Westemn
Tibet, Eichenbaum-Karetziky 2000 on Central Asian examples.

See Goepper 1996 and Khosla 1977 for illustrations.

One of the few instances of a similar decorative design is the ca. 5th/6th c.
casing of the Dhamekh stupa in Sarnath. See Goetz 1955, Pieruccini 1997,
Postel and Mankodi 1985, and Naci 1994 for remarks on how these non-indian
artistic conventions could have arrived in North-Western India and subsequently
in the Western Tibetan region.

Luczanits 2002.
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{llustrations

Plate XV
Fig. 1a Portal of the Du-khang, painted wood, Alchi, Ladakh, ca. second half
12th c.
Fig. 1b Door of the Manijuéri temple, wood, Alchi, Ladakh, ca. mid-13th c.
Fig. 1c Portal of the Visnu temple, stone, Deogarh, Madhya Pradesh, early 6th
¢. (after Huntington 1985)

Plate XVi
Fig. 2a Porial of the Laksmana Devi temple, wood, Brahmaur, Chamba / H. P,
ca. 6th/7th ¢.
Fig. 2b Portal of the cella, Mirkula Devi shrine, wood, Udaipur, Lahaul/H.P.ca.
8th/9th c. (after Goetz 1955)
Fig. 3 Upper part of the Du-khang pontal (Fig.1a), painted wood, Alchi, Ladakh,
ca. second half 12th c.

Plate XVil
Fig. 4a Sacrificial goddess, detail of Fig. 3
Fig. 4b Bodhisattva panei, detail of Fig. 3.
Fig. 6 Door of the Mafjusrn temple, wood, Alchi, Ladakh, ca. mid-13th c.
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Plate XViIii .
Fig. 5 Buddha Life episodes on the Du-khang portal, details of Fig. 3:
a) Three stUpas (symbolizing the Buddhas of the Past, Present and Future)
b) Consecration of Maitreya
¢) The Four Encounters
d) The Great Renunciation
e) Subduing the Mad Elephant
f) Parinirvana and Cremation

Plate XIX
Fig. 7a Central Manijusri figure detail of Fig. 6
Fig. 7b Flying gandharvas supporting a crown detail of Fig. 6
Fig. 8a Freestanding doorframe, wood, Sumda Choon, Ladakh, ca. mid-13th c.
Fig. 8b Details of lintel from Fig. 8a

Plate XX

Fig. 9a Portal of the Kra-shi Sum-tsek temple, wood, Wanla, Ladakh, ca. early
14th ¢

Fig. Sb Bodhisattva from lintel, detail of Fig. 9a.

Fig. 10a Consecration of Maitreya, detail of Fig. 9a

Fig. 10b First Bath, detail of Fig. 9a

Note : All photography by the author except when otherwise noted. Tibatan names
have been given in simplified spelling without diacriticals and 'silent letters.



Masons’ Marks from Morena and Gwalior
Arvind K. Singh

Masons’ marks are found on temples and other monumenits, images, heavy
ashlars, walls, steps of tanks, in quarry and working site, etc. which give
us evidence of the artists and their guilds. Masons' marks include either letters
and signs or symbols, some of which represent numerals. The evidence can
be classified broadly into two categories: the masons’ marks and the masons’
names. It is believed ' that the societies of wise master-builders and co-workers
have instituted certain secret signs and tokens, by which they might know
cne another and to disclose their presence and handiwork. it seems probable
they were personal marks of the masters of the works; conveying, in forms
determined by the associations, sometimes directions to the setters how to
lay the stones. Possibly, this would then be useful in computing the amount
of work done, which was paid for by contract. The antiquity of masons’
marks seems to go back to the pre-Common Era, and such marks are known
from Bharhut, Mathura and many other sites. Such marks occur on Mughal
monuments also. Some of these show a continuity of more than seven centuries.?
In any case, masons’ marks help to know the work of the particular artist
or of “group”, building technique, and spread of particular style in far and
wide regions as also the fact that artists could adopt themselves to varied
kinds of work, regardless of their sectarian character or functional nature.

The role of artisans is significant in art history. They lived during various
phases of art-activity and were responsible for bringing the art forth. Art activity
in ancient India involved different sections of the society like artisans for
raising monuments, patrons for financing the projects, priests for consecrating
the monuments, and so on.® The concept of patronage is usually restricted
to the relationship between the patron and the recipient of patronage. However,
the relationship created through the act of patronage can vary considerably
according to the form of patronage* The patron, the artist and the object
are pointers to each other and are deeply interlinked. In general, art historians
of India looked for an individual patron and for thal reason monuments are
frequently labelled by dynasty and rarely by the name of the architect even
when this is known.

As for the arlisans, the Manasara (. 11-12; 17-20) refers to the origin
of divine architects: Visvakarma, Maya, Tvasta and Manu from the four faces
of Brahma and further elucidates that the sons of these architects were
respectively Sthapati, Sttragrahin, Vardhaki and Taksaka.® The satradhdra finds
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mention in the Silpasastras where he ranks fourth. But on a close examination
of the epigraphic evidence it will become clear that it was the sdfradhara
who was the most important among the artisans. This shows that in the later
period jobs came to be entrusted to the specialist in respective branches
and sdtradhara came to be appointed to be their chief to co-ordinate the
work.® About the artists’ set-up and organization information is also available.
Individual artists were known as $ilpi, rdpakara, rapadaksa, karmika, sajlalaka,
etc. Besides, artisans of lower categories, like sailavardhaki, mahakataka,
kadhichaka, mithika and others were engaged for routine work. Quite often
laborers had to be employed if the task to be accomplished was big.” Such
categories reflect a diversification of art activity and the emergence of specialized
craftsmen in different developments of work where individual artists got an
opportunity to exhibit their talents.

Gwalior has one of the most impressive assemblages of amazing temples
like Chaturbhuj Temple, Teli ka Mandir, Sasbahu temple, Mata temple while
the district of Morena possesses magnificent temples at Tilori, Naresara, Batesara,
Padhavali, Mitaoli, Suhania and other places. The art and architecture evince
phenomenal growth due to several factors including patronage as well as
traditional skill of artisans. The relevant epigraphs indicate a vigorous
socio-religious movement of temple building, and their patrons and donors
representing a cross-section of saciety from elite to laymen. Donations from
royal scribe, foreman of artisans, writers, surveyors, artisans and stonemasons
are known from Sanchi and other places which show the overlap of patron
and craftsmen of artist. This situation enhanced the status of the artist because
this overlap is an inversion of the pattern of patronage as it is generally
mentioned where the patron is distinct from the artisans and of a higher
social status. While large inscriptions have mostly been studied in detail, efforts
have been made for collecting and analyzing no less important evidence
encountered in the minor inscriptions and graffiti at the temples and other
monuments or in the quarry, or working sites, or engraved on the various
components and architectural members lying loose at site or in the contiguous
area.® During our exploration for data collection under U.G.C. Major Research
Project programme we have visited different sites of Morena and Gwalior
and noticed a number of masons' marks and minor inscriptions containing
personal names. Many of them possibly refer to individual ariists or masons
who contributed exceptional aesthetic and technical qualities.

Minor inscriptions generally comprise of personal names individually or
along with signs or symbols, etc. Personal names engraved at the time of
construction are mostly of artisans and provide idea about the life pattern
and craftsmanship of the artisans and masons as well as their specialization
in building certain components of the temple or other monuments. The
abundance of masons’' marks and their recurrence, sometimes occurring along
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with or without masons’ names or different masons’ mark(s) provide interesting
and useful information about the masons and masons’ guilds or families engaged
in the building of the temple. At the same time, these also give an idea
about the masons’ families specializing in building certain components of the
temple. In fact, in one of the quarries or working sites only one set of masons’
marks was noticed that indicates the quarry or working site was assigned
to a particular family or guild of masons. Masons’ marks on monuments
are being scrutinized afresh. These efforts hold a promise to eventually identify
the artists, vis-a-vis their work. While detailed analysis and study of the masons’
marks and masons’ names is under way, basic information about them and
some tentative inferences drawn on the basis of the available information
and a preliminary analysis of the data are being presented here.

For the present it might suffice to give a brief idea about the masons’
marks and masons' names from Tilori, Naresara, Batesara, Padhavali, Mitaoli,
Suhania, Gwalior and other places which occur either individually or along
with different masons' mark(s) and masons’ name(s). The most frequently
oceurring sign is the letter ka, ga, gha, ca cha ja je te da, dha 13 tg
tla, o, na, no, pa, pha bha bhe ma, /a3, va, sa at Padhavali v, ka ka 3
ki, kha, gu, tha, tha, de ti de dyah dha pa pi bha, ma, mi mih ra, 14
13 fa the fu Iri va, ve sa se hu at Mitaoli; ga na la, /a tha gra at
Suhania; ga go, fa i3 ia /u ra at Batesara;, ke che ja je jv3, ta pa,
ma, /a, va at Tilori and 4 3 ke ja 2 sa at Naresara. The other marks
are Nagari characters for numerals, sign like plain circle or circle divided
info two parts, circle divided into four segments by two lines intersecting
in the centre at right angle or into six segments, line with circles at both
ends, circle within circle, two circles, two circles intersecting by a line, cakra,
angle, triangle, triangle divided into two parts, triangle divided into four parts,
triangle within triangle, plus-like sign, square, square with lines intersecting
diagonally, gamaru-like sign, svastika sign, Sarkha sign with a number of
variations, leaf-like sign, arrow, bow and arrow, trident, axe, reptile sign, scorpion
sign, fish, fish in circle, frog sign, bird sign, pig sign, monkey sign, elephant
sign, forepart of elephant, foot-print, eye-like sign, human figure and others.
The charls and plates (XXI, XXIl) are self explanatory, so more details are
not given here,

As for personal names, they are in full or abbreviated form, such as
Jasa for Jasahara, Raja or Jala for Rajala, and so on. Sometimes only the
first letter is engraved like Ja for Jasahara, Gha for Ghatala, etc. In some
cases one name is styled variously such as Jasa, Jasya, Jasura, Jasahara,
efc. It is, however, to be noted that scribal errors are obvious in the writing
of some of these names engraved with minor differences in spelling like
Pithavi, Pithavi, Pithivi, Pithivi. Among the masons’ names in Nagari character,
known from Padhavali temple and fortress are Atala, Uka, Utha, Uu, Kaka,
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Kadedya, Kala, Kalara, Kalasa, Gada, Gade, Gadala, Gahe, Gadesata, Goga,
Gosala, Ghatala, Cadada, Cyada, Jasa, Java, Jai, Jahi, Jajava, Jasala, Japahara,
Jadara, Jatapa, Javade, Jasetha, Jaipala, Jasarava, Joto, Jona, Temala, Temana,
Thava, Thaha, Thahadeva, Taga, Taja, Tasa, Tana, Taise, Tayala, Talasa, Taida,
Taidhana, Toka, Thapata, Dadi, Doca, Dau, Doda, Dera, Daira, Detaha, Dubhara,
Dhathi, Nada, Nau, Nanana, Nate, Natala, Nadala, Nayapi, Narala, Nahala, Nahila,
Nore, Nohala, Netala, Patha, Puna, Pada, Pathi, Pala, Papi, Patete, Pachau,
Madva, Mahau, Mahijala,Yapara, Yaparasa, Rupa, Radi, Raida, Rana, Rajadha,
Rahapa, Rahala, Rajala, Latala, Luhala, Lalusha, Lahara, Vava, Vasu, Vavri,
Vabhata, Vasama, Vachate, Vapata, Vatata, Viraha, Vapata, Vihala, Vijala, Vahava,
Sata, Sadha, Sara, Sava, Seja, Sidha, Sudakara, Satikala, Sitapa, Sarip, Hahi,
Hathapa, etc. Likewise, various architectural members of Mitaoli, bear the names
of the age, Aina, Aitata, Kachha, Keda, Kaha, Kavipi, Gaka, Chaka, Chhechha,
Jaga, Jagha, Japa, Jala, Jasa, Jasaha, Jasya, Jasura, Jasahara, Jaddapa, Tachha,
Tane, Desa, Nare, Nana, Niti, Nete, Nate, Pate, Pachhi, Pavara, Papare, Popata,
Pithivi, Pithata, Bhane, Bhadha, Bhidharu, Maka, Rapa, Ratana, Ratane, Rate,
Rena, Renha, Raja, Rajala, Rajula, Lata, Vachha, Vina, Viradhara, Sadha, Saja,
Sava, Save, Suta, Supata, Sauda, Sudhara, Sujata, Sitala, Silava, Sidhara, Sidala,
Sidhara, Sadaha, Hala, Hala, Hadha etc. The names of Asa, Uva, Udaja, Kuta
gana, Kuravata gane, Garta, Coge, Jaja, Joje, Japane, Jasara, Jauna, Jaunadhara,
Daga, Dugara, Dane, Dhani, Dhana, Dhana, Nara gana, Bhadai, Mahidhara,
Mani gana, Yanana, Yuara, Raja, Ravana, Ramana, Lakha, Lokha, Lavo, Lothi,
Vata, Vala, Vudhai, Vahill, Savana, Saravana, Siyiro, Sidhra, Hauda, and others
are carved on different parts of Kakanamatha temple at Suhania. Masons
of Batesara were Sama, Tena, Deu, Gaga, Mela, Lalu, Valita, Titana, Tatana,
Utama, Sidhara; of Addauni temple was Rajala, and of Tilori quarry Malhu,
Keva. Masons of Sasbahu temple of Gwalior were Kurana, Divadhra, Natala,
Padma, Madhala, Manate, Sogdhe, Sodho, Sodhamatiga, Sanhi, Sanhira, Sila,
Tihana, Thopata, Tate, Valata, Vachha, Vuliyana, Visa, Vale, Utama and others,
while of Teli ka Mandir were Saka, Vaipa, Bhata, Rega, Rerai, Vaisa and
others.

On many stones directions were cut in Brahmi script or in its derivatives.
For example, Teli ka Mandir of Gwalior displays a number of short graffili
specifying directions, engraved on the vedibandha courses. Four such graffiti
read pacchima, four read utara, six read agne, six read vadyava, five reads
daksi and four read neritya wilh a variant nariti. Except for some graffiti
they are all in the appropriate directions. The direction names, of which some
are in wrong direction and a few of them carved upside down or in exireme
corners or in very narrow space, indicate the technique of temple construction.

Apart from above information, one Padhavali inscription of V. S. 1332
mentions satradhdra Jayamtasimha and the construction of Yaksa-mandapa®
and another inscription of V. S. 1560 mentions satradhara Nérayana and
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some of his work.'® Mitaoli inscription of V. S. 1380 refers lo the writer
Bhojadeva'!, while the names of three sdtradharas — sutradhdra Haru,
satradhdra Sanu, sdtradhdra Prasu are engraved on lhe entrance gate of
Mitaoli lémple. Suhania inscription of V. S. 1467 refers to sitradhara Haridasa.'?
Naresara inscription records the name of writer Savda, son of Teratha.'® On
the Gwalior fort the name of sdfradhara Kesava, the son of Pana is engraved
while another inscription of V. S. 1553 mentions satradhara Mahesu of Dhodha
and other sdtradhadras. Mahesu had done renewal work of the rampart ( paur/)
of Uravai. The Sasbahu temple inscription of Mahipéala, (V. S. 1150) was
composed by poet Manikantha, written by Yasodeva-Digambararka and
engraved by the three Sijpis: Padma, the son of Devasvamin, Simmhavaja and
Mahuta.’ It would be naive to regard highly skilled artisans like satradhara,
rupakara, Silpi and others merely as engravers of records and nothing more.
It is possible that owing to their pre-eminent position in their realm of activity
the sdtradharas decided upon either doing the job themselves or deputing
other ranks of artisans such as $ilp; ripakara, etc. for it. They had greater
responsibility and skill, which showed itself in their accomplishments pertaining
to the building activity on a larger scale. It will be interesting to find out
how closely the sdtradharas and other classes of artisans were connected
with the building of temples, their sculptural decoration and the special role
of sutradhdra at various stages of such activity.'® The evidence available
in the Sasbahu tempie provides information in this regard. Interestingly, the
name of Padma which is engraved several times on the Sasbahu temple
with a variant of Padme proves his role of the designer and the executor
of the temple as a skilled artist; and suggests that he was not merely an
engraver of the epigraph as recorded in the Sasbahu temple inscription of
Mabhipala. It is further evident from inscriptions that a satradhara or Sifpi who
constructed the temple aiso performed the engraving and other work at some
stages and training made him expert in more than one type of job. In their
turn, they handed over their skill to the coming generations. The process
continued for generations till their patrons were able to give work for their
skilled hands. In this regard mention may be made about the continuity of
Kokasa family from 1195 to the 15" century CE.'®

Undoubtedly it is the skilled artists who brought architectural splendour
and sculplural grace. Apart from the clear references 1o sufradhdra and Silpi
it may also be contemplated that the person(s) whose name(s) they bear
executed those pieces of work. The artists’ work continued from structural
planning to the carving of letters that was performed by the incorporate group
of several persons. Some of them were labourers who brought stone from
quarry and enormously helped the artisans. Artists' works were also of varying
nature, such as planning, scraping, smoothening, sketching, cutting, shaping,
etc. A large number of masons whose names sometimes occurred on the
architectural members were busy in scraping and smoothening the pillars
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and slabs. However, the names inscribed only on surface do not indicate
that they were only the scrapers of the related pieces. They may also have
played an important role in making of sculptures and construction of temple,
which unfortunately is not specified. Some names inscribed on a particular
type of architectural members indicate their specialization in a particular work.
Some craftsmen had expertise in varied types of work. Some sort of work
division as well as corporate work was aiso present as evident from different
marks and names on separate architectural members and joint marks and
names on the same architectural members.

Guilds of artists must have been an important factor in building-activity.
The scale of aclivity together with the hereditary practice of same craft in
the family or the acarya-disciple relationship among the craftsmen'” indicates
a possibility of guild existence. The practice of the same profession in one
family for two generations or more is often occurred in the epigraphic references
to artists. The masons’ names reveal the artist as an individual as well as
a part and parcel of the “group” or “class” to which he belongs. Personal
names like Kalasa, Talasa, Paparasa, Gadala, Ghatala, Gosala, Atala, Rahala,
Mabhijala, Vijala, Latala, Nehila and others show a family or group relationship
among the artisans. The names suffixed with the letter ga and gana indicate
that the gana were known after the names of their chief. Some definite instances
of guilds are known from Khajuraho.'® It is also interesting to note that the
names of four such guilds are engraved on the Kakanmatha temple of Suhania.
They are Kuta gana, Kuravata gana, Mani gana and Nara gana.

The migration of masons from distant places is evident from the references
in the inscriptions. The occurrence of the name of the same artist in the
inscription of two different dynasties indicates that the change of ruling dynasty
in a locality did not affect the fortune of the artist.'® Professionally, an artist
was free to move from place to place and change patronage at will. His
skill therefore seems to have been his guarantee for work. On the basis
of the occurrence of such marks at different places and their localization
at Tilori, R. N. Misra opines that it could have been a stronghold of artist
communities. In an overall perspective they also indicate both the resident
as well as itinerant character of artists’ guilds. The evidence of masons’ marks
from Tilori viewed in this light, suggests that it was an ancient village where
guilds of artists were in residence,?° and when they found work they moved
to near or distant places like Suhania, Padhavali, Mitaoli, Gwalior or to Bhojpur?"
or even to far off places like Jabalpur and Jaunpur.22 M. M. Upadhyay, Divisional
Commissioner of Jabalpur, was kind enough and provided the photographs
of masons’ marks of Jabalpur. In there photographs, signs like scorpion, fish,
plus, square, arrow, frident, damaru, letters like cha, the, tha, ga, na, na,
bha, ra 6, ve, vi and names like Bhote, Daga, Deve, Cipasa, Naga, Tava,
Taganepa, Rrarpa, Ravdga, Mahadahasi, Lahataga, Luhapa, Sina, Sese and
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others are noticed.

Thus, information is now available which can help not only to reveal
the names and achievements of individual artists or artists’ guilds but also
to check the misleading comments like, ‘it is but surprising that the artists
who worked at them have not even left their names.’ The artists left a ‘secret’
code of their identity which can be eslablished by field studies. In general,
this code consists ‘masons’ marks’ and ‘masons’ names’ occurred on sculplures,
or on different architectural parts of temples in abundance. The drawings
along with this paper explain their typology. These marks need a careful
analysis. More studies on the point may help in eroding the myth more
conclusively.
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Royal Seats of Anclent Konkan
H. R. Thosar

Inscriptions connected with the Konkan region of Maharashtra mention
a large number of place-names, which had once played the role of royal
seatls or provincial capitals during different periods of history. Very few of
them have been correctly identified. A critical discussion about their identification
and the circumstances under which they were chosen as centres of political
aclivities is necessary to highliight an important aspect connected with the
history and historical geography of the Konkan region of Maharashtra, which
is attempted through the following pages. Before having a discussion, it is
essential to take into account the geographical situation of the Deccan in
which Konkan and Maharashtra are included. The tableland of the Deccan
is regarded as geologically the most ancient one, not only in India, but in
the whole world.! When the tableland of the Deccan witnessed the dawn
of human civilization, the coastal belt of Konkan was under the ocean. It
was exposed later on due to the natural process of sea erosion, which has
given rise to the legend of Parasurama. Consequently, the cultural progress
of the coastal region of Konkan began later than the mainland of Maharashtra.

During the early historic period, Konkan was regarded as a part of the
western coastal region of India, which was designated as Aparanta. In the
Buddhist literature, the region around Sopara has been described as
Sunéparénta The exact meaning of this term is not clearly defined so far.
According to Monier Williams, 'Suna’ means auspicious or grown-up.® If we
accept this interpretation, it seems that because of the gainful foreign trade
of India during the early centuries of the Christian era, several ports from
this region like Sopara, Kalyan, Chaul and Balipattana from North and South
Konkan had obtained unprecedented prosperity and affluence. In contrast,
there were certain rocks and islands like Diu, Daman, Lakshadvip and Maldive
in the same Aparanta region, which were not so developed and hence in
contemporary literature and epigraphs, they have been described as ‘Barbara’
or uncivilized.* As a matter of fact, Barbara was also regarded as one of
the Saptakonkanas.® Some scholars had located Barbara near Sindh in Pakistan.
However, this does not seem to be absolutely correct, because in the records
of the Solankis of Gujarat, the islands of Daman and Diu are also termed
as ‘Barbara’. In the same way, the inscriptions of the Kadambas of Goa describes
the islands of Lacdive and Maldive as ‘Barbara.’® ‘Barbara’ therefore will have
to be taken for granted as all the islands and rocks in the Arabian sea,
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which were detached from the main coast, and hence were less civilized
than the mainland.

During ancient times, Konkan was divided in two main natural divisions
i.e. Konkana-1400 or North Konkan and Konkana-900 or South Konkan.
The exact borderline between these two divisions cannot be drawn, but it
seems that the Vashishthi river at Chiplun in the Ratnagiri district was generally
regarded as the boundary between these two divisions of Konkan. During
the Sildhara period, these two divisions were ruled over by the Silaharas
of North Konkan and the Silaharas of South Konkan. Recent epigraphical
studies have revealed the existence of yet another branch of the Silaharas,
who had their royal seats at different places in Cental Konkan as discussed
in the sequel. We will discuss the royal seats of Konkan in these three
sub-divisions of Konkan.

North Konkan

During the Mauryan period, Konkan was included in the Aparanta division,
which was a part of the Ujjain viceroyalty; while the rest of Maharashtra
seems 10 have been included in the viceroyalty of Daksinapatha, the main
seat of which was at Suvarnagiri.” The inclusion of the rest of Maharashtra
and the coastal region of Konkan in two separate administralive units is indicated
by the deputation of two different Buddhist monks as missionaries in these
two regions by the third Buddhist council, held under the patronage of Asoka.

SURPARAKA : According to R. G. Bhandarkar, Sopara in Thane district,
which represents ancient St]rpéraka was the headquarters of éunzixparf?lnta.a
This view is subslantiated by the discovery of two inscriptions of ASoka at
this place, which contain his instructions in his Vill and IX rock-edicts.? Sopara
was thus the earliest metropolis of Konkan. The ancient port-town of Sopara
was situated on a sub-creek or an arm, that touched the Vasai creek on
the south near Nagapura or Naigaon and continued to flow to the north
upto the Vaitarana creek at Agashi near Arnala.'® Because of the process
of sea-erosion, this arm gradually silted and dried and consequently the most
ancient port of Konkan became a land-locked place. With this setback, the
status of Sopara as the chief town of Konkan also slowly waned.

At the middle of the 12" century CE, there was a temporary eclipse
to the rule of the Silaharas of North Konkan, following the death of Aparaditya 1.
This was the outcome of the rebellions of the Dayadas of Aparaditya, who
were backed by the Calukyas of Kalyan and their feudatories, the Silaharas
of Kolhapur. Aparaditya | had two sons but none of them was allowed to
succeed him. Instead of them Silahara Haripaladeva, who was probably a
rebellious kin of Aparaditya |, declared himself as the king at about 1145
CE."" It seems that the successors of Aparaditya | were still holding the island
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of Sashti and the city of Thane, which was the royal seat of the Silaharas
of North Konkan. Because of this, Haripaladeva seems to have made Sopara
as his new capilal and upgraded its slalus as the headquarters of 2000
villages.'? Most of the inscriptions of Haripaladeva have also been reported
from the oulskirls of Sopara. It shows that this ancient city of Konkan again
became a royal seat with the accession of Haripaladeva. However, after his
death the rulers of this branch of the Sildharas had shifted their royal seats
to different places in Central Konkan in the vicinity of Chaul in Raigad district.
Sopara thus again lost its status as the royal seat of this area. However,
it continued to be the headquarters of an administrative unit of 66 villages,
which is referred to in the inscriptions of the Silaharas of North Konkan as
Sidrparaka Satasasti.'®

PURI-ANIRUDDHAPURI : The end of the Satavidhana period marked a
slight decrease in India's foreign trade. The ports through which this trade
was carried were inland ports. The utility of these ports for navigation continued
to be affected due to sea-erosion. Consequently, the need for a deepwater
port was felt very badly. This coincided with the rise of the Traikitakas, who
had their earlier royal seat at Amraka (Tryambak near Nasik). They later on
shifted it to Aniruddhapuri (the island of Elephanta or Gharapuri near Mumbai).
It was an ideal island, because though it was not located on the seashore,
it was always surrounded by deep waters, as the Thane creek, in the midst
of which it is located, becomes so wide that it looks like a bay. The Traikltakas
developed this island as a port and later on shifted their royal seat to it
Its original name was Purl, but different prefixes were attached to Puri under
different dynasties. In the royal charters of the TraikQtakas, it is described
as Aniruddhapuri. Under the Mauryas of Konkan, who succeeded the Trikutakas,
it was known as Candrapuri, and during the rule of the Rastrakitas and
the Silaharas of North Konkan it was called as Sripura or Serur'l.

Under the TraikGtakas, Puri witnessed a rapid growth, both as a port
town and an urban centre. Within a very short period, a township was developed
on the island, the remains of which couid be seen right upto the 19th century.
The earliest rock-cut caves on this island may also have been carved during
the Traikataka regime. Through the Kanheri copperplate grant of the Traikutakas,
we come to know that traders from distant parts of India like Sindh, continued
to visit Konkan for commercial purpose. Because of this, Aniruddhapur continued
to grow as an important commercial centre.'® After the fall of the TraikGtakas,
the Mauryas of Konkan established their kingship in Konkan sometime before
400 CE. The Aihole inscription of Calukya Pulakesi dated 635 CE refers
to Puri as the royal seat of the Mauryas and eulogizes it as ‘Aparajaladharalaksmi.’
It follows that during the first half of the 7" century CE Puri had already
become the metropolis of North Konkan.
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Under the Mauryas of Konkan, Pur continued to flourish both as the
royal seat and a port town. The kings of this dynasty developed Puri as
a strong naval base with the help of which, they could protect their country
and capital from foreign enemy and also could check piracy. To connect
the island port with the mainland, a new port was built on the site of the
present Nhava-Sheva port, which is referred to in the inscriptions of the Calukyas
of Badami as Samagiripattana. The naval strength of the Mauryas of Konkan
can be estimated by the fact that a small power like them could give a
stubborn fight to the mighty Calukyas of Badami, and that too for about half
a century. Among the Calukya kings, who had invaded Konkan both by land
and sea, the earliest was Kirtivarman |. The Aihole inscription of his son
Pulakesi Il describes him as a ‘Kalaratri’ to the Mauryas. It seems that Kirlivarman
raided the adjoining part of South Konkan, Goa and North Konkan, but without
any territorial gains. His brother and successor Mangalesa opened a fresh
attack on the Mauryas of Konkan, both from land and sea. The inscriptions
of the Calukyas contain a graphic description of a stiff naval fight between
Mangale$a and the Mauryas of Konkan. Ultimately, Mangalesa succeeded in
the conquest of the major part of Konkan from Goa in the south to Revalidvipa
(Revdanda near Chaul in Raigad district). Following this, he appointed his
general Dhruvaraja Indravarman as the first governor of the Calukyas of Badami,
who according to his own inscription had the four visayas of Revafidvipa
under his jurisdiction.®

In spite of the loss of more than half of their territory, the Mauryas of
Konkan continued to have their hold on the island port town of Puri and
the surrounding area of Thane district till the beginning of the reign of Pulakesi |I.
The latter undertook fresh expedition of Konkan in the second decade of
the 7th century. He had deputed his trusted relatives as the commanders
of his army. As per Pulakesi's Chiplun plates, his maternal uncle Sendraka
Senannadaraja was one of such commanders.'® Through the Sanjan plates
of Buddhavarsa, who claims to have been the brother of Pulakesi, we come
to know that he was another commander of the Calukya forces in the expedition
against the Mauryas of Konkan.'” We are told that Buddhavarsa had pitched
his army camp at Pinukanagara (Pen in Raigad district), from which place
he undertook several attacks on Puri. Ultimately Puri was captured by the
Calukyas after employing hundreds of warships in this naval battle. Consequently,
the island town of Puri was completely destroyed due to its storming by
the Calukya forces. After this battie Buddhavarsa was appointed as the governor
of North Konkan, who made Pinukanagara as his headquarters. However,
this was the chief town of Konkan for a very brief period.

During the last quarter of the 7th century, Calukya Vikramaditya | appointed
Prthvicandra Bhoga$akti as the governor of North Konkan along with the
neighbouring districts of Nasik and Ahmednagar. Initially his headquarters was
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at Harishchandragad fort in Ahmednagar district. He gave top priority to the
re-colonisation of Puri and afterwards shifted his capital to that place. Puri
was thus again restored to its earlier status as the capital of North Konkan.
According to the Anjaneri plates, Bhoga$akti had granted several economic
concessions and incentives for the re-colonisation of Candrapuri i.e. Purt and
Samagiripattana, which was another port in front of it.® It was probably on
this occasion that Puri was renamed as Sripuri as known from the Manor
plates of Mangalarasa. '®

Through the Manor plates of Rastrakuta Dantidurga, we come to know
that Sripura or Sr'lpur'l continued to enjoy the status of the provincial capital
of North Konkan during the Rastraklia regime. It continued to play the same
role even during the first 150 years of the rule of the Silaharas of North
Konkan, till Silahara Aparajita transferred it to Thane during the last decade
of the 10th century. This is substantiated by the Janjira plates of this king,
which were issued from Thane.2° The same inscription states that Kapardin |,
the founder of the Silahara kingdom was very fond of living in the water
port of Puri. The continuation of Puri as the royal seat of the early Silahara
kings is further corroborated by its mention as ‘Puri-Konkana’ (meaning Konkan
headed by Purl) in several early inscriptions of this dynasty. At the end of
the 10th century, North Konkan was invaded by Satyasraya, the Calukya
king of Kalyana, who inflicted a crushing defeat upon Aparajita and stormed
and burnt Puri and other cities.?! This proved to be a deathblow to this
island city from which it never recovered in future. it not only lost its status
as the royal seat of North Konkan, but the commercial activity at this place
also gradually declined. Puri was soon converted into an insignificant village.
in the Cintra inscription of Silahara Aparaditya (first half of the 11th century),
it is mentioned as Sripuragrama.2? This was also one of the causes as to
why Aparajita had to shift his royal seat from Purl to Thane.

PINUKANAGARA : As discussed above, Pinukanagara, which is now
represented by Pen, the headquarters of a taluka division in the Raigad district,
was the third royal seat from North Konkan between the pericd of the destruction
and re-colonisation of Puri.

Central Konkan

As discussed above, several places from the Raigad district of Central
Konkan were also royal seats of several chiefs during different periods of
history. Following are such places.

MANDAVA : References to the place-name Mandava are noticed in the
early Brahmi inscriptions from the Kuda caves in Raigad district. According
fo these inscriptions Mandava seems to have been the royal seat of the
Mahabhoja chiefs, who ruled over this area.?® Mandava has been identified
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with Mandad in the Mangaon tfaluka of Raigad district. The same place has
also been identified with Mandagora mentioned in the Greek accounts of
Periplus and Ptolemy's Geography. Il follows that Mandad was one of the
prominent ports and centres of political activities in Central Konkan during
the early centuries of the Christian era.

SANTANAPURA/SANTANUPURA : The next among such places from Central
Konkan was Santanapura or Séntanupura. The earliest reference to this place
occurs in the Banaras plates of the Sara chief Hariraja.2* He was probably
a subordinate of the Traikitakas and governed the central part of Konkan
during the 4th century. The present writer has identified Santanapura with
the Janjira island-fort near Murud in the Raigad district on the following grounds.

1. Santanapura is also mentioned in the Jaina work Prabandha Cintamani,?®
which describes the place as a sea-girt settlement and the royal seat
of Mahananda, the father of Silahara Mallikarjuna, who ruled over Central
Konkan as known from his Chiplun and Vasai inscriptions, from 1155
to 1162 CE=2®

2. Mallikarjuna was the successor of Silahara Haripaladeva, who had
usurped the kingdom of North Konkan from the successors of
Aparaditya |, with the backing of the Silaharas of Kolhapur as discussed
abovg. According to the Marathi chronicle named Mahikavatichi Bakhar,
the Silahara kings of this line had their royal seats near Chaul or
Champavafi.2’

3. In the accounts of Arab writers of the 10"-11" centuries a port named
Sandabur has been frequently referred to which is shown, as near
Chaul.2® Sandabur is obviously a corrupt form of Santanapura.

4. The tradition of Janjira of being a royal seat continued upto the medieval
period as known from the history of the Siddis of Janjira, who had
carved out their own Abyssinian kingdom in that area.

These evidences bring to light a new royal seat and port from Central
Konkan about which we had no knowledge so far.

CHAUL-REVDANDA : As Sopara, Gharapuri and Thane were the centres
of political and commercial activities in the vicinity of Mumbai, in Central Konkan
also there were such centres which came to prominence during different
periods. Among these places, Chaul near Alibag in Raigad district was the
most prominent. During the early centuries of the Christian era, Chaul was
one of the leading ports of Konkan like Sopara and Kalyan. Chaul seems
to have got the status of a provincial capital at the close of the 6th century,
when Calukya Mangale§a occupied the territory of the Mauryas of Konkan
upto Revatidvipa (Chaul-Revdanda) and appointed Dhruvaraja indravarman
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as the governor of this area as discussed above. Chaul seems to have been
the secondary capital of the Silaharas of North Konkan. This is revealed through
the accounts of Arab wrilers, who describe Silahara Jhanja as the ruler of
Chaul, while his brother Goggiraja was ruling from Puri simultaneously.?® The
existence of two separate royal seats of the Silaharas of North Konkan is
also indicated by the Kharepatan plates of Silahara Rattaraja of South Konkan,
according to which his ancestor Avasara had protected the rulers of Cemulya
and Candrapura,which according to the present writer is a reference to the
two royal seats of the Silaharas of North Konkan ie. Chaul and Puri. As
discussed above, according to the Mahikavatichi Bakhar, Chaul was the
headquarters of the nominee of the Silaharas of Kolhapur in North Konkan.
The importance of Chaul as the headquarters of Central Konkan continued
even during the medieval period. This is indicated by frequent references
to Dandardjapuri near Chaul as the headquarters of the governor of the
Bahamanis and the Adilshahi Sultanate of Bijapur. Because of this historical
background, some researchers like Bhave had identified Puri with Dandarajapuri
near Chaul.3°

VRSABHINIKHETAKA/PRTHVIPARVATA : From the 4th to 6th century CE,
when the Mauryas of Konkan were ruling over North Konkan, during the
same period Central and South Konkan regions were governed by the Bhojas.
These two dynasties were matrimonially related with each other and probably
ruled the coastal region of Konkan conjointly.3' Chandor in Goa was the
early capital of the Bhojas, but later on due to its conquest by the Kadambas,
they were forced to shift their royal seat to Vrsabhinikhetaka or Prthviparvata.
This is known from the Goa copperplate of Bhoja Prthvimallavarman, which
was issued from Vrsabhinikhetaka, while later three records of the same king
were issued from Prthviparvata. Up till now the place-names mentioned in
these plates were not identified. The present writer has located them in the
vicinity of Alibag in Central Konkan. On this basis Vrsabhinikhetaka has been
identified with Sagargad fort near Alibag, because according to the Chaulachi
bakhar, the old name of Sagargad was Khedadurga. The present writer is
of the opinion that both Vrsabhinikhetaka and Prthviparvata are identical. It
seems that the earlier name of this place was changed by Prthvimallavarman
as Prthviparvata during the later parl of his reign. When Mangalesa conquered
Revafidvipa as discussed above, he merged this territory with his kingdom.
During the 13™ century, the same place was the royal seat of Anantadeva
of the Silahara family of Central Konkan, introduced by the Dive-Agar inscription
dated 1254 CE.3? It was known as Kheta and was conquered by Ramacandra
Yadava, according to the Purusottamapuri grant.33

SRIVARDHANA : It is mentioned as Srivardhanapura in an inscription on
the pedestal of a Jaina image from the Ellora caves. It belongs to the reign
of Yadava Singhana I1.3* It has been identified with Shrivardhan, the headquarters
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of a taluka division in the Raigad district of Central Konkan. Srivardhana is
also mentioned in the Rdjaprasasti of Hemadri as the royal seat of Antala,
who was defeated by Yadava king Bhillama V.3° The present writer has identified
this Antala with Silahara Anantadeva, who has been introduced by his Vasai
inscription dated 1189-1199 CE. He also belonged to the Silahara family
of Central Konkan. Srivardhana was thus another royal seat of the Silaharas
in Central Konkan. This Anantadeva was the predecessor of Anantadeva of
the Dive-Agar inscription referred to above. It seems that the royal seat of
this branch was later on shifted to Khetaka as discussed above.

South Konkan

BALIPATTANA : It was the southernmost port and mart of the Konkan
region. It has been mentioned as an important port of South Konkan in the
Greek sources like Periplus and Ptolemy’s Geography. In the Brhatsamhita
it has been mentioned as Baladevapattana.®® Now it is represented by the
village of Valaval in the Kudal taluka of Sindhudurg district as per the view
of the present writer. The antiquity of this place up to the 2nd century CE
has been substantiated by an inscription from Sannati in the Gulbarga district
of Karnatak, which records its name as Balivadara.

Though it was a commercial town, right since the early centuries of the
Christian era, Balipattana seems to have obfained the status of a royal seat
during the 7th century, when Calukya Candraditya alias Nagavardhana and
his queen Vijayabhattarikd were assigned the terriotry of South Konkan by
Calukya Vikramaditya I. As per the contention of the present writer, Balipatiana
must have been the royal seat of this couple, because two inscriptions issued
by Vijayabhattarika have been reported from Nerur and Kochre, which are
very near from Valaval®” As many as seven copperplates of different Calukya
kings have also been reported from Nerur.3®

As per the inscriptions of the Silaharas of South Konkan, Balipattana was
chosen as the royal seat of this kingdom, where Dhammiyara, the first prominent
king of this line built a fort. It continued to be the royal seat of this kingdom
during the 9th and 10th centuries. From 11th to 12th centuries, it was the
third royal seat of the Silaharas of Kolhapur, besides Kolhapur and the fort
of Panhala near it.3° During the 13th century, South Konkan was included
in the kingdom of the Silaharas of Central Konkan. When Ramacandra Yadava
conquered it and annexed it to the Yadava kingdom, he assigned it to Silahara
Haripaladeva li, known from the Kasheli Marathi inscription dated 1279 CE.4°

CIPRALUNA : It is the inscriptional name of the present town of Chiplun
in Ratnagiri district. According to the Narvan plates of Vikramaditya Il dated
742 CE, Cipraluna was the headquarters of Rasfrakita Govindaraja, who was
the governor of this area and also the son-in-law of the Calukya king.*"
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It follows that during the closing years of the regime of the Calukyas of
Badami, Chiplun had been the royal seat of a Rastrakuta feudatory family,
which continued to rule over that area lill the end of the Calukya rule at
about 756 CE.

SANGAMESVARA : We come to know from an inscription in the Mahalakshmi
temple at Kolhapur, that a branch of the Calukya family ruled over Sangameshvar,
the headquarters of a taluka division in the Ratnagiri district during the 11th
and 12th centuries.*? Calukya Karna has been described as the progenitor
of this line. The present writer feels that this Karna was a descendant of
Jayasimha lll. The latter was the son of Jayasimha Il and the brother of
Somesvara |. Jayasimha |l died on the battlefield of Koppam (Khidrapur near
Kolhapur) in 1054 CE. Calukya Karna was the contemporary and also the
cousin of Calukya Vikramaditya V|, according to the Kolhapur inscription cited
above. As per an inscription from Sangameshvar, Calukya Vikramaditya VI
deputed Karna on an expedition to Kolhapur, which was directed against
Silahara Bhoja | of Kolhapur. The latter had defied the authority of the Calukyas.*®
Calukya Karna defeated and dethroned Silahara Bhoja | and inslalled his brother
Ballala on the throne at Kolhapur. The descendants of this Karna continued
to rule at Sangamesvara, which was probably assigned to Karna by Vikramaditya
VI. The Tervan copperplate grant of a Calukya prince named Kamvadeva
has been reported from this area of South Konkan.** He was ruling over
Sangames$vara upto 1261 CE. He was probably the last descendant of Calukya
Karna. According to the Purusottamapuri grant, Ramacandra Yadava captured
the kingdom of Sangamesvara and annexed it to his own kingdom.*S

Notes and References

1. M. G. Dikshit, Bharatiya ltihas ani Sanskriti, Jan. 1966, pp. 17-18.

2. B. C. Law, /ndia as described in the early texts of Buddhism and Jainism, London,
1941, pp. 76, 112,

. Sanskrit-English Dictionary, pp. 105, 182.
. H. S. Thosar, Studies in /naian Place-names, Vol. Xll, pp 22-30.
. lbid

A O AW

. a) A K. Majumdar, Chaulukyas of Gujarat, Bharatiya Vidya Bhavan, Mumbai, 1956,
pp 304-305.

b) H. S. Thosar, Historical Geography of Maharashira and Goa, (under press), pp.
55-56.

7. R. K. Maookerji, Chandragupla Maurya and his times, Delhi, 1966, pp 52-53.
8. B. C. Law, Op-cit
9. a) &, Vol. XXXV, pp. 1ff.



Royal Seats of Ancient Konkan 235

b) &, Vol. XXX, pp. 29-30.
10. Based on personal exploration.

11. H. S. Thosar, Bharaliya ltihas ani Sanskriti, Vol. 151, 152 & 153, pp. 3-9, 3-10
& 3-11.

12. Ibid
13. V. V. Mirashi, C//, Val. VI, Ins. no. 30.
14 H. S. Thosar, Siudies in Indian Place-names, Vol. XIV, pp. 36-46.
15. K. T. Telang, JBBRAS, Vol. X, pp. 348-367.
16. £/, Vol. lll, pp. 50-53.
17. Sten Konow, £/, Vol. XIV, pp. 144-152.
18. H. S. Thosar, Journal of the Epigraphical Sociely, Vol. XVII, pp. 21-28.
18, V. V. Mirashi, /HQ, Vol. XXXV, pp. 183-188,
20. Gadre, Inscriptions from Baroda Museum, pp. 35-55.
21. B. R. Gopal, Chalukyas of Kalyana, Dharwad, 1981, p. 95.
22.V. V. Mirashi, C/f, Vol. VI. Ins. No. 21.
23. £, Vol. X. Luders list nos. 1042, 1043, 1045, 1046, 1047, 1048 & 1049.
24. a) Journal of U. P. Historical Society, Vol. XVIll, p. 167.
b) R. C. Majumdar (Ed.), Classical Age, p. 193.
25. A K Majumdar, Op-cit, p. 114.
26. V. V. Mirashi, C//, Vol. VI, Ins. nos. 28 & 29.
27. H. S. Thosar, Bharatiya Iltihas ani Sanskriti, Op-cit.
28. R. C. Majumdar (Ed.), Struggle for Empire, p. 521.
29. A S. Altekar, /ndian Culture, Vol. ll, Book No. 3, p. 404.

30. H. S. Thosar, Journal of the Slaff Academy of Elphinsione College, 1989, pp.
49-54

31. H. 8. Thosar, Historical Geography of Maharashtra and Goa, Op-cit. pp. 609,
610.

32. V. V. Mirashi, C/l, Vol. VI, Ins. No. 37.
33. V. V. Mirashi, £/, Vol. XXV, Op-cit.

34. Burgess and Bhagavanlal Indraji, /nscriptions from the Cave Temples of Western
India, pp. 99-100.

35. S H. Ritti, The Seunas (Yadavas of Devagiri), Dharwad, 1967, pp. 70-72.
36. H. S. Thosar, Studies in Indian Place-names, Vol. XXI|, 23-36.
37. Ibid.



236 H. R. Thosar

38. /bid.

39. /bid.

40. H. S. Thosar, Bhartiya ltihas ani Sanskriti, Op-cit.
41. G. S. Gai, &, Vol. XX, pp. 335-336.

42. V. N. Mandalik, JBBRAS, Vol. X!, pp. 103-104.
43. 1bid.

44. Jacob, JBBRAS, Val. IV, pp. 105-106.

45, V. V. Mirashi, £/, Vol. XXV, pp. 199-225.



Three Inscription Slabs, with Nandi on the Top,
At Hampl-Vljayanagara
Anlla Verghese

Hampi, the erstwhile city of Vijayanagara, capital of the Vijayanagara Empire
from the mid-fourteenth century to CE 1565, is a site remarkable for its
rich architectural and sculptural remains, set within a dramatic landscape of
river, rocks and agricultural zones. Being a centre of intense socio-cultural,
religious, economic and political activities during the couple of centuries that
it served as the metropolis of a mighty empire, there are innumerable inscriptions
scattered all over the site. Some of these are found within architectural settings,
carved on the walls, pillars, basements or doorways of temples and other
structures. Such epigraphs were largely noted by the epigraphists towards
the end of the nineteenth and the early twentieth century and have been
published in epigraphical series such as Annual Reports of South Indian
Epigraphy or South Indian Inscriptions. However, there are also hundreds
of inscriptions carved on rocks and boulders or on stray slabs, which were
often covered with vegetation. Most of these have not been noted or recorded
by the early epigraphists. Fortunately, during the past quarter century, since
Hampi was declared by the Archaeological Survey in 1975 as one of three
National Medieval Sites and as a World Heritage Site by UNESCO in the
mid-1980s, a number of these scattered epigraphs have been noted and
even published by the Karnataka State Directorate of Archaeology and Museums.
Yet, there are a number that have still not been noted, studied or published.
Indeed, the three stone-slabs described in this paper have been noticed by
me only fairly recently, even though | have been doing field-work at the
site since the mid-1980s,

Among the numerous inscriptions that have been discovered during the
past twenty years, are three unusual ones each having a small Nandi image,
carved in the round, resting on top of the slab. The inscriptions on two of
these slabs have been recently published, but the one on the third has not
yet been. Also, the details of the slabs and their sculptures have hitherto
not been studied or recorded.

Besides the fact that all three have Nandis on top, indicating a common
cuit affiliation, there is some similarity also in the location of the three slabs.
For all three are located not far from the Tungabhadra river: one is to the
rear of the Virlpaksa temple complex, while the other two are not far from
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each other, to the east of the Vitthala complex, at Talarighat, where there
is the main ferry crossing to Anegondi.

The first, which is situated to the west of the Virlpaksa temple complex,
stands within a grove, near a small picturesque restaurant, much favoured
by tourists called the ‘Mango-Tree Restaurant’ Here we find a squat stone
slab on which is carved a standing lady with hands joined in worship, evidently
a donor or devotee. Above her is a horizontal space on which there is an
inscription; on top there is a fairly large Nandi. Being close to a habitation,
the Nandi is worshipped and is beautifully decorated with flowers and coloured
powders. The inscription below the Nandi image is a one line record, in
Kannada script, mentioning the name of Bhateévara;' this appears to be the
name of a divinity. Perhaps, it records some grant made in favour of the
said deity or is an invocation to the deity. Possibly, the woman portrayed
below was the patron (Pl. XXII).

The two slabs at Talarighat stand along the pathway down 1o the river
from the road. The one nearer the river is a crudely cut stone block, with
a Nandi image on top. On the slab some lines of inscription, in the Kannada
script, are faintly visible. Above these are carved some motifs, of which the
sun and crescent moon, which are usually found on Vijayanagara inscriplional
slabs to denote that the donation would last as long as the sun and moon
would last, can be discerned (Pl. XXIV-A). This inscription has been published.?
This brief epigraph states that Eralanayaka of Sindhagatta made a land grant
to Nanjuyadeva.

The third is the most elaborate of this group. Although it is located near
the pathway leading down to the ferry crossing at Talarighat, it was not noticed
till fairly recently for the entire slab had been covered with vegetation and
undergrowth. it is a splendid example of an inscription slab. The stone is
divided into three registers. On the lowest appear many lines of inscription
in Kannada script. Above is an elegantly carved family group of a man, woman
and young boy, all standing with hands joined in adoration. In the crook
of the right elbow of each rests a fly-whisk. Their costume and jewellery
indicate the affluence of the family, the same being also reflected in the inscription
which mentions a grant of 600 gold coins to Mailaradeva by Honnabhova,
son of Nagabhova, in the cyclic year Angirasa® during the reign of
Krsnaraya-maharaya.* One may presume that the man carved on the slab
is Honnabhova who made this very substantial grant to the Saiva deity
Mailaradeva (the same deity is popular in Maharashtra under the name of
Khandoba). The high standard of the sculpture also reveals the socio-economic
standing of the donor, Above the donor reliefs is a beautiful carving of a
cow and calf. The cow’'s udders are over a Siva-lir‘\ga, obviously the cow
devotee is doing milk-abhiseka to the fiiga, while its calf looks on rather
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inscription Slab in the Mango-Tree Restaurant.
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B. Inscription Slab of the grant by' Honnabhova.

A. Inscription Slab of the land grant to Nanjuyadeva.
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pathetically. Saiva emblems, the trisgfa and damaru are found on either side
of the cow and calf, while the sun and crescent moon are clearly visible
on the top. Above the three registers rests a small image of Nandi, elaborately
embellished with tassels and bells. Due to the foliage under which the slab
rests today, it is difficult to photograph this slab well (Pl. XXIV-B)

The third inscription can be dated to the reign-period of Krsnadevaraya,
however there is no way of dating the other two. Of the three, the last is
undoubtedly the most elaborate. All three are obviously of Saiva affiliation
as revealed by the Nandi on top and also by the names of the deities referred
to: Bhite$vara, Nanjuyadeva and Mailaradeva. The presence of Nandi on top
of the three slabs indicates that these were donations by or pertaining to
the Virasaiva sect. The latter reformist sect of the twelfth century CE was
pioneered by a saint called Basava, who is considered by his devotees to
be an incarnation of Siva's vahana, Nandi, come down to earth to reform
the Saiva religion. Nandi is even addressed fondly by Virasaivas as Basava
or Basavanna. All three appear to be private donations, probably by Virasaiva
residents of the capital.

Regarding the location of the three epigraphs, one is not sure whether
or not they are in their original spots. The first inscription is too brief to
reveal whether it deals with a donation or with merely devotional greelings
to a favourite deity. The second and third are clearly donation epigraphs,
the first of land o a deity (ie. fo a temple) and the second of a substantial
gift of gold again to a deity, namely a temple 1o this divinity. They do not
seem to be in the place of the actual grant or near the temple of the deity.
Either these stone slabs have been relocated to their present spols, or they
were always situated here, along a prominent pathway, which would have
been traversed by hundreds crossing the river across to Anegondi daily during
the Vijayanagara period, thus giving a lot of visibility to the donor and his
donation.

The three stone-slabs differ in the quality of their workmanship. The one
donated by Honnabhova is very well carved, with defails clearly visible. The
slab now in the Mango-Tree Restaurant is less elegantly carved, but it has
quite a characler of its own. The third, with no figure sculpture on it is crudely
executed. The one aspect that links the three stone-slabs with each other
is that all three have Nandi on top and obviously were of Virasaiva affiliation.
Being the only ones of this type so far noted at this vast site, with the squatting
Nandi resting atop, they form a group by themselves.

Notes and References

1. D. Devaraj and C. S. Patil, Vijjayanagara - Progress of Research 1984-87. Mysore:
Karnataka Slate Directorate of Archaeology and Museums, 1991, No. 4., p. 29.
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2. fbid, No. 115, pp. 51-52.

3. In the Vijayanagara period, dates were calculated on the basis of the Saka era
and/or the cyclic years. There are sixty cyclic years; thus each of the cyclic years
occurs after a gap of sixty years. During the reign of Krsnadevaraya, the cyclic
year Angirasa coincided with CE 1512-1513.

4. This epigraph has not yet been published. | am indebted 1o Mr. T. M. Manjunathaih
of the Karnataka State Directorate of Archaeology and Museums, for giving me
information about the details of this epigraph.

llustrations

XXl : The Inscription Slab in the Mango-Tree Restaurant
XXIV-A : Inscription Slab of the land grant to Nanjuyadeva
XXIV-B : Inscription Slab of the Grant by Honnabhova
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ARYANS REVISITED, RAMENDRA NATH NANDI, Munshiram Manoharlal,
Delhi, 2001, pp. 142, Rs. 350.

This important book that discusses how we can reconstruct history from
the extant verses of the Rgveda, is by a scholar who has in-depth knowledge
of the text and does not base his interpretations on entries in secondary
sources such as the Vedic /Index.

Initially transmitted orally, the Rgvedic verses came to be compiled by
several redactors, six of whose editions were known 1o Pénini in the fifth
century BCE, and only one of which (the recension of Sakalya) tends to
be used by historians today. The ten manda/as into which the sgktas have
been compiled in éakalya's recension are not homogeneous books (p.
5)—authorship was assigned at some stage of editing, and the bards’ names
are not integral to the structure/content of any sdfra (p. 7). The obvious
limitation of the Agveda as a historical source is the long periods that would
have elapsed between the bard and his verse, on the one hand, and various
portions of the text as we know it today, on the other. Thus there is nothing
self-explanatory about the text For instance, the verses expectedly glorify
war heroes, but this does not mean that everyone in that period and place
was always fighting (p. 30).

Nandi's aim in this book is to show that many widely-held ideas about
Rgvedic times (that have become sacred truths by sheer circulation and
repelition) do not stand up to the detailed scrutiny of the text. For instance,
it is erroneous to say it was a society of ‘pastoral nomads' : various environments
were inhabited, and hunting-gathering and agriculture are equally attested
in the text. In fact, all stages of the crop cycle find mention in one or other
part of the text, and multiple terms refer to the plough or its parts (pp. 39-41).
The vidatha was not a political assembly, but a gathering around a sacred
fire. The Agveda cannot in all contexts be held up as a contrast to the
Later Vedic corpus for there are continuities. Nandi finds that terms such
as jana and vi$ cannot be distinguished in terms of their respective inclusiveness.
Significantly, historians hitherto have failed to emphasize that on internal evidence
Rgvedic fighting groups could have comprised no more than about 150 men;
in one instance it is just 21 fighting men of two localities who are vanquished
(p. 13). Thus we are dealing with a very small-scale society. Nandi does
not find that terms such as grahapati and praja refer to a relatively late
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phase of the Agveda and therefore does not see in their usage the beginnings
of social differentiation. It is also intriguing, for any interpretation of social
structure, that the bard-priests on occasion lament their own poverty (p. 24).

The author does not make heavy weather of the now tiresome
‘Aryans-as-outsiders’ issue. While there was no invasion as such, there were
probably several movements of disparate groups to and from eastern Iran
and southern Central Asia (p. xi). Nandi writes about conflicts between Vedic
speakers and ‘aboriginals’, the former being the aggressors (p. 2). He seems
to suggest that we cannot carve up the map of those times into neat linguistic
regions. Indo-Aryan and Dravidian languages could both have been current
in north-western South Asia. Yet retroflexion (a mark of Dravidian influence
or of Dravidian native speakers adopting the Vedic language) is evident in
the extant Agveda, but not in the Sakalya recension used by Panini (pp.
ix-x). This accepted, one wonders why the author invokes physical biology
(p. xi) as disproving an Aryan invasion. If arya does not and did not mean
a particular race or physical type (p. x), what is the relevance of skeletal
features? The author in fact explicates that arya referred only 1o people
who composed and chanted prayers (for wealth, for protection from natural
forces or evil) to the nature gods of a particular pantheon in a particular
language — arya had no connotations of facial or other biological features.
“Whoever conformed to the ideology of Daiva woship was an f\rya or righteous
person, whoever did not was a Dasyu or an enemy” (p. x.) (I would add
that in modern scholarship ‘Aryan’ is a linguistic category, nothing more).

Leaving aside other aspects of the book (such as its attempts to match
text with archaeology) | now discuss Nandi's argument, contra R. S. Sharma
and Romila Thapar—and others—that Rgvedic society was not tribal, and that
the state is in evidence. Nandi argues that there are no references to apical
ancestors (pp. 6-7), yet refers (p. 15) to the parica janah as the probable
descendants of the five (apical ?) ancestors who, in time, parted ways and
formed five groups.

At the macro-level Nandi finds that the population as reflected in the
Rgvedic hymns falls into three categories, the priest-poets, the householders
who organized the sacrifices, and the subjected non-Aryans (see p. 19).
There are also references to non-kin labour and servitors (pp. 35-9) but
captive slaves/servants are known in many tribal societies. One wonders what
incontrovertible evidence there is that the priests were not producers: Nandi
admits that they did not get the lion's share of the division of the sacrificed
items and did not decide who got how much (p. 24). One is also reminded
of Fitz Stall's observation that in some ways the Rgvedic priest is like a
shaman (a charismatic individual but not a non-producer in the sense of
.being too exalted/powerful to work) - thus there is little evidence that the
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priest-poets constituted a class. We find no social category that directed
production by controlling the means of production, thereby directing also the
distribution of the produce. Nandi makes several references to tribute and
voluntary homage~characterislic of chiefdoms (a form of tribal society)— not
to the compulsory exactions that are integral to the functioning of the state.

Also, it appears that the form of Rgvedic warfare, in spite of the use
of the horse-drawn chariot, fits the mould of the chief-and-small-retinue on
periodic raids rather than of the king leading a state army in campaigns
of territorial aggrandisement. Warfare was directed towards the capture of
the wealth of others, not towards the annexation of land that would subsequently
put to regular exactions by a conqueror. True, there is mention of warfare
over fields as there is over sons, cattle, streams, etc. (pp. 32-33), but this
does not suffice to infer warfare for territory. So also we can confidently
state that hereditary positions (p. 26) are not exclusive to the rulers of states:
given certain conditions, tribal chiefships too are generally hereditary.’

As for private property, it has connotations beyond that of the personal
possession. In tribal societies families would certainly have possessed their
own parcels of land (p. 39) but they would not have had the right to exclusive
use, or to dispose of them as they wished. Collective lenure is characteristic
of tribal society but it is not simply the plural form of private property. Tribal
tenure involves rights to usufruct rather than rights to disposal. Last, one
is not convinced that the administration of a state, albeit inchoate, would
constitute just the ruler, his consort, the village representative, the priest, and
the chariot maker.

Nandi's arguments may not be totally acceptable to all, but he has contributed
much to our understanding of Rgvedic society. Armed with his work on the
text we can refine our theoretical perceptions, just as, it is hoped, he may
think further about what precisely constitutes the ‘tribe’ as against the ‘state.’

Shereen Ratnagar

1. One notices that Marshall Sahlin's 7ribesmen - a starting text that clarifies the
basics of tribalism - is missing from the bibliography. It is surprising how many Indian
archaeolcgists and historians continue to think that tribalism is essentially a
hunting-and-gathering way of life rather than a social form that came into being in
tandem with the agricultural village.
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THE CONCEPT OF SUNYA, Editors A. K. BAG, S. R. SARMA, Indira
Gandhi National Centre For The Arts, Indian National Science Academy,
Aryan Books International, New Delhi, 2003, pp. ix + 287. Rs. 1250.

The book under review consists of three parts: Sﬂnya in Speculative
Thought (8 articles), Sdnya in Mathematical System (9 articles) and Ramifications
of Sunya in Other Fields (7 articles). The present book is a collection of
most of the papers presented in a seminar, organised by the Indian National
Science Academy and Indira Gandhi National Centre for the Arts. Most of
the eminent contributors are agreed that the concept of zero in mathematics
was discovered in India around the pre-Christian era, and travelled to the
Wesl via Arabia. There are a few dissenting voices.

.S‘Unyaté, for the Buddhist, is not emptiness or void, but asasvala
(impermanent) (p. 33), whereas for the Advaitin it is $3svala (permanent).
Swami Jitatmananda (S"anyaté : Its Meaning in Philosophy and Science) goes
on to the subject of particle physics, and after a short but lucid explanation
of the theories involved, states that void in field theory is a pulsating rhythm
of endless creation and destruction. Similar to this field is the Advaitic concept
of braAman who is the substratum of creation - sdnya / pdrna.

S. A. S. Sarma (Vedic Numerical System Including S‘anya) gives interesting
examples of number terms from the Aarndyana, as well as from the Lalitavistara.
He also gives synonyms of sgnya from Vedic literature. This is further developed
by K. V. Sarma (Word and Alphabetic Numerical Systems in India) where
he gives word-numerals, as for example the number 4 is denoted by the
words veda, varna, asrarna, etc. He also goes on to explain the more sophisticated
Katapayadi system, first developed in Kerala. His three Appendices are
indispensable for scholars in the field, and add interest to the article (Words
for Numbers, Numbers for Words and Numbering of the Pages of a Pali
Manuscript).

Ajay Mitra Shastri (Brahmi Numerals and Decimal Notation : Nature and
Evolution) states that the decimal place-value system, and the zero were India’s
path-breaking contribution to the world's science and culture, and this was
a culmination of numbering system, as seen from the Brahmi inscriptions.
He refutes David Pingree’s contention (Zero and the Symbol for Zero in Early
Sexagesimal and Decimal Place-Value Systems) that Indians got the idea of
zero in the decimal system from the Babylonians via the Greeks, not earlier
than the 5th century CE. Shastri convincingly argues that while the Babylonians
had a sexagesimal notation, Indians had a decimal place-value system. He
concedes that both Indians and Babylonians developed the place-value notation
simultaneously, but independent of each other. Shastri's reliance on Pingala’s
Chandabhsatra for the use of the word sdnya in literature is supported by
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S. R. Sarma (Sanya in Pingala's Chandapsatra), who admits to being reluctant
to prove “Indian priority in every aspect in the history of ideas” (p. 132),
but examining the internal evidence of Pingala’s work, places it to about
400 BCE and feels that the decimal system and zero developed in India
before the beginning of the Christian era.

B.N. Mukherjee (Kharoshfi Numerals and the Early Use of Decimal Notation
in Indian Epigraphs) examines Kharoshti inscriptions, and finds Semitic influence
on both its alphabets and numerals, and concludes that the sign for zero
had not developed in India till CE 4th century. R. C. Gupta (Technology of
Using Sanya in India) deals with /opah in Panini's Astadhyayi which idea
is taken up and treated with incisive clarity and in detail by M. D. Pandit
in his "Reflections on Paninian Zero."

Wang Yusheng gives a short picture of the evolution of arithmetical
calculations in China and the aids used for the process. It is surprising to
learn that complicated calculations could be accurately performed with the
aid of counting-rods. The title of this work "“Chinese ‘Ling' (0) and Indian
‘Sunga’ (0) Spread to China" is puzzling because the word ‘Sunga’ does
not occur in the body of the article, and once it is correctly spelt as ‘Sanya’
(p. 143).

R. C. Gupta, in his second contribution to this anthology (Zero in the
Mathematical System of india) takes us through arithmetical operations involving
zero, its evolution, and usage by various mathematicians of India, and describes
the final triumph of Krsna (circa 1600 CE), who gave a good exposition
of Indian algebra in his Mavarnkura, a commentary on Bjjagapita of Bhaskarall.
C. K. Raju (The Mathematical Epistemology of S‘Unya) gives a veritable treat
to the students of mathematics in his various arguments for division by zero.
He contends that “.. Indian mathematics was oriented towards calculation
rather than proof: it was more computational than formal” (p. 175), and that
sanya “meant ‘non-representable’ both philosophically and mathematically”
(p. 179). A. K. Bag's “Need for Zero in the Numerical System in India” mostly
covers matter already dealt with in the earlier articles.

J. N. Kapur (The Importance of the Concept of Zero in Modern Mathematics
and Science) shows step by step how zero became an integer, a rational
number, an irrational number, a real number and finally a complex number
by a process of gradual extensions. M. R. Adhikari writes on “The Concept
of Sdnya and Its Ramifications in Mathematics and Computer Science.” S.
A. Paramahans (Philosophical and Mathematical Implications of Zero in Indian
Culture), adds his comments on R. C. Gupta’s views on categorization of
the use of zero termed as ‘small’, that it is a relative meaning.

Coming to the last part of this anthology, H. N. Chakravarty (The Concept
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of Sunya in Tantra and f\gama) takes us through the different usages of
sunya and its synonyms in the various Saivite texts. M. C. Joshi in his “Concept
of Sunya in Sakta Tantras” comments on the usages of the term sanya
with illustrative quotations from the Tantric texts. A particular one on Tara
from the Taropanisad “..$anyarnh madasanar..” engages one’s attention on
to the further implications of the phrase.

After an introduction to the concept of $nya and its synonyms in philosophy
and mathematics, Devangana Desai in her absorbing article “S"anya in the
Context of Temple Art" leads us to the garbhagrha of a Siva temple in Khajuraho,
yvhere our attention is arrested on the Sdnya/parna symbol of the Supreme.
Siva spreads out his web of creation, symbolically represented by the images
in the “points of the web™ of concentric circles in the temple, and re-absorbs
them back into Himself. We learn the interesting fact that only niskal/a Siva
as a linga can be represented at the centre of the bottom of the axis mundi
in the garbhagrha. She also illustrates the emanatory scheme of the God
in the descending order of fractions, with Himself remaining pdrna. She closes
her concluding thoughts explicating beautifully the symbolism of the
valapatrasdyin Visnu (parna) as seen by the inner vision of Markandeya,
when the sage, rid of his egoism, becomes sdnya.

Prem Lata Sharma considers khal/f as akin to sdnya in the fa/a system
in Indian music in her “Sdnya in the Indian 7a/a System.” P. Manansala
{(Number Mysticism in Other Regions and the Impact of Sdnya) considers
the symbol of the zero as the origin and end in philosophy and mathematics.
He concludes that “..historically $anya offered its greatest reward 1o the systems
possessing a philosophy of divine emptiness and voidness™. S. C. Malik has
interesting comments on “NOW" in his “NOW - Dimensionless (No-Mind- Sanya)
State.” According to him,” ..experientially the mind in its wholeness is the
NOW" (p. 249). Sunya in all its usages in different disciplines is considered
by R. Satyanarayana in “Sdnya : A Holistic View."

This publication by the prestigious Institutes IGNCA and INSA, contains
thought-provoking articles which make interesting reading even for
non-mathematicians. This work is laudable as our interest in sustained by
the different imputs on the subject by the eminent contributors.

Indira S. Aiyar
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HINDU SPIRITUALITY, Post-classical and Modern, edited by K R.
SUNDARARAJAN and BITHIKA MUKERJI, Motilal Banarsidass Publishers,
Delhi, 2003, pp. xxxvii + 584, 17 photographs. Rs. 450.

This Volume I, under review, forms part of the series “World Spirituality :
An Encyclopedic History of the Religious Quest” which aims at presenting
“in a single collection the richness of the spiritual heritage of the human
race” (p. xiil), and each volume could be pursued independently. There are
6 parts in the present volume, each devoted to: The Regional Spiritualities;
The Spiritualities of the Puranas, Agamas and Tantra; The Spirituality of Modern
Hinduism; Contemporary Hindu Spirituality; Cultural Expressions of Hindu
Spirituality; and Hindu Spirituality in Dialogue.

Spirituality is defined not as ather-worldly, but as “worldlessness™ when
the Hindu “adhyatma” akin to the Western term 'spiritual’ opens up levels
of reality beyond the reaches of the discursive or sense bound mind.

Part | is heavily weighted with eight articles of diverse views of the One,
from different regions of India. Beftina Baumer with her usual clarity and
simplicity explains Kashmir Saivism “without reference to the different traditions
it contains.. and to the historical developments” (p. 5). She discusses the
difference between Sankara’s advaitic nirgtna Brahman and Trika's Paramasiva,
and illustrates the difference in the knowledge leading to liberation in these
two systems, with the following charming analogy : Sankara calls upon the
example of illusion due to maya of seeing a snake in the rope, the removal
of lhis misapprehension leads one to true knowledge. Kashmir Saivism resorts
to an example where a girl has a very faint memory of her lover, or has
heard of him. When she first comes face to face with him she does not
recognize him, but when she recalls her earlier knowledge of him, a flood
of recognition overwhelms her.

Baumer concludes this illuminating essay with a thought-provoking idea
that we may learn certain lessons from the spiritual quest of the school;
the quest presupposes an amount of discipline while an initiate treads the
path to freedom. So, she emphasizes, that a person today should embrace
all human values while pursuing her particular spiritual path.

S. N. Bhavasar (The Spiritual Contribution of Maharashtra Saints) introduces
us to lhe teachings of the regional saints with a preamble of the biographical
sketches of the four: Jidnadeva, Namadeva, Ekanatha and Tukarama. Sudhindra
Chakravarti (Bengal Vaisnavism) gives a lucid account of the background
of Vaisnavism as envisaged by Ramanuja, Madhva, Nimbarka (who emphasized
madhurya bhakti as against aisvarya bhakii of the former two), Vallabha (who
stated that the love of the gopis for Krsna, as described in the rasafia of
the Bhagavala Purana was the sole means of salvation), all of which led
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to Cailanya’s statement that the mahabhava, the love of Radha for Krsna
dissolves all dichotomies, including the subject / object duality, in its fulfillment.

Mira had no philosophical background; Stradasa based his devotion on
the lines delineated by Vallabha in his Pustimarga; Tulasidasa was conversant
with the extant religious literature and philosophy. These saints had a goal
of emotional union with God, and not realization of the Supreme Reality, as
we learn from Nagendra (The Devotional Poetry of Siradasa and Tulasidasa),
and Braj Sinha (Mirabai: The Rebel Saint).

The concept of the "presence of absence” in the devotional perception
of these saints can be traced to Andal from the South (T. Saroja Soundararajan -
The Spiritual Quest of Andal) as well as the saints Manikkavacakar and
Nammalvar (Exemplars in the Life of Grace : Manikkavacakar and Nammalvar).
Soundararajan resorts to Hartshorne’s thoughts on neo-classical theism, and
concludes her interesting article with the statement that God "“continues to
surpass everything - only He is to be thought of as the self-surpassing surpasser
of all.” Devasenapathi considers the bridal mysticism in the two saints' works
which highlights the excruciating longing of the devotee’s yearning to be united
with the Lord. The sage Yajiavalkya, we know, has said that the physical
union best illustrates the state of samadhi where one is not aware of any
duality.

S. Gopalan (The Personal and Social Dimensions of Tirukkura/ Spirituality)
compares and contrasts in a very interesting article, Tirukkurals approach
to the four purusarthas with that of the Sanskrit tradition. A point of distinction
in the Kura/ is that there is no distinct barrier between the dsramas. Where
there was anpu (love) in #laram (domestic life), there is aru/ (benevolence)
in turavaram (asceticism). Though there is no distinction between social and
individual morality, both society and the individual are involved in the concerns
of humanity without a trace of egoism.

In Part Il Georgio Bonazzali (Puranic Spirituality) sees similarity between
the Puranas and Hinduism, as they contain seeming contradictions in their
trend. The Puranas follow Samkhya philosophy, and govern the spiritual and
social life of the individual. They indicate the attractive path of bhukti-mufti
{enjoyment-release). This, Héléne Bunner (Mysticism in the Saivagamas) says,
is also instructed in the (Sanskrit) Saiva Siddhanta. The Siddhanta places
great emphasis on rituals. Bunner explicating private worship—exterior, and
interior, as well as the nirvdna diksa, states that there is mysticism underlying
ritual life, because the initiate ascends the spiritual path, supported by the
“railing” of discipline which prevents him from straying. She, as well as H.
N. Chakravarty (Tantric Spirituality), bemoan the fact that there is a diminishing
number of serious followers of these paths. T. N. Ganapathy (The Way of
the Siddhas) says that a Siddha is a free thinker and a revolutionary untrammeled
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by tradition or social norms. The symbolism they use in their songs are,
for the uninitiated, erotic and vulgar. Thus they were a much maligned and
misunderstood lot. The author calls them pious rebels in a theistic fold, for
whom religion was not a rigid creed or code, but a vehicle for an encounter
with the Supreme Reality.

In Part lli, V. A. Devasenapathi (The Spiritual Vision of Ramalirigar) states
that the saint taught that humanity belonged to a single family irrespective
of denominational differences. Walter G. Neeval, Jr. (Sri Ramakrishna : At
Play in His Mother's Mansion) has similar comments on Ramakrishna. This
saint saw the Oneness of the Supreme and by his own spiritual experiences
proved that no path that led to God was unique. This brought about a huge
change in the perception of the West on Hinduism.

Anantanand Rambachan (The Spirituality of Swami Vivekdnanda) has
brought under his harsh critical eye a few salient features in Vivekananda's
views. He relies mostly on his own earlier critical studies of the Swamiji.
In his concluding remarks he answers — one hopes to his own satisfaction—
his criticisms, that “Standing on his [Vivekananda's] feet, as it were, he responded
to major challenges facing the Hindu tradition, with little time to assess and
evaluate the overall consistency and persuasiveness of these responses” (p.
316). Sitansu Sekhar assesses Tagore's spirituality through his poems and
plays in “The Spirituality of Rabindranath Tagore : The Religion of an Artist.”
Tagore hated sectarianism and created a new religion enshrining his ideas,
called “The Religion of Man.” This did not take roots in India, since it was
not a creed, but it was a guiding principle in understanding other religions.

In Part IV, Ravi Ravindra (J. Krishnamurti : Traveller in a Pathless Land)
tries to find psychological cause for Krishnamurti's two personalities: spiritual,
and superficial. In “The Spiritual Descent of the Divine: The Life Story of
Swami Sivananda”, David M. Miller goes beyond giving a biographical sketch
of the Swami but gives a cutting insight into the tradition of our Hagiographical
literature. To highlight this he juxtaposes two biographies: one, by the Swami
himself just five years before he passed away, and the other by his long
time disciple, and secretary, Verkatesananda. In “Sri Aurobindo : The Spirituality
of the Future”, Sisirkumar Ghose who comments on Aurobindo's thoughts,
says that Aurobindo held that it was nol a sannyasi who can guide men
towards a higher ideal, but the s/ - one who sees life from within and
above; and spiritual evolution becomes a bridge between life and spirit.

In “The Spirituality of Ahimsa (Nonviolence) : Traditional and Gandhian”,
John G. Arapura comments that Gandhi is almost alone in his perception
that the essential teaching of the Bhagavad Gita is ahimsa. But for Gandhi,
ahimsa was incontrovertibly connected with Truth. Arapura calls satyagraha
as righting the world's wrongs by militant non-acquiescence, and Gandhi's
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concept of ahimsa is completely dynamic in nature.

In Part V, Prema Nandakumar (Hindu Temples and Festivals: Spirituality
as Communal Participation), Sushil Kumar Saxena (Spirituality and the Music
of India), and R. Venugopal (The Spirituality of Carnatic Music), comment
on the spiritual upliftment the participant feels in these forms of artistic
expressions. Baumer in her second contribution to this anthology, (‘The Spiritual
Dimension of Indian Art”), feels that symbolic art will continue to inspire the
mystics as well as the simple devolee, as long as its symbolism is “spontaneously
understood.” The icon (of God) is a symbol which arises from the intuitive
perception of a realized person, and one makes use of this to go beyond
and see Reality.

in the last section (VI) K. Banerjee deals with Kabir (Sant Kabir: The
Spirituality of Sahaja Sadhana); J. Valiamangalam writes a well-researched
article on” Indian Christian Spirituality”’, and Nikky-Guninder Kaur Singh writes
on "The Spiritual Experience in Sikhism.”

As stated by Ewert Cousins, the General Editor of the series, each author
is well grounded in the particular religious and cultural theme he is treating,
and at the same time he is endowed with a scholarly objectivity, which will
make the book reach a wide readership. It well provides a "“perspective for
understanding one’s place in the larger process.”

Indira S. Aiyar

THE BUDDHIST CAVE PAINTINGS OF BAGH, ANUPA PANDE, Aryan
Books International, New Delhi, 2002, pp. xvi + 212, colour plates
82 b/w 13, figs. 72, Rs. 2400.

Indian art in the early period was assessed by historians who discussed
architectural points chronologically, but had paid scant attention to its aesthetics.
Their measure of judgment, if any, was the Greek model. This would not
do, the author of the book under review feels, because the Indian point of
view is to perceive “transcendental consciousness shining through felt images”
(p. 2). Later, pioneers in the field of art history assessed Indian art by combining
archaeology with aesthetics, symbolism and metaphysics. She rightly calls
art as “the sensuous image of what a culiure regards as its most valued
experiences and ideas.” (p. 3).

The nine rock-cut caves at Bagh are situated in the only sandstone outcrop
in an otherwise basaltic region. Superimposed on this friable stone is a band
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of clay stones which retains water and causes it to seep into the caves.
Cave no. 1 is plain and cave no. 3 has very few extant paintings which
are much damaged. Cave no. 2 has some interesting sculptures and paintings.
Cave no. 5 seems to have served the purpose of possibly a refectory, oratory,
a school or even an alms house. The cells of cave 6 are thought to be
used for storing food and other supplies. Caves 7, 8, and 9 have completely
collapsed. The best of these caves seems to be cave no. 4. The base under
the paintings is a mixture of thick mud plaster, topped by lime plaster. This
technique is the same as that used in Ajanta we learn, but the method was
s0 slipshod that it contributed in no small measure to the deterioration of
the paintings. No chemical colours have been used, exception being carbon,
used for black. The author puts the date of the excavations of the caves
to around the middle of the 5th century CE, which date tallies with the style
of the paintings and sculptures representing the height of Gupta art.

Of the series of paintings on the verandah of cave 4, the author lakes
the assistance of Asvaghosa's Saundarananda to identify them. These deal
with the conversion by the Buddha of his brother Nanda who is passionately
fond of his wife Sundari. When the Buddha takes the hero to show him
the apsaras who are more beautiful than Sundan, the poet makes use of
similes two of which are quaint: like a man washing dirty clothes makes
them seem more dirty by putting soda on them (to remove the dirt), or like
a physician whose medicine initially increases the patient's disease (but finally
cures it) !

Good art, the author describes, is made up of three equally important
components: aesthetic ornamentation, symbolism and cultural values; this last
she interprets as purusarthas. All these are provided by religious themes.
Hellenistic plastic- and Buddhist iconographic forms struggled earlier to find
a balance in expression, but attained perfect harmony in the Gupta period
(4th-6th centuries CE). Even though the Buddha himself did not encourage
worship of form, after him many sects found ways of depicting him. Adpa
for them was assimilated to cifa, but it was a vehicle to represent what
transcended it. Rasa was evoked by rdpa. It was consciousness, not one
of mere cognition, or even the involved consciousness of malerial life, but
the detached universal consciousness of aesthetic experience, similar to the
meditative or mystic experience. She arrives at the conclusion that “..the perennial
function of art is to lead consciousness back from the world to itself” (p.
86). One can see from the illustrations that human form in ils variety of
moods and expressions is delineated by the artists beautifully, whereas plants
and animals are freated in a most casual way. The female faces and forms
do not replicate the Ajanta norms, nor do they follow the classical rules
for the perfect form. This, the author feels, is due to the ethnic influence
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which marks them apart.

Discussing the status of Buddhism in the Gupta period the author resorts
to the following sources: sdfras and $astras, accounts by Chinese travellers,
Chinese biographies of Buddhist masters, Tibetan histories of Buddhism, and
inscriptions and archaeological remains of the Gupta age. The author feels
that the distinction is one of kind not of class amongst the major sects of
Hinayana, Mahdyana and Vajrayana. The Chinese travellers also state that
though there are different (Buddhist) sects there is mutual tolerance. The spread
of Buddhism in and beyond India is supported by a tabulated illustration,
{pp. 146/147), which shows the number of monasteries, the number of monks
there, and the particular sect they followed as seen by the Chinese traveller
Hsuan Chwang on his travels all over India.

The last chapter of the book examines the dress of the period as well
as the adornments and coiffure as seen in the paintings. The different fabrics,
their texture and patterns, the dazzling ornaments and the intricate coiffure
are astonishing in their variety. We feel proud of our expressions of aesthetic
sense not only in architecture and art but in our personal adornment.

There are two folded maps of the plan of the caves and the paintings
on the verandah of cave 4. The colour and black and white photographs
not merely supplement the text, but are complementary. A minor error may
be mentioned, that while Gujarat is so spelt on page 170, it is spelt twice
as Gujrat on page 22.

Pande has followed her dictum of methodoglogy for art assessment by
a judicious combination of “source-based critical history with the perspective
of Indian aesthetic tradition” (p. 2). This is a meticulously researched work,
and an indispensable addition to an art historian’s library.

indira S. Aiyar

THE VARIEGATED PLUMAGE: Encounters with Indian Philosophy,
Commemoration Volume in Honour of Pandit Jankinath Kaul ‘Kamal’,
Editors N. B. PATIL and MRINAL KAUL ‘MARTAND’, Sant Samagam
Research Institute, J & K and Motilal Banarsidass Publishers, Delhi,
pp. xxvii + 387, Rs. 595.

This is a commemoration volume in honour of Pandit Jankinath Kaul
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‘Kamal’, an eminent Sanskrit scholar and doyen of Kashmir Saivism. It is
a collection of articles and research papers contributed by over forty scholars,
a majority of whom are themselves prominent Sanskrit scholars and specialists
in their respeclive fields. The aditors present their contributions in three parts.

Part | : In Memorium contains ten cpntributions. The first three are tributes
paid in Sanskrit and are entitled, 1. Sabdanjalih (Pt. Dinanath Yaksha), 2.
Bhavarifalih (Dr. Sashidhar Sharma) and 3. Kama/dstakarn (Mrinal Kaul
‘Martand’). The remaining seven papers are in English. 4. A Synopsis of the
Works of Pandit Jankinath Kaul ‘Kamal’ (Shri Sapatnekar), 5. Pandit Jankinath
Kaul 'Kamal'-The Man and his Achievements (Professor A. N. Dhar), 8. Professor
Jankinath Kaul's Contribution to Kashmiri Thought and Culture (Professor S.
Bhatt), 7. A Devotee with Determination (Shri Trakru), 8. Pandit Jankinath
Kaul ‘Kamal’ - A Jivanmukta (Professor Bhalla), 9. Pandit Jankinath Kaul ‘Kamal’
As | saw Him (Shri Khar), 10. Saint Scholar Pandit Jankinath Kaul ‘Kamal
As | knew Him (Shri Upender Bhatt).

These arlicles, especially the last seven, will prove of great use to a
scholar who wants to work for his Doctorate on “Pandit Jankinath Kaul ‘Kamal':
His Life, His Personality, His Works and His Contribution to Kashmiri Saiva
Thought and Culture.”

Before proceeding further, it is necessary to draw the attention of readers
to the fact that Mrinal Kaul, the Project Co-ordinator, informs us in his
Acknowledgements (p. xxvi) that Prof. N. B. Palil not only went through the
whole manuscript but also revised it and added critical remarks. These remarks
are neat, brief as well as apt. They facilitate the work of a reviewer of this
volume. It would therefore be redundant to go over the covered ground again.
It is enough in a short review like this to judge these papers and articles
in a very general way.

Part |l : Indological Essays: These essays are presented under three Sections
A, B and C. Keeping in mind their subject matter, they are so grouped. Each
Section is preceded by a preface embodying the critical remarks : Preface
(pp. 51-54) to Section A - Saiva Studies; preface (pp. 177-79) to Section
B : Cultural and Philosophical Studies; and preface (pp. 287-88) to Section
C : Bhakti, Yoga and Poetics, and finally preface (pp. 349-50) to Part lli:
Spirituality and Divine Path.

As Kashmir Saivism forms a very important branch of Saivism and as
it was the first love of Kamal, these eleven essays relating to this branch
are rightly given the pride of place. Among these papers, Kashmir Saivism
(Swami Laksman Joo), The Pratyabhijfia System (M. P. Pandit), Agamadhikara
of Acarya Utpaladeva (Koshalya Walli) and the critical and informative paper
Saivism and Vaisnavism (Kapila Vatsyayan) form the most important part for
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a proper understanding of Kashmir Saivism. Bettina Baumer's lucid translation
of Abhinavagupta's Anutiarastika followed by her equally lucid commentary
arrests the attention of readers. Just as the Editors have included the article
by M. P. Pandit on Pratyabhijia System (p. 51) even so if they were to
include a paper by an eminent scholar on Sankara's Advaita and Abhinavagupta's
Pratyabhijfia Darsana, it would have been equally befitting. As regards grouping
of papers and articles in this or that section there is scope for difference
of opinion. But there would be no two opinions that it is rather odd to cobble
Poetics with Bhakti and Yoga. Other groupings are -all right.

Section B : Culture and Philosophical Studies comprises twelve articles.
The Editors’ preface (pp. 177-179) has briefly appreciated each and every
one of the twelve papers. This review therefore is left with no option but
to make only general observations, wherever necessary. The Vedas are the
basis / foundation of dharma. The /tihdsa and Puranas are meant to amplify
and complete it. The term ‘Indian Culture’ embraces not only the culture of
the Traivarnikas (the first three Varnas - Classes) but of all the classes so
in later times the term ‘Hindu' (most probably derived from ‘Sindhu’) instead
of Vedic dharma came into vogue. Naturally enough, Prof. N. Gangadharan
has broadly reviewed the principal Puranas and recorded the salient
charecteristics of the Hindu Culture. Dr. Rajendran’s insightful approach throws
fresh light on the influence of the Nyaya philosophy on Alarmkara Sastra.
Dr. Mathur's paper gives a brief yet enlightening account of works on gnomic
and didactic poetry and fable works in Sanskrit, of course, rightly excluding
works on rajaniti. Each paper in the Section is important in its own way,
but the papers of Dr. Rajendran, Dr. Dalai and Dr. Lokesh Chandra deserve
specific mention. The Editors in their preface have brought out, briefly though,
their special significance and importance.

Dr. Rajendran shows the inter-relation between Logic and Poetry and
that the popular view that “Niramhkusah Kavayah” - poets are completely
free in their province of poetry and their poetic creation is without any foundation.
The paper ‘Jain Concept of Mind - A Critique” is in a way unique. It clearly
shows how among the Systems of Indian Philosophy, it is the Jainas alone
who have a unique and highly developed and complex concept of mind.
Their terminology is very different and altogether new to non-Jain scholars.
The paper attests to the author's wide and intensive reading of the philosophical
works of both the Svetambara and Digambara Sects and principal commentaries
written by learned scholars on those texts. Dr. Lokesh Chandra's paper ‘Sanskrit
and the Cultures of the World’ is remarkable for its sweep. The Editors in
their preface (p. 178) have rightly remarked “..presents a world scenario
in the context of Sanskrit language... Many a new fact in the history of Sanskrit
Language has been presented here.” Papers like these truly enhance the
worth and value of the concerned commemoration volume. The remaining
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papers are good as far as they go, but hardly shed light on some new
aspects worth mentioning.

Part Il : Section C : Bhakli Yoga and Poetics : The Natyasastra of Bharatamuni
is considered as the supreme authority on the science of drama. In his two
important karikas - one on rasa and another on bhava, he lays down that-

“In a drama, there are the following eight rasas - erotic (S_mgéra),
comic (hasya), compassionate (karuna), furious (raudra), heroic (vira),
terrifying (bhayanaka), disgusting ( bibhatsa), and awesome {adbhuia).”

The permanent emotions (sthayibhavas) have been declared to be love
(rati), amusement or laughter ( #asa), sorrow (Soka), anger ( krodha), dynamic
energy (utsaha), fear (bhaya), disgust (jugupsa) and wonder (vismaya).

From these two Akarikas listing eight rasas and the eight sthayibhavas
it is as clear as the day-light there is no place for bhakti rasa and thal
there is no corresponding sthayibhava (permanent emotion) for the bhakti
rasa in Bharala’s Nafyasastra. In the field of poetics, there were controversies
for years as regards admitting Sanfa rasa as well as Bhakti rasa especially
in drsya kavya. Later, writers like Bopadeva succeeded in giving Bhakli the
status of angi (principal) rasa. The editors have briefly but ably surveyed
the papers in this Section leaving hardly any room or scope to comment
upon.

Part lll : Spirituality and Divine Path : The five articles in this concluding
part are : 1. A Glimpse into the life and Teachings of Shri Ramana Maharshi
(Dr. Sarada Natarajan), 2. Some Thoughts on Vedanta (Dr. Karan Singh),
3. The Spiritual Life with special reference to Arunachal Pradesh (Prof. Sujata
Miri), 4. Shri Aurobindo's Integral Yoga (R. K. Langar) and 5. Value Education
for the new millenium (Dr. N. B. Palil). These five articles “may not be research
articles but all the same they spell out our cultural values.”

This is truly a splendid volume which throws light on various aspects
of Indian Literature, Cullure and Philosophy. The editors, Dr. Patil and Mrinal
Kaul, deserve warm congratulations on their planning and presenting the
excellent volume in the present form.

V. M Kulkarmni
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SIGN AND STRUCTURE: INDOLOGICAL ESSAYS, C. RAJENDRAN, Pub.
by the author, University of Calicut, 2001, pp. 144, Rs. 22.

The present volume is a collection of seventeen articles of Dr. C. Rajendran,
an eminent scholar of Sanskrit who is working as Professor and Head of
the Department of Sanskrit, University of Calicut. “Most of these articles were
either published in research journais or presented in various National and
International Seminars.” The first seven articles deal with Sanskrit Literary
Theory, the next four with the Linguistics, and the last four, isolated though,
deal with interesting topics connected in a way with Indology. In the first
article, "Dhvani theory - A Post-Structural Perspective” Dr. Rajendran examines
Anandavardhana’s Dhvani theory from an essentially post-structuralist angle
and rightly concludes that the “Dhvani theory comes in handy in facing onslaught
of post-structural theories as it assumes some fixity of the text and its meaning,
even when its significance undergoes remarkable transformation.”

In his second article “The Ideals of Simplicity and Complexity in Sanskrit
Literary Criticism” he observes appropriately: “We do not find any poetician
in Sanskrit wilfully approving obscurity and complexity as an ideal to be
pursued as in the West.” Articles 3 to 6 and 9 to 11 reveal Dr. Rajendran’s
deep study of Sanskrit Poetics, more particularly of Anandavardhana's
Dhvanyaloka and Mahimabhatta’s Vyaktiviveka and Sanskrit Grammar. His
article 'The Vithis of Ramapanivada” deserves special attention. We know
only of two old Withis mentioned by Bhoja Malatika and Indulekhd. On the
basis of the passages quoted by Bhoja as examples (Bhoja’s Sr/hgéra Prakasa,
p. 889 (1963 edn) Dr. V. Raghavan observes that they are of the nature
of a light love-comedy, a miniature MNafika (with features of Prahasana) grafted
onto it (/bid). Dr. Rajendran concludes his study of “The Vithis of Ramapanivada”
in these words: "“The mono-act structure and monologue format of
Ramapanivada's Vithis may be their only historically valid characteristics.” It
means Dr. Raghavan and Dr. Rajendran disagree about the form and nature
of Vithi.

Dr. Rajendran had studied in depth Mahimabhatta’s famous, difficult though,
work Waktiviveka mainly dealing with Sanskrit Poetics and incidentally with
Grammar. Naturally, we have in this collection half a dozen articles connected
with Waktiviveka. Dr. Rajendran has also studied modern Western Science
of Linguistics. This study helped him in showing how some of the concepts
of this modern science were already known and used in discussion by ancient
Alankarika-cum-Grammarian Mahimabhatta.

The subjects of the articles are well-chosen and their treatment is lucid.
It is, however, regrettable that this volume is open to two drawbacks. One,
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no diacritical signs for Sanskrit words are used and two, almost each and
every page is disfigured by printing errors!

V. M. Kulkarni

REFLECTIONS ON CREATIVE WRITING, W. K LELE, Mansanman
Prakashan, Pune, 2003, pp. vii + 232, Rs. 240.

This book contains the author’s published essays and lectures on Sanskrit
poetics. The topics are : 1. The Making of a Poet. 2. Ancient Literary Controversies.
3. Concept of Polishing in Sanskrit Poetics. 4. Transformational Operations
and Kalidasa's Malvikagnimitram. 5. Fundamentals of Creative Writing. 6. A
Stylistic Study of Abhijnana-Sakuntalam and 7. Indian Poetics in comparison
with Western Stylistics. Of these seven topics three, bearing numbers 4, 6
and 7 are outstanding in view of the author’s study in the light of ‘the requirements
of the rules of the transformational generative grammar as discovered by
the Western grammarians and also the norms of stylistics as laid down by
the Western stylisticians.” These studies are a deparlure from the traditional
way of appreciating a creative work. This new approach is certainly welcome.
It however seems that it is in no way superior to our traditional method
or approach.

The work reveals the author’s critical and comprehensive study of Sanskrit
poetics. He has especially devoted close atlention to Rajasekhara’s
Kavyamimarnsa which ‘'makes no innovation in theory’ but ‘is a work in other
regards of no small interest and originality’ as observed by Keith. He has
ably discussed a number of topics dealt with by Rajasekhara’ in this brilliant
work. Most important among these are plagiarism and poetic conventions.
This writer had published two papers, one on Plagiarism and another on
Poetic Conventions in 1954 and 1960 respeclively. These were later included
in the book Studies in Sanskrit Sahitya Sastra (pub. in 1982). The author
refers to the paper on plagiarism in these words : “In his exhaustive paper
entitled Sanskrit Writers on Plagiarism, V. M. Kulkarni has presented a survey
of the viewpoints held by ancient creative writers and critics on this topic.
Some essential principles left out in that paper are being taken up here for
consideration” (p. 38). When however, he writes about Kavisamayas, poetic
conventions, there is no reference to this writer's paper * Sanskrit Rhetoricians
on Poetic Conventions.” It has escaped the author’s attention. It is, however,
no reflection on the author's wide reading. It is rather too much to expect
of any author to be fully equipped with knowledge of all the preceding writing
on the topic concerned.



258 Reviews

These studies are a departure from the traditional approach or method
of appreciating a creative work. This approach is exciting and welcome. Bul
the question still remains whether it leads 1o better appreciation of creative
wriling. The last chapter, Indian Poetics in comparison with Weslern Stylislics,
is very important from another point of view also. Some modern Indian scholars
of Western Poetics and Aesthetics speak rather disdainfully about Indian Poetics
and Aesthetics. It may be of some help in changing their biased atlitude.

In the course of reading this work we come across a few misprints
or errors. For instance, agﬁuﬁ gEdr (p. 119), repentence for repentance
(p. 172), constrution (p. 176) for construction, &e: WHEaad (p. 193); p.
199. “In fact some unknown poet.. poems” there is no question of “some
unknown poet' - J&SHTIATI itself conveys the meaning; p. 223 varbal (for
verbal) forms.

These misprints or errors are negligible. But one statement deserves notice:
p. 214 . Ayuktimat dosa - lllogicality - At the end of his discussion of this
fault the author observes: “In short, one should look at such poetry with
a sensitive mind and aesthetic viewpoint. Bhamaha's adverse criticism against
the datakavya is unpoetic in spirit.”

Now, this criticism is indeed unfair to Bhamaha. In levelling this criticism
against Bhamaha the author himself has committed a glaring mistake. He
has completely ignored Bhamaha's own statement that follows |. 42-43.

g SreFveaT JAgHT 3§ TN |
T g S YN gg=aa ||

Meaning: “If however, (the hero, etc.) out of his (intense) longing (for
his beloved) speaks like a mad (or intoxicated) person, what is illogical, let
it be so. Wise men (poets) very often use-resort to—this mode.”

in the light of this verse (Bhamaha |. 44) we can easily observe that
the author’s criticism is without any basis. But for this single fault the author's
work “ Reflections on Creative Writing' is flawless. Dr. Lele, the author, deserves
all praise and admiration from discerning readers and critics for producing
such an excellent work.

V. M. Kulkarni
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HINDU CIVILIZATION AND THE TWENTY-FIRST CENTURY, V.
RAMANATHAN, Bharatiya Vidya Bhavan, Mumbai-400 007, 2004, pp.
xxx + 707 + 39 + pls. 90. Rs. 595.

The book under review has a vast subject, Hinduism, and a comprehensive
approach in its presentation adds to its bulk. There does not seem to be
any work which explains Hinduism in all its aspects to the educated young.
This may be due to the surprising fact that the young in the past had lived
and breathed Hinduism at home and it came alive for them through its resplendent
myths and rituals. The subject is presented here “as not merely a religion
or a set of metaphysical ideas but as a many-sided civilization with spiritually
oriented values at the core” (p. xvi). Justifying the title the author rightly
says that a knowledge of the past is essential to plan for the future of the
survival of Hinduism.

The book is divided into twelve sections containing a total of 18 1 chapters,
covering a wide range of topics. The encyclopedic nature of the work is
substantiated by a perusal of the chapter headings in the Contents. Thus
it serves the purpose of a reference book. There are innumerable publications,
not a few of them containing lucid and interesting accounts, of Indian / Hindu
History under all its different rulers; and there have been an equal number
of books with clear expositions on its philosophy and culture. The trend of
the present book can best be gauged by an assessment on the two sections;
one on philosophy, an abstruse subject, and the other on the much maligned
caste system.

In Section V, (Concepts, Tenets and Beliefs), Ramanathan covers the
brahman-jiva-jagat relationship in the different systems of philosophy. The
raison d'étre of each philosopher's arguments is explained in a simple and
concise way. The Trinitarian relationship is illustrated by a least known equation
of the mathematician Ramanujam which involves zero and infinity. Absolute
Reality is represented by zero and infinity stands for the creation in ils variety.
The product of these two does not pertain to one number alone, but to
the whole gamut of numbers, and each one of these identifies with an act
of creation. Thus the universe containing the diverse forms and names is
represented by « X 0.

Prakrti of Samkhya is akin to Einstein's Unified Field, except that prakrti
includes psychic as well as perceptible phenomena. The body-mind complex
referred to as Asefra in the Bhagavad Gita is significant. In psychology, neurosis
is removed by bringing it up from the subconscious to the conscious field.
So also, the author says, understanding the subtle cause of existence will
remove misery from our lives. The author says that the advaitic ‘ignorance’
is analogous to the Christian concept of Original Sin. Such examples thrown
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up from modern sciences should enhance the youthful reader's interest.

There are a couple of references to Upanisadic concept of “ saf-cit-ananda”;
but the Upanisads speak only of “saf-cit-ananta.” The replacement of ‘ananta’
by ‘ananda’ was a later concept. The Upanisads held different views on the
relationship between God and his creation. The author comments that this
was due to lhe fact that those statements were intuited by the sages in
diverse slates of spiritual insights over a long time span. Though there are
certain basic concepts of Vedanta accepted by all philosophers, the differences
arise in their interpretations of the atrman-brahman identity and of the state
of nirvikalpa samadhi. If, the author says, there can be two theories (the
wave and the corpuscuiar} on the nature of light, a more profound subject
is bound to give rise to many interpretations propounded by philosophers.

Varpa is caste as applicable to the four principal classes. It has divine
sanction as seen from its Vedic origin. Ja# is a later concept and is the
modern usage for caste attributed to it by the Europeans, creating a lot of
misunderstanding. In Section VIIl (The Structure or the Caste System), the
author says that jat7 is second only to the extended (Joint) family system
in lending support to the individual and providing him with social security
This is seen in the supportive help rendered by the jafi-cum-extended family
system which supplemented the Government’'s schemes to relocate refugees
from Pakistan, after partition.

Certain core values are held in esteem in each society. That segment
of the society which adheres strictly to these values is respected, and thus
a hierarchy based on the degree of adherence to the society’s values comes
into existence. Thus, hierarchy is an inevitable phenomenon in any society.
Hinduism, the author says, has accepted this phenomenon, and instead of
brushing it under the carpet, has institutionalized it.

Intermarriage between jatis residing in different geographical areas is
allowed, but each jati has a segregated locality allotted to it in a village.
Thus there is local segregation, but geographic integration. Sanskritisation was
undertaken voluntarily by a ja# and never was it imposed on it. This is the
main cause, il is felt, for Hinduism to be resilient and evolutionary. A distinction
of Hinduism as related to other cultures is that the social status not only
depends on economic and political power, but over-riding these is the ritual
status.

Discussing varna it is felt that it is equivalent to a cadre system, cadre
being defined as “a collective of ordinary persons performing extraordinary
tasks through the harmony and uniformity of their behaviour” (p. 404). Varpa
thus stands for a cadrebased organisation, and it functions on the principles
of what psychology calls ‘Behaviorism.' It makes an ordinary person perform
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extraordinarily through a process of conditioning. This conditioning starts from
birth itself. Vama’'s uniqueness lies in its preserving a profound and diverse
civilization all these years. This cadre system again holds good for the average
person, whereas there are always exceptional persons who achieve excellence
in a vama not theirs by birth, examples being Drona of the Mahdbhérata,
and the many non- Asatriya kings and dynasties.

Thus we find an abstruse subject like Hindu philosophy made intelligible,
and further, Ramanathan must be thanked for stating categorically that varpa
is deliberately based on Behaviorism and that there are good points in the
Jati system. The author is fully aware of inherent weaknesses in Hinduism,
and he offers certain measures of correction, at the same time advising us
to keep an open mind to absorb whatever is good in Western thought.

This book stands aimost alone in the presentation of a wide panorama
of Hinduism and the many apt inputs found in the treatment. The author
should be commended for the wideness of his vision and the depth of focus
on the subjects. He richly deserves the words of praise expressed in the
comments of some scholars appended in the book. One hopes it reaches
the wide audience the author had envisaged.

Indira S. Aiyar

ASTRONOMICAL INSTRUMENTS IN THE RAMPUR RAZA LIBRARY,
SREERAMALU RAJESWARA SARMA, Rampur Raza Library, 2003, pp.
95. Rs. 850.

Scientific instruments of the ancient period constitute an important source
for the reconstruction of the history of science and technology. These instruments
are also part of our cultural and intellectual heritage, but they did not receive
adequate scholarly attention so far.

The author of this book, Sreeramalu Rajeswara Sarma, began preparing
a comprehensive catalogue of all astronomical and time-measuring instruments
which are preserved in museums in India and aborad. The Nawabs of Rampur
were avid collectors of manuscripts, paintings, and other objects of art. They

also collected some rare astronomical instruments belonging to different ages
and different lands.

Rampur Raza Library possesses an important collection of astronomical
instruments. It consists of three regular astrolabes, one Mariner's astrolabe,
four celestial globes, and one sine quadrant, one perpetual calendar-cum-honary
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quadrant and one honary quadrant-cum-noctrunal. While seven of these
instruments were manufactured in India, two belonged to the Middle East
and two are of European origin. Chronologically, they belong to the thirteenth,
fifteenth, sixteenth, seventeenth and nineteenth centuries and bear legends
in Arabic, Persian, Sanskrit and English.

These eleven instruments can be classified into three distinct groups:
a) Foreign instruments; b) Mughal instruments and celestial globes; c) Indian
instruments of the 19th century.

This study was undertaken as part of author's project "A Descriptive
Catalogue of Indian Astronomical and Time-Measuring Instruments,” which
was funded by the Indian National Academy of Science and sponsored by
Indira Gandhi National Centre for the Arts.

The two oldest instruments are Kufic Astrolabe produced by Al-Sarraj
Damishqu in A. H. 626 (CE 1228-29) and the Kufic Celestial Globe crafted
by Muhammad ibn Ja'far in A. H. 834 (CE 1430-31). These are historically
very important.

With the active support of Dr. W. H. Siddiqui, Officer on Special Duty,
Rampur Raza Library, the author undertook the study and cataloguing of
the scientific instruments. The author gives historical background, details of
legends, description of the instruments part by part, the method of consltruction
and its uses, provenance and chronology of each instrument. All the instruments
are illustrated in colour.

The printing of the book is good. The dust-jacket illustrates the astrolabe
by Diya Al-Din Muhammad, dated A. H. 1074/CE 1663-64. End papers
show detail from a Mughal Celestial Globe showing the Constellation Draco.

The author Sreeramalu Rajeswara Sarma must be congratulated for bringing
out this prestigious publication which will inspire students of scientific studies.

B V. Shetti

KING, COURT AND CAPITAL : AN ANTHOLOGY OF KANNADA LITERARY
SOURCES FROM THE VIJAYANAGARA PERIOD, Translated by C. T.
M. KOTRAIAH and Edited by ANNA L. DALLAPICCOLA, with a Foreword
by John M. Fritz, Manohar Publishers and American Institute of Indian
Studies, New Delhi, 2003. pp. 166, Rs. 750.

This is the ninth volume 1 the Vjjayanagara Research Project Monograph
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Series. While the previous volumes deal with the art, architecture and material
culture of Vijayanagara, this volume deals with the Kannada literature of the
period that throws light on the king and court, as well as the people, artifacts
and habitats that surrounded them. The themes presented in this anthology
have been selected to complement the data obtained through epigraphic,
archaeological and art historical research, attempting to recreate the atmosphere
of the Vijayanagara period. The excerpts are drawn from twenty-seven of
the most relevant Kannada works written between 1345 and 1585. The
authors of these texts came from different religious and cultural backgrounds:
Jaina, Virasaiva, Vaisnava or Saiva.

The anthology consists of twenty-five chaplers, arranged in six parts. Part
One deals with ‘The Setting’; it contains descriptions of landscapes, cities
and their amenities, agriculture and forestry. Particularly important is Chapter
5, which deals with texts that consider the Vijayanagara area as the locus
of mythological events and, hence, as a hallowed spot.

Part Two, ‘The King', is concerned with courtly life, including royal visits
and receptions and the bestowing of honours. Chapter 7, that focuses on
the Ideal Ruler in the Ideal State, is of special interest in this section.

Part Three, ‘Polity’, has vivid accounts of the organization of the army,
layout of encampments, types of weapons and descriptions of cilies and
fortresses under siege.

Part Four, 'Pleasures of the Court’, deals with courtly pastimes such as
hunting, visits to royal gardens and water-sports. Royal banquets, with extensive
comments on the menu, dining etiquette, and even cooking recipes, are
described. Royal weddings, with detailed descriptions on dress, makeup and
ritual, and royal patronage of the arts are other topics dealt with in this section,
which highlights the pomp and pageantry of courtly life.

Part Five, '‘Religious Life', is devoted to festivals and rituals. Of special
interest is Chapter 21, which includes a description of the Mahanavami festival.
However, the account given here of this nine-day festival is much less detailed
than those provided by the sixteenth-century visitors to Vijayanagara city. Royal
worship and visils to temples and monasteries are discussed in Chapter 22.
The account of sati, given at the end of this chapter, is worlhy of special
note.

Part Six, 'Everyday Life, Beliefs and Pastimes’, records activities of daily
life. Here, Chapter 23 has various accounts of dreams of the mothers-to-be
of princes or sages, and proceeds with narratives detailing the various
ceremonies that celebrate a royal birth. Omens, magic spells and traditional
medicine are described in Chapter 24. Chapter 25 recounts the various pastimes
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of different categories of people: betting games, board and indoor games,
martial sports and so on.

Three appendices are included in this volume. Appendix | provides
summarized information about the twenty-seven texis that have been cited
and their authors. The material is presented in chronological order, according
to the dates generally assigned to the authors. Appendix Il is a useful glossary
of the Kannada terms that occur in the texts and their English equivalents.
Appendix Il contains explanations of some of the recurrent phrases such
as “the eighteen persons at the service of the king” and “the proverbial
56 countries.”

This volume is of importance because it brings together for the first time
in English a selection from literary sources in medieval Kannada language,
written both at the Vijayanagara capital and various provincial outposts of
the empire, by the most accomplished authors and poets of the day. It must
be noted that the texts conform to the literary conventions and imagery of
their era and should not be considered historical chronicles. As aptly described
in the foreword, “we may read these Kannada texts of the Vijayanagara period
on several levels: as literary formulas, as indications of components of the
material world of the elite, as evocations of an ideal world in which the
elite wished to see themselves or as elements of cultural patierns through
which elites coped with the tensions between an ideal, poetical world and
the untidy and threatening world of the everyday.” What is portrayed is a
richly poetic world, “part reality, part convention, part creative exposition.”
Nevertheless, these extracts shed valuable light on the ways in which the
contemporary authors perceived life at the Vijayanagara capital and they make
for delightful reading. This volume will undoubtedly be very useful to students
and scholars of Vijayanagara history.

Anila Verghese

CHRISTIANS OF INDIA, ROWENA ROBINSON, Sage Publications, New
Delhi, 2003, pp. 235, Rs. 300.

This book studies various Christian communities in India in a comparative
anthropological perspective. Rowena Robinson, a sociologist, traverses the many
worlds of Christian traditions across the country, analytically comparing upper
caste and lower caste, tribal and peasant Christian communities in the diversity
of their experiences and engagements with Christianity.

The book is divided into seven chapters. In the introductory chapter, the
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author argues in favour of an anthropology of indian Christianity. Even though
Christians constilute more than 20 million of India’'s population, there have
as yet been few studies which provide a holislic account of the many
‘Christianities’ which exist in India. This is due in no small measure to the
general neglect of all non-Hindu religions in Indian scholarship, which
simultaneously arises out of and further feeds the erroneous notion that India
is a Hindu nation and that all non-Hindu religions are alien.

In the second chapter Robinson focuses on the sociology of conversion.
Not only has Christianity come to India at different points of time and from
different regions of the world, it has made its impact through a variety of
means and approaches: as a religion of conquest (in Goa), as the religion
of groups that negotiated their status through political alliances with local
rulers (Syrian Christianity in Kerala), as a religion brought by missionaries
with only the indirect and not always unequivocal support of colonial authorities
(as in parts of British India). The varied modes of constitution of identity
and the drawing of boundaries by different Christian groups are also examined.
in the third chapter Robinson explores the patterns of hierarchy, of ideas
of class or status differences and of gender inequalilies within different groups
of Indian Christians. The Christian churches are rarely innocent of the markings
of status and gender inequalities. Though they fight against the worst features
of caste, they often remain complicit in perpetuating various kinds of hierarchical
differences. The fourth chapter explores the realm of cultural convergence
and communication, dialogue and dispute. Church-centred ritual, as well as
social and cultural practices of different Christian communities, reveal an
astonishing degree of consonance with local customs. However, it is sometimes
likely that the relationship convert groups have with local or regional traditions,
might not be completely harmonic or unproblematic.

In the process of evangelization in different parts of the country, Christianity
has articulated and often clashed with prevailing patterns of ritual, kinship,
marriage and patrimony, sartorial codes and even food conventions. The fifth
chapter examines some of these issues, in particular the organization of kinship
and the norms of inheritance among various Indian Christian communities.
In the sixth chapter, Robinson deals with cults, cures and challenges to the
church. She analyses expressions of resistance to church patriarchal ideology
and hierarchical organization and the retrieval of power through popular practices
and cults, especially by Dalits and women. In more recent times, Charismatic
and Pentecostal Christian cults offer an alternative to the mainstream churches
themselves.,

In the concluding chapter, Robinson draws together the various themes
and issues. Questions are raised and problems identified for future scholarship.
The bibliography has focused on sociological and cultural materials, but also
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includes several works of historical interest as well as some theological accounts
of Christianity in India.

With its mulliple engagements, broad canvas and comparative perspective,
Christians of India will form essential reading for studenis and scholars of
anthropology and sociology of religion. it will also be of interest to historians,
political scientists and sludents of non-western Christianity as well as to the
general reader interested in the role of religion in contemporary India. lts
handy size and moderate price add 1o the atiractiveness of the book.

Anila Verghese

KURUJYOTI: 1998 (Research in Indology), Second Volume : Editors:
Dr. INDU SHARMA et al, Kurukshetra University, Institute of Sanskrit
and Indological Studies, Kurukshetra 136119, 2002, pp. 238. Price
not mentioned.

Kurukshetra University is known for her Sanskrit and Indological Studies.
Here is a second volume of Kurujyoti-1998. The year of publication is 2002.
The volume contains 28 research papers by well-known scholars in Indology.

All these papers are arranged in four broad groups, viz. 1 Veda and
Nirukta. 2 Vyakarana and Bhasa Vijjian. 3 Bharatiya Darsan and 4 Sahilya
and Sanskriti. These papers were first presented in the National Seminar
organized by the Kurukshetra University from 28th to 30th December 1990.
The papers are thus not very recent and yel they are as fresh as they were
first presented. This is so, as they deal with certain eternal questions in philosophy
and culture.

The first group of seven papers dealing with Veda and Nirukta extends
over 67 pages. Two of these papers are in English and the rest in Hindi.
In the first paper, Dr. B. B. Chaubey examines the word Arya in various
res and contrasts it with the word Dasyu. The author believes that the Aryan
settlement in the Sapta Sindhu region eventually separated itself in two groups.
The latter group came {o be known as Dasyus and is so mentioned in the
Rgveda. Dasyus abandoned their sacrificial religion and that caused hostilities
in these two groups. Dr. Chaubey cites a number of rics in support of this
view.

Another article in English is by Dr. Ranvir Singh. It is titled 'Tirtha in
Rgvedic Tradition'. Here, he cites the word Tirtha in eight textual contexts
and states that the original meaning of this term underwept ® change in
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the epic and classical periods.

Other papers in this section are in Hindi. Two are on Yajurveda and
they deal with ‘Yajnya' and ‘/ndra’ as interpreted by Maharshi Dayananda.
These are by Dr. Kishanlal and by Chittaranjan Dayal Singh of Delhi and
Kurukshetra universities respectively. Dr. Ramakant Sharma of University of
Punjab expounds the hymn Dva Suparpa sayuja sakha. Dr. Mansingh writes
on ‘Vedic Akhyan and Yaska' and Ayodhya Chandra Das on ‘Svara evam
Artha'. Dr. Das points out that although Svardghat is important in interpreting
various Vedic mantras it does not necessarily lead to a change in the meaning.

The second section is titled * Vyakarana and Bhasa Vijnyan™ and is equally
rich in its contents. Dr. Vikram Kumar deals with the contribution of Maharshi
Dayananda to Sanskrit Vyadkarana. This paper is in Sanskrit. In another paper
in English, Dr. B. S. Kumar invites our attention to Njanta Constructions in
Sanskrit. Here both causative and non-causative constructions are dealt with.
The rest of the five papers are in Hindi. Dr. SriKrishna Sharma critically examines
the Dhatupathas in Apisal Vyakarapa. Dr. Bhimsingh expounds the nature of
word with reference to Patanjali’'s exposilion in Mahabhasya. The two essays
on “Dhvani” and ‘' Alarikaras” by Dr.Dharmavir and Dr. Bhatiya respectively
deal with the relationship of these poetic concepts with grammar.

The third group of papers deals with Indian Philosophy. This contains
six articles, four in English, one in Sanskrit and one in Hindi. The Sanskrit
article by Dr. Dharmananda Sharma traces the cosmological thought in Vedanta,
particularly with reference to major Upanisads. In his Hindi article, Dr.
Dharmachandra Jain narrates qualifications and duties of Upddhydya in Jain
tradition. There are two articles dealing with position of women in Jainism
and Buddhism and are presented by Dr. Bhagachandra Jain and N. H. Samatani
respectively. Dr. Mahesh Tiwary has elaborated St in early Buddhist tradition.
Panicasila as expounded in the Buddhist texts was upheld, decades ago, by
Pt. Jawaharlal Nehru in the Bandung conference. Dr. Tiwari draws our attention
to other Sias that have contributed to the world culture.

The last section deals with Literature and Culture and contains two articles
in Sanskrit, one in English and the rest five in Hindi. Three articles draw
on Mahabharata. Dr. K. V. Sharma traces Dharma to Mahabharala while Dr.
Brajamohan Sharma examines the concept of Satya. He supports his arguments
with quotes from Mahabharata. In his article titled Mahabharatakalin Pracin
Sastrastra, Swami Omananda Saraswalti ransacks archaeological and literary
sources 1o find out the weapons used in ancient India. Dr. Indu Sharma has
traced the concept of fapas in the Epics and the Puranas. 7apas is an efficient
way of self purification and attainment of supreme knowledge. There are
two articles, one on the female characters in Kalidasa's dramas and the other
on the poetess Silabhattarika, who ranked on par with the classical writer
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Banabhatla. An article on Kuvalayavali is quite informative.

The collection ends with an article by Ramajivana Pandey on the necessity
of Sanskrit studies for nourishment of human culture. Majority of papers in
this volume are in Hindi. A wider circulation of this volume will go a long

way in enlightening the masses and enabling them to discern our cullural
heritage.

N. B Pati|

HARIVAMSAPADANUKRAMAKOSA, 2000, pp. 638. Rs. 1400;
MAHABHARATA PADANUKRAMAKOSE-ADIPARVA KHANDAH, 2002,
pp. 634, Price Not given: MAHABHARATA PADANUKRAMAKOSE-
SABHAPARVA KHANDAH, 2003, pp. 254. Price Not given; Editors:
Prof. Dr. INDU SHARMA et al. Pub. Sanskrit and Prachya Vidya Sansthan,
Kurukshetra Vishva Vidyalaya, P. O. Kurukshetra (Haryana) 136119.

Harivarisa is Mahabharaia in its extended form. It is also called as Khila
Parva of Mahabharata. As the name indicates, it is also an account of Krsna's
life and his line of succession. The volume also contains a number of other
things that are narrated in the Puranas.

Both, the Mahabhdrata and the Harivamsa thus form the pedestal of
the lofty Indian culture. Both these works are Upajivya i. e. other literary
writers can always draw on these volumes for their literary creations. Many
scholars refer to these works for pursuing their research in ancient Indian
culture.

The editorial board, headed by Prof. Indu Sharma has taken up the
voluminous work of indexing the Mahabharata along with Harivarmsa. Indexing
of Harivamsa was taken up first and completed. This served as a trial volume
and the board of editors has now launched on the main task of indexing
the Mahabharata. Two volumes have been completed and have been published.
These are under review. Thirteen more such volumes are to come. The index
is based on the text published by Bhandarkar Oriental Research Institute,
Pune.

There are other indices of Mahabharata that are available. The widely
referred one is that of Sorensen. There is also the Pratik Index of Mahabharata
published by Bhandarkar Oriental Research Institute, Pune. There is one
published by Geeta Press. While the Prafik Index is of the verses in Mahabharala,
the one published by Geeta Press is of names of persons and places. All
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these publications are extremely helpful for the scholars to make an in depth
sludy of Mahabharata. However, the index of the padas was a desideratum.
Kurukshetra Viswa Vidyalaya deserves praise for undertaking this huge project.

It is said about the Mahdbharata that the gods and the rsis once to
evaluate Mahabharata, weighed Mahabharata against the Vedas and it was
Mahabharata that was weighty. Catvaro ekato vedah Bharatam caika ekatah
/ Samndgalaih surarsibhih tulam aropite purah / Mabhaltve ca gurutve ca
dhrivamanarm latodhikam / Mahatvat bharavatvatcaca Mahabhdratam ucchate.
Pada is a word that has either a case ending or a verbal termination.
Suptingantam padam -~ So the index is of all such words in the Mahabharata
that are used as either a noun or a verb.

Having completed such an index of Harivamsa, the editorial board took
up Adjparva and then the Sabhiparva. All the Padas have been categorized
as Nama, Akhyata, Upasarga and Njpat. This lakes care of all words that
occur in each Parvan.

These three volumes and the proposed thirteen others that would be
coming during the decade would be of immense help to all researchers in
the area of ancient history and culture.

N B Pati

FATE, PREDESTINATION AND HUMAN ACTION IN THE MAHABHARA TA,
PETER HILL, Munshiram Manoharlal Publishers, New Delhi, pp. 398.
Rs. 600.

People all over the world believe in fate or predestination. But there is
a category of men and women who have faith in themselves and their work.
They believe that one is the architect of one’s destiny. The Hindus believe:
parva janma krtam karma taddaivam #ti kathyate tasmat purusakarepa vina
daivam na sidhyati This maxim strikes a balance between destiny and freewill.
It admits both, free will as well as fate; but lays an emphasis on human
action. The concepls viz. Fate, Predestination and Human action are the subject
matter of the book under review. The author traces the history of these ideas
in the context of the Mahabhatata. The author states that it is generally believed
that Indians are fatalists. But this is betrayed by the Sastras as well as by
the epic poetry of Mahabharata. The author here expresses the ideas viz.
karma, fate, efficacy of action with the Mahabharata as a backdrop.

There are a number of instances in the Mahabhdrata, where the will
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and the efforts had their way in shaping the course of life of certain individuals.
One achieves the fourth purusartha ie. moksa, not as a gift of God, but
by human achievement through righteous and meditative life. They constantly
discriminate between the real and the unreal. In dealing with this subject,
the author has meticulously avoided the Western Approach on the subject
of fate and predestination.

The author says that the best known answer for the problem of human
action and the causal agency is the doctrine of karma (p. 361). He further
states.. ‘and formally at last the doctrine of karma is an ideal compromise
answer to the difficulties in reconciling fate and human action (p. 361). Thus,
the doctrine of predestination accepts the importance of both as the lot of
the individual transmigrating through time. Though God might ordain individual's
place in the world, He does this on the basis of that person’s past deeds.
A sensible man who lives by a cruel occupation should see how his occupation
can be made virtuous. The Dharma Vyadha in the Mahabharata did not slay
animals but merely sold the meat of the animals slain by others. He did
not eat meat. In the Santi Parva it is said that a being is born alone, dies
alone and traverses his difficullies alone.

The Mahabharala recognises some degree of human causal agency and
ils non-compromising assertion that the good people ultimately receive their
rewards and the bad ones, their punishments. This provided a convincing
rationale for the Hindus for adherence to Dharma.

The book contains six chapters running over 372 pages and discusses
threadbare 1. Karma, 2 Predestination, 3 Impersonal Fate, 4 Human action
and 5. The Philosophy of Bhagavadgita. The author draws copiously from
various legends and episodes that are at the core of the Epic. This makes
a very interesting and enlightening reading. Though the book limits itself to
the text of the Mahabharata, it critically examines fate and human actions
as these concepts evolved in human history.

Scholars of the Epic will find this volume extremely useful in assessing
the ideals that ultimately formed the core of Indian culture.

N. B Patil
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SOME ASPECTS OF THE STUDIES OF DHAHMAS'A_STHA, DR. S. G.
MOGHE, C. P. Gautam, Bharatiya Kala Prakashan, Delhi 110033, 2003,
pp. 222. Rs. 400.

Dr. S. G. Moghe had been an eminent scholar of Dharma-§astra and
Parva-mimansa pursuing his studies from 1967 after having completed his
thesis ‘Mimansa on the Bhagavanta Bhaskara of Nilakantha' under the guidance
of his Guru, late Prof. H. D. Velankar, the first R. G. Bhandarkar Professor
of Sanskrit of the University of Bombay. Dr. Moghe served in Government
Colleges of Maharashtra and retired as Reader in Sanskrit in July 1994.
He was Professor in charge of Sanskrit Department of Marathwada University.
The writer of this review had been enjoying the privilege of watching his
career now for more than three decades.

Present volume is a collection of 21 papers of this scholar and happens
to be a valuable addition to his research publications viz. Studies in Dharmasastra
(Collection of 35 research papers), Prof. Kane's Contribution to Dharmasastra,
Sféddha-ségara of Kullakabhatta. He had already presented History of
Dharmasastra (by MM Dr. P. V. Kane) in essence, in a function, held in
the precincts of the Asialic Society. This volume begins with the paper on
Vyaghra Smyti which has been critically edited by him with the help of two
MSS from Bhandarkar Oriental Research Institute. This paper brings out some
peculiar views of the author— the author of the Smrti has permitted a person
to speak untruth if he is mentally harassed. Dr. Moghe has taken care to
indicate the importance of this Smrii although not referred to by the great
savant late MM Dr. Kane. The article on ‘Devala Smrti : Reconstruction and
a critical study’ brings out the exhaustive treatment given to this lost Smrti
by the author Dr. Wadekar and presents an ideal review by Dr. Moghe.

Two papers in this collection bearing titles ‘More than Three Decades
of Dharmasdstra Studies’ as well as ‘The Progress of Studies of Dharmasastra
(in the 20th century in India and abroad)’ throw sufficient light on researches
undertaken by modern scholars in the case of all topics like Grhya-Satras,
Srauta-Satras coming under Dharmas$astra. Reference to important
research-papers such as ‘Institutions of Money-lending’ by H. S. Singh (p.
126) as well as the paper of J. D. M. Derret entitled ‘An Aspect of the
Arranged Marriage in Dharmasastra’ in the Diamond Jubilee Volume of the
Annals of Bhandarkar Qriental Research Instilute (p. 107-120) add to this
survey a completeness of ils own. It will also be proper that two special
papers on the basis of the Descriptive Catalogue of the Sanskrit Manuscripts
are included here with the purpose of showing contribution of Maharashtra
authors to the domain of Dharmasastra.

Dr. Moghe's attempt to evaluate the works of modern scholars of
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Dharmasastra of the calibre of Gode, V. N. Mandlik and Gharpure (Articles
XV, XV and XVI) can be taken to be a significant as well as interesting
feature of this collection. Being an humble student of Dharmasastra, the present
reviewer was very glad to find that Gode's confribution to the dates and
works of Dharmasastra as well as his success in determining the chronological
position of the works of Nagoji Bhatta has been duly recognised.

Dharmasastra in ancient India was intimately connected with law and
justice and it is only in the fitness of things that the present volume in one
of the articles deals with ‘Right and Justice in India with reference to Dharmaséastra
and Classical Sanskrit literature.” From the discussion in the paper on ‘the
Bhagavadgita and Dharmasastra’, the students of that Celestial Song come
to know how some topics of the Gita are elaborated by the Dharmasastra
works, and in the case of some words like Yogaksema, evolution has taken
place. In addition to the academic interest of the author of this collection
he had also studied Law qualifying him to compare Medieval Hindu Law
and Modern Law. (Article Xlil). In this article the author clearly points out
that there was no place for divorce as marriage was taken to be sacrament
by Dharmasastra authors although Kaufilya favoured the idea of divorce in
hard cases. Nevertheless, he has agreed with the suggestion of late Dr. Kane
to accept it on the basis of English Law. This vigilant student of Dharmasastra
has not failed to point out that Anantadeva, the author of Sariskdara Kaustubha
had allowed the adoption of a daughter and has also referred to the modification
in this case introduced by the Hindu Adoption Act (p. 153-160). Really speaking
this article covers all modifications introduced by new Hindu Law. Paper on
Kashinath Upadhyay alias Baba Upadhye, the famous author of Dharmasindhu
or Dharmasindhusara throws light on this digest bringing together ‘the
extraordinary passages by quoting several Smrti passages’ and aftempts to
resolve the conflict by resorting to the Mimansa rules of interpretation or
determining the scope of the particular text. The present reviewer had a student
working on Dharmasindhu making him appreciate this interesting article.

Other papers deal with the interesting topics of ‘Theft in Ancient India’
(Paper IV), ‘Holidays ie. Anadhyayas in Ancient Education System’ (Paper
V). In the first paper the author has shown the comprehensiveness of the
topic of Theft in ancient India dealing with thieves, punishments given to them,
the fine laid down for burglars, the atonement, banishment etc. Second paper
in this list brings together for the first time, the material scattered in digest
works like the Brahmacari Kanda of the Krtya Kalpataru of Laksmidhara;
Smrticandrika-Samskara Khanda of Devanna Bhatta. The third article discloses
interesting information about the association of the young generation with
the old generation resulting into the benefits for the former and this is done
on the basis of references to the critical editions of the Mahabharata, Ramayana,
Kaulilya's Arthasastra and Manusmeti (Vol. IV - Part | (Published by Bharatiya
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Vidya Bhavan). This speaks volumes for the canvass of the author's study.

The article entitled ‘A Note on Vipra’' speaks of the contribution of Atri
to the Dharmasastra-thought that a brahmana is reduced to different castes,
in view of his particular activities and particular views having no bearing
on the intermixture of castes. In one more article entitled ‘A Note on Usha
Jain's Article, The Custom of Biting Grass in Retrospect, the readers find
the author of this collection losing patience with plagiarism of Usha Jain resulting
from the non-mention of the anicle of Dr. P. K Gode submitted to Prof.
P. M. Barua Felicitation Volume. Really speaking Dr. Moghe is known to
researchers for his frankness in appreciation as well as carping criticism when
the latter becomes necessary.

To sum, ‘Some Aspects of the Studies of Dharmasastra’ reveals various
aspects of Dharmasastra and evinces the indebtedness of the pupil to his
professors (1) The Late Dr. S. N. Gajendragadkar (2) The Late Dr. P. S.
Sane (3) Dr. M. D. Paradkar (4) Dr. G. H. Godbole (who is now no more).
it is out of this regard, that -he has dedicated the present work to them.
it has been already pointed out that Dr. Moghe deserves to be complimented
for this volume; the poignant part is that he breathed his last on 24th May
2004, leaving all his teachers, admirers and researchers in a state of heartfelt
SOrrow.

M. D. Paradkar

THE FIFTH MANDALA OF THE RGVEDA, (English Translation and Critical
N-tes) : Professor H. D. VELANKAR, Edited by Dr. S. G. MOGHE, Koshal
Book Depot, Delhi, 2003. pp. 326. Price not given.

Late Prof. H. D. Velankar was known to the teachers and countless students
interested in Sanskrit and Prakrit, not only as a reputed and unassuming
scholar who had contributed to the studies in the Vedic Sanskrit, Jaina Prakrit
and and Chanda-$astra. His versatality is also indicated by the number of
pupils who secured Ph. D. Degree under his guidance (the figure is 30)
and the variety of subjects taken by them mastering various branches of
Sanskrit studies. The inspiration that he has given to them in making a name
in their professions of choice has resulted into converting his name into a
legend even in his lifetime, a rare achievement indeed. Dr. Moghe, the editor
of the present volume has been one of his distinguished pupils who followed
his advice and has expressed his respect for him in the way of a worthy
researcher in Dharmasastra. A reference to his earlier publication titled Afarikdrika
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Interprelation of the Rgveda, published in 1993 which speaks of his contribution
to Vedic Indology is certainly opportunate. This was a collection of 15 research
papers of the learned scholar revealing different aspects of Vedic interpretation,
especially the Alankarika aspect, throwing light on his independent views also.
The present volume presents the edition of the Fifth Mandala of Rgveda
translated and annotated by the late savant. The typed copy was prepared
by him as early as the year 1966 but could not see the light of the day.

Really speaking, enriching the Vedic field with elegant English translation
and exegetical notes on Mandalas of Agveda in the light of the views of
German, French and English scholars of repute, like Oldenberg, Geldner, Renou,
Macdonell and others was the mission of Prof. Velankar's life. This is evident
from his critical notes on the Rgveda-Mandalas Il, lll and V.. His Rksakiasatli
has also to be referred to in this matter. Taking all this into consideration
along with his articles in the journals of the University of Bombay on the
translation of the Indra hymns with annotations, this discerning pupil of the
late Professor has presented this volume.

Part | of this volume presents 9 articles which throw light on the Professor's
theory of word economy and Rgvedic interpretation. All these articles do not
amount to mere reproduction of the original arficles but they are at times
compressed by him, aking care to provide illustrations of Mandala V. ‘Emotional
and Decorative Similes in the Atri Mandala’ is important from the point of
view of Prof. Velankar's approach. The article entitled ‘Other Vedic Scholars
and Prof. Velankar becomes extremely interesting due to the carefulness of
this studious pupil in bringing out the originality as well as the constructive
approach of the Guru. Nevertheless, the pupil true to a researcher has not
failed to bring out inadequacy of the theory of word economy at some places.
In fact, he has written an independent article with the title ‘A Note on Prof.
H. D. Velankar's Word Economy and Rgvedic Interpretation’ which has been
published in the Annals of Bhandarkar Oriental Research Institute, Vol. 65,
1984 (pp. 251-257). The introductory part of the present volume consists
of Dr. Moghe's interesting paper on ‘The Employment of Rgvedic Mandala
V in the Dharmasastra Literature’ as well as ‘The Element of Contrast in the
Rgvedic Poetry.” The first is one for which the editor is eminently suited;
the second one brings together various varieties of contrast with good
illustrations; here the editor has used the material avaifable in the notes of
the Rgvedic poetry at the hands of other poets also.

Part Il gives the translation of the hymns of the Fifth Mandala (from
p. 49 to 129) and the concluding Part lil deals with notes (p. 153 to 307).
No wonder that here ailso he has taken care to mix up the similes in the
body of notes on the particular stanzas and has refrained from merely
reproducing his Guru’s article on the similes in the Atri Mandala. Index, carefully
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prepared by the editor, running over 19 pages has added to the reference
value of the Volume. Above all the entire volume begins with Dedication to
the Wilson College and Bharatiya Vidya Bhavan (Bombay) as well as University
of Bombay as these three institutes have the largest share in the academic
career of Prof. Velankar, the loved Guru, and his good reputation as a sound
scholar of the Agveda.

In short, the present volume not only speaks volumes for the editor's
devotion to the Guru but also throws light on the scholarship of Dr. Moghe.
One cannot but mention the poignancy of the sad demise of such a devout
and industrious student as well as researcher in the month of May 2004,
turning this review into an offering to his memory.

M. D. Paradkar
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Dr. S. G. Moghe
(1935-2004)

The sad demise of Dr. Shantaram Ganesh Moghe on 24th May 2004
at the age of sixty-nine at Dhule was indeed a severe blow to the world
of research scholars in the field of Sanskrit and Indology. For the last few

years, he was suffering from liver cirrhosis, which ultimately proved fatal to
his life.

In the galaxy of the distinguished students of Late Prof. H. D. Velankar,
Dr. Moghe was a particularly brilliant star. Under the guidance of this renowned
Indologist Dr. Moghe got his Ph. D. degree for his thesis on the lopic " Mimamsa
in the Bhagwant Bhaskar of Nilakantha™ from the University of Mumbai. He
was highly acclaimed for his profound scholarship in the realm of Mimamsa
and Dharma-Sastra. In his book Studies in Applied Parva Mimamsa which
is a collection of twenty two papers published in various research journals,
Dr. Moghe has presented a very wide outlook in the subject of Parva Mimamsa
as applies to other branches of Sanskrit study. For instance, he has ably
discussed the importance of the application of the Mimarnsa rules of interpretation
to the well-known Rasa theory in Sanskrit poetics, to the Kamandakiya Nitisara
and also to the theory of word-economy and Rgvedic interpretation. He has
advocated the evolutionary theory of the Pdrva Mimamsa doctrine in his papers
on Atide$a, Uha, Punarvacana and Vakyabheda. He has pointed out the
significance of Sahkarécérya‘s approach to Arthavada, mosily neglected by
the scholars. His attempt to present before the readers Kalidasa's knowledge
of Pirva Mimamsa is really very interesting.

Even a cursory glance over the list of his published works would sufficiently
indicate the wide, comprehensive and exhaustive nature of his research work.
The most prominent and prestigious one is of course the voluminous work
entilled Bharataratna Mahamahopadhyaya Dr. P. V. Kane's History of Dharma -
Sastra in Essence whereby Dr. Moghe's name has been inseparably associated
with “that towering personality and doyen of Sanskrit scholars in the domain
of research and particularly the Dharma-Sastra research.” The trustees of
MM Dr. P. V. Kane Memorial Trust assigned this monumental project to him;
and no one can ever gainsay that Dr. Moghe has not fully justified the confidence
they had shown in his remarkable ability. The original work of MM. Dr. P.
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V. Kane in seven volumes covering more than six thousand five hundred
pages and the first volume revised in mid-sixties contain such extensive
discussion of Smrtis, numismatics, epigraphy, lexicography etc. that these
volumes were used mainly by scholars for purpose of references. Dr. Moghe's
work has satisfied the pressing need of making available the contents of
these volumes in a concise form to non-specialist general readers in India
as well as in other English speaking countries. Dr. Kane’s work was published
over a long period of four decades, so the discussions on particular topics
by Dr. Kane are to be found not only in different volumes of the History
of Dharma-Sastra but also in other books and journals. In his condensed
version, Dr. Moghe has attempted to present coherent and consistent accounts
of all such discussions. For the benefit of readers he has also provided summaries
of the chapters and the long sections in the original work.

Dr. Moghe attempted to discharge the Acdrya-Ana to some exient by
writing ‘Academic Biography of Prof. H. D. Velankar’, which was a part of
the centenary celebrations of his Birth Anniversary. It is indeed a peculiar
form of biographical literature in which Moghe has ignored all other details
of the personal life of Prof. Velankar and has exclusively concenirated on
his academic achievements and the precious treasure of his thoughts as reflected
in his writings. This work was so inspiring that it was proposed by some
lovers of the great Indologist Dr. R. N. Dandekar that his biography also should
be written in a similar manner. It was indeed creditable to Dr. Moghe that
when this proposal was under discussion, Dr. Dandekar himself had strongly
recommended his name as a competent scholar to undertake this task.
Unfortunately, however, the proposal could not be materialized due 1o some
inevitable difficulties.

Some other important works by him are : Sanskrit : 1. S@nta-Ardmab,
2. Haritosapnam. English : 1. Studies in Pdrva Mimarisa, 2. The Vydaghra
Smuti, 3. Studies in Dharma Sastra, 4. A Peep at Indology, 5. The Sréddha
Sagara of Kullaka-bhatta, 6. Some Aspects of the Studies of Dharma Sastra.
Edited works : 1. Prof Velankar and Vedic Interpretation, 2. Dr. Kane's
Contribution to Dharma Sastra, 3. The Fifth Mandala of RV. Biographical Works:
Marathi : Yaticakravarti Vasudevananda Saraswati.

Dr. Moghe starled his career as a lecturer in Sanskrit in the Govt. colleges
in Mumbai and Aurangabad and he was gracing the chair of the Reader
when he accepted voluntary retirement in 1994. He was extremely popular
among students as an excellent teacher and he had successfully guided six
students for the Ph. D. degree of the University of Mumbai and Marathwada
University, Aurangabad. He was also the Chairman of the Board of Studies
in Sanskrit in the Marathwada University. He was awarded the prestigious
Springer Research Scholarship by the University of Mumbai to work on the
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topic “ Parva-Mimamsa and Alankdrasastra”. Similarly, the University Grants
Commission, Delhi, had sanctioned him the necessary study grant to work
on Kullika Bhatfta's éréddhasa"gara. He was honoured by the Government
of Maharashtra as a distinguished Sanskrit Scholar in the year 1993.

Though Dr. Moghe was known for his rigorous logical acumen, his heart
was always overwhelmed by the sentiment of devotion. He was a very ardent
and sincere devotes of His Reverence Sri Vasudevinanda Sarasvafi. He has
written his biography in Marathi to mark the occasion of the Sesqui-centenary
celebration of his Birth Anniversary and it is followed as a gospel by the
Swamiji's devotees. Needless to say that his personal life was absolutely pure
and chaste. He had silently practised the principle of charity and offered
financial assistance to several needy persons, purely out of sense of compassion
without expecting anything in return.

It would not be an exaggeration to say that Dr. Moghe was an embodiment
of intelligence, industriousness, sincere friendship, unchanging affection and
unflinching devotion. May his soul rest in peace.

Ramesh Kher

Dr. MANI P. KAMERKAR
(1925-2004)

Dr. Mani P. Kamerkar, who passed away on 11th October, 2004 at
the age of 80, was a versatile person and combined in her scholarship,
learning, compassion and zeal.

After completing her M. A. and later Ph. D. in History, she opted for
teaching as a career and taught for many years. She was the Principal of
Maniben Nanavati Women's College for 13 long years. She was Professor
and Head, Department of History, D. & W. National College, and later Professor
and Head, Department of History, at Parle College. During all this period,
she was Professor of History and guiding students for award of Ph. D. degree.
She was the Director, College Development Council and also the Chairperson,
Board of Studies in History, S. N. D. T. Women’s University, Mumbai.

She guided many students leading to their Ph. D. degree and took keen
interest in their career and maintained contact with all of them till the end.
It was not surprising, therefore, that the annual Youth Seminar that she organised
for the Asiatic Society, year after year, became a huge success.

Dr. Kamerkar was a Fellow of the Institute of Historical Studies, Calcutia
and the President of its Annual Conference in 1992. She was the Chairperson
of the India History and Culture Society in 1990. She was also the Fellow
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of the International Centre for Asian Studies, Hongkong. She was also on
the Executive Committee of Heras Society for Indian History & Culture, Mumbai.

She travelled far and wide, attended conferences, presented papers and
was invited as Benedict Distinguished Visiting Professor of Women's studies,
Carleton College, Minnesota and as Kirk Visiting lecturer at Agnes Scott College,
Decatur. She undertook study tours to U. S. A, Canada and Germany.

Dr. Kamerkar was a conscientious citizen and worked for the handicapped
as well as for the street children through Avehi, an audio-visual resource
centre distributing material to schools and adult education centre and Altrusa.
She was also connected with the Women Graduates Union. She was Chairperson
of Vidya Vikas Mandal, Andheri, Mumbai, an educational society conducting
primary and secondary schools.

She has to her credit two noteworthy books and forty research articles.
Many of her important articles were published in well-known national and
international journals. Her important publications include: a) British
Paramountcy : British-Baroda Relations, 1818-1848; 1980; b) From the
Iranian Plateau to the Shores of Gujarat : The Story of Parsi Seftlements
and Absorption in India, 2003.

The Society requested her to handle the project of preparing an annotated
catalogue of published works on Parsis. However, it is sad to note that though
the work is complete and awaiting publication, Dr. Kamerkar will not be there
to see the book. She was actively connected with the Bicentenary Celebrations
of the Society and chaired Lectures and Conference Committee. She had
planned meticulously a two-day All India Conference on Archaeology which
was held as scheduled on November 5 & 6. Unfortunately, she is not there
and she was sadly missed at the conference.

A few years back, she had very successfully organised a Conference
on Darmesteter, a French Zoroastrian scholar, when the request came from
the French Embassy in Delhi. It was a memorable conference and was a
feather in Maniben's cap.

Dr. Kamerkar exuded rare charm and all those who came in contact
with her remained her friends till the end. She became member of the Asiatic
Society in 1961 and rose to become its Vice President in 1993 till the
end. She chaired many Sub-Committees with great skill. Soft spoken, kind
hearted, hard working and sincere to the core, she will be missed by the
members and the staff of the Society.

Vimal Shah
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