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FOREWORD
By Dr. James H. Cousins, D. Litt.

In this treatise on the canonsof Indian art and
the asthetical principles on which they were founded,
Professor Bose adds to the debt of gratitude, already
considerable, which students of human culture owe
him for his painstaking researches in regions not ordi-
narily accessible, and for making them available to
the general reader,

It is true that all authentic creative art springs
from inner impulses beyond the touch of tradition.
But it is equally true that the moment suchan impulse
is put into expression, it is inevitably connected with
matters of method, materials and environment which
pass along from artist to artist and from age to age
© certain distinctive qualities that make their own
history of racial and national peculiarity of art-expres-
'sion. Geographical and climatic conditions impart
certain continuing elzments. Political circumstances
introduce modifications, But behind external cir-
cumstances, and working through them, is the funda-
mental conceptionas to the nature of the universe
and the relation of humanity to that universe which
produces the general attitude to life. #nd art. Where
a cultural tradition has not suffered, a complete break,
suchas Egypt, Greeceand Italy have suffered, but is
continuous, asin the case of India, the lapse of time
put.s little or no psychological distance between past
and present. The thougtsand feelings that moved
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- the ancients to creative expression are potent in the
moderns, Time brings its elaborations and sophisti-
‘oations, in externals, but leaves the foundations of
inmer life unmoved.

There is, therefore, a double value in a work such
‘a8 that which Professor Bose has here undertaken. To
scientific scholarship it presents gifts of facts and a
guide to more. To artistsand lovers of art it opens
doors to an understanding of impulses and ideas
which have moved vaguely within them; and brings
a realisation of the truth that the creative artists
of to-day in India are not merely heirs to a cultural
estate that was established in a distant golden age
and passes with increasing thinness from generation
to generation, but that they are themselves, as were
their progenitors, direct and immediate participotars
in an eternal creative activity which only asks the
same devotion, discipline and high purpose as it found
-in the artists nfthe past in order to attain the same

glorious results in the present.
Jaues H. Cousins.



INTRODUCTION

I have tried, in the following pages, toset forth the Indian
point of view of the Indian Art, which has a long history be-
hind it. It is a happy sign that the art-critics, both Indian
and European, are nowadays paying more attention to India
Zsthetics. In India, we haveart-critics like Dr. A. N. Tagore,
‘Mr. O. C. Ganguly, Dr. A. Coomarswami Mr. B. K. Sarkar and
others. The principles of Indian Silpasistra as expounded by
Indian dcdryas, have, however, received seanfy attemtion. I
have gathered together those principles in this book.

My thanks are due to Pandit Nitavinod Goswami and 8j:
A. Chalamaya for their valuable suggestioni. '

1st Oct. 1926

Visvabharati } Phanindra Nath Bose
Santiniketan
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PRINCIPLES OF INDIAN
SILPA-SASTRA

CHAPTER I
Origin of Silpa.
From the primitive times man is always trying to express
his innate idea of beauty. That is the
supreme movement to which man is con-
centrating all his attention. Though he was handicapped by
end-less obstacles from the very beginning, yet he tried his
best to give vent to that idea of beauty. Even in the hoary
antiquity, he was trying to give form to his natural craving
for the beautiful by drawing with his unskilled hand the
pictures of animals, men and various other scenes as evidenced
from the Spanish caves. Such examples of pre-historic painting
giving proof of man’s in-born yearning for beauty, fortunately,
are not wanting in India. The oldest hunting scenes have
been discovered in India, on the walls of a group of caves in
the Kaimur ranges of Central India. Other drawings of human
beings, animals and hunting scenes are met with in Central
Provinces in the Raigarh State near the village of Singhanpur,1
as well as in the caves of the Mirzapur district of the’ United
Provinces. Those people who are still leading a primitive
life, also try to give expression to their ideas of beauty in
their crude drawings on their walls and in their love for flowers.
They make crude pictures, because they find pleasure in.
creating that picture. They donot care whether other people
would- like their drawings or not. They reveal themselves in
their pictures. Dr. Tagore, therefore, says—‘In Art man

Origin of art.

1, Percy Brown, Indian Painting, pp. 15-16,
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reveals himself and not his objects’? The maxim—'The
thing of beauty is joy for ever,” is true in all ages and all
countries. As a thing of beauty is the source of joy for ever,
so the artists try to arrest the passing away of that object of
beauty in some permanent form. This gives rise to art
and sculpture. We must, however, remember that in Art
there is not only the idea of beauty, but also of truth ; both
are inseparably mixed together. If Art tries to give expression
only to the idea of Beauty, it cannot stand the test of ages.
It must stand with Truth. Truth and Beauty cannot be
separated, both are woven together to produce Art. It has,
therefore, been said that Beauty is Truth and Truth is Beauty.
Human feeling or emotion may give rise to Art; it may
also be due to accident. The artists and sculptors try to
represent their notion of the beauty and of truth in their
pictures and sculptures. In different countries the artists try
to give form to that idea of Beauty and of Truth in different
ways. Their expression depends much on the training they
have received, the culture they have imbued, and the tradition
they are following, It is difficult to fix the criterion of
Beauty. A picture may appeal to a particular man and not
to others. But if a picture is universal, if it transcends all
limits of time and space, it will be appreciated by all people
in all countries. When a picture tries to reveal the world
of truth and beauty, it then belongs to no particular country,
but to the whole mankind. There it fulfils its object. It
has been rightly said by the Poet Rabindranath: * This
building of man's true world,—the living world of truth and
beauty,—is the function of Art."3

We must, however, remember that the idea of Beauty
and of Truth is not the only inspiration to art and sculpture

3. Personality p. 13,
8, Ibid p. 81,
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in the world. It is one of the fundamental causes to which
art and sculpture owe their origin. The idea of * Art for Art’s
sake,’ cannot carry on any Art movement. The master-minds
of the movement can pin their faith to the maxim—‘Art
for Art’s sake,’ but the artist of common rank is totally unable
to follow such a noble maxim. He must have some purpose
in creating his Art, and for many ages and in many countries
Religion served as the purpose of the general artists. It cannot
be gainsaid that Religion gave a great impetus to the
development of Art and sculpture. In India, as in Bgypt,
Assyria and Babylonia, Silpa (art) was mainly dependent on
Religion. In India, from the time of Asoka, religion supplied
the motive power for Silpsz. Ifthe Indian Silpins had not
obtained religion as the vehicle of Indian Silpa, the marvellous
development of Indian Art would have becorhe quite impossible.
‘Both Buddhism and Hinduism as well as Jainism were instru-
mental in the evolution and development of Indian Art. The
famous lion-pillar of Sarnatha, the railings of Bharhut and
pillars and gates of Sanchi, show what Buddhism has con-
tributed to the development of Indian Art and sculpture. The
Gandhara School or Gupta School only gave expression to
the Buddhist and Hindu religious ideals.

In tracing the history of art and sculpture in India, we
find that the earliest relics which have
come down to us belong to the Asokan
Period. These relics of art and sculpture are undoubtedly
Buddhistic in origin. Through this Buddhist religion, these
artists tried to give expression to their idea of Beauty and
Truth. If they had not represented what was sundaram and
&antam in Buddhism, the remains of Buddhist art would not
have been appreciated by people in all countries, Thus, the
Indian artists expressed the idea of beautiful even through the

Origin of Indian art.
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Buddhist ideals. The artists, who were responsible for their
execution were imbued with the Buddhist ideals, or they
would not have represented on Bharhut pillars the story of
Maya Devi's dream or the story of the gift of Jetavana to
Lord Buddha by Anathapindada, or the story of Miga
Jataka. It is true that all these representations are not of a
-high standard, there are some which may be called crude.
The artists of that period found delight (Gnandum) in making
those representations, however crude they may be. There
are, fortunately, others, like the lion pillar or bull-pillar of
Sarnatha, which can stand the test of ages. They are
superb-in execution. The artists tried their best to - represent
the idea of the beautiful. We can say with the poet that
“there in the artist is an element of the superfluous in his
heart’s relationship with the world, and Art has its birth,
Thus the Indian Art begins with crude representations as
well as works of finer execution, In the history of any art
movement we cannot hope to find artists of superior order only,
there must be inferior artists also. Itis so in the history of
Indian Art. The fine workmanship of the Asokan pillar at
Sarnath and the inferior quality of the female statues of the
same period, lead scholars to conclude that there were two
different schools of art even at the time of Asoka We are,
however, unable at the present time to determine what can-
onical school of Silpa, these artists of the Asokan age followed.

It is rather possible that they were bound by no strict
rules and regulations. The early artists
had their ideas and they tried to give
shape and form to those ideas. They allowed their brush
ot chisel full liberty and tried to develop their own workman-
ship. They had no tradition to follow, but to build up their
own tradition for posterity, We need not therefore, be

Origin of Silpasastra.
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surprised if some of their representations would be crude in
execution. When others followed, they tried to improve the
standard, but it required a genius to raise the standard of art
and sculpture. In the work of Sanchi pillars or Sarnatha
pillar the hand of such a genius is observable. These
sculptors, however, did not so long make any image of
Lord Buddha, because the worship of Lord Buddha was
forbidden by Buddha himself. The artists of the Gandhara
School were the first to make the images of Lord Buddha,
It is doubtful whether the Gandhara sculptors followed any
Sslpa canons. The inspiration might have come from the
Greek School. The Indian artists perhaps saw the Greek
statues, which had been introduced in the North-Western
India, and thought—** Here is our model,” and fashioned the
images of Buddha accordingly. They took the outward form
from the Greek School, but they tried to infuse life into the
new images of Buddha. They attempted to make the figures
of Buddha befitting his meditation and Sadhand. Though
the contémplative (dhyana) mood of Buddha did not develop
so much in the Gandhara School, it reached its highest per-
fection in the sculptures of the Gupta Period. 7These artists,
whose productions are now to be seen at Sarnath, did not
follow the Greek model. The training they had received told
them to represent Lord Buddha in dhyana mood sitting
under the sacred Bodhi tree and trying to find a solution to
the miseries of the world. They first of all had that picture
in their mind and tried to give expression to that contemplative
mood of Buddha. The representations of Buddha of this
neo-school, whether sitting and turning the wheel of law or
standing or in a meditative posture, mark the excellence of
artistic execution. As soon as the worshipper look at these
Sarnath statues they are filled with the same spirit of reverence
and admiration. These artists were not, fortunately, bound
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by any feters of rules ; they were the creators of models and
rules, which other inferior artists are to follow. They did not
bother whether the head of the image would be of four
angulus or nose of five angulas or the hand of twenty angulas,
They set to work with chisel and their own idea, and not
with any Stlpasistra in their hands, They wanted to create,
so they had liberty and latitude. They tried to make the
images Santam, Sivum and Sundaram, so they broke through
all bonds of canons. If they had been bound down by the
strict rules of Silp1édstra, they could not have produced the
finest images in the domain of Indian sculpture. They were
not to follow the Silpasistra, but the writers of Silpa were to
follow them. The psculiarities of the best artists were noted
by Silpacharyas and passed as Silpa maxims for the posterity.

When did the Silpasastras come into existence? These
canonical rules of Silpi were compiled in the age which
witnessed the decline of Indian art. After the Sarnatha
School, there was an appreciable fall in the high standard of
Indian Art. It was, no doubt, due to the absence of any
talented artist in the succeeding ages. As the real gifted
artists became few in numbers, some rules became necessary
for guiding the common artists. The artists of inferior calibre
could not produce any image which might be as beautiful, as
calm, and as contemplative as the images of Buddha of the
Gupta Period. What they could not contribute in the form
of quality and excellence, they tried to make up in the shape
of quantity and outward form. To guide them in giving the
outward form to images and in adding elaborate decorations,
these Silpa canons became necessary.® So, we find the
founders of Silpa schools enforcing these rules on the artists,
They argued that as they could not inspire the artists with
genuine artistic tendency, it was better to insist on form.
We can note its effect in the statues of the Post-Gupta period,
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in which elaborate decorations take a prominent place, In
them, beauty has been sacrificed to the altar of form and
outward decorations. These images are more crude and
inartistic than their predecessors. We donot mean to say that
all the images of the later period are crude and devoid of
beauty, There were some which were as good as or even
better than their predecessors. In those cases, the artists
had little regard for the conventional rules of Silpasistra,
but gave full play to their chisel and their own idea.

As soon as these canonical rules of Silpa came into
existence, the Silpicharyas refused to allow any deviation from
these rules. The result was the cripling of the high standard
of art and sculpture. The artists were bound down so to say
and could not give full play to their talent. Those, however,
who had extraordinary genius, broke through the feters and
produced such images as are considered best through the ages.
Broadly speaking, therefore, the growing up of the vast Silpa
literature coincides with the decline of art and sculpture in
India. Just as in literature, a set of rules of Alamkdira
(Poetics) prevented the free play of the poets, so also these
Silpa canons struck at the fountain of inspiration of the artists
and sculptors.

We, therefore, come to the conclusion that the bulk of
the Silpa literature in India grew up in the post Gupta period.
There are many Silpa works which were composed in the
tenth or eleventh century A. D. The period, which saw the
growth of the Silpa books, extends from the sixth century
A, D. to the eleventh or twelfth century.



CHAPTER I
Silpasastras.

The S.pasastras preserve for us the tradition of Indian
art and sculpture. In them we find the conventional rules
which the Indian artists and sculptors used to follow., In our
attempt to reconstruct the history of Indian art, we cannot
overlook the mass of Silpa literature that has come down to
us. They supplement our knowledge of Indian art derived
from the images and sculptures of ancient India.

It must be remembered that the major portion of old
Silp1sastra has been lost to us by the peculiar climate of the
country and by worms and insects. The ravages of Moslem
invaders are also responsible for the destruction of Silpa
Mss. Fortunately, the extant Mss. are being discovered and
edited by competent scholars.

The literature of Indian art and sculpture prevailing at
the present day may be grouped under three heads :

(1) Vasti-sastra or the scieace of architecture,

(2) Silpwiastra or the science of sculpture,
and (3) Citra sitra or the science of painting.

At present we get the followinyg books under Vastu-éastra :
(1) Vastu-vidya is edited by M M. T. Ganapati Sastri
and included in the Trivandrum Sanskrit Series

in 1913. The writer of this book recognises
Visvakarman as the god of the §ilpins, he might

have as the source of information the work of
Visvakarman. The book contains sixteen chapters,

It begins with the examination of the earth suit-

able for vdstu land. It deals with the doors, veds,
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house-building and tile-making and several other
things.

(2) Manushyalayachandrikda is also edited by
MM. T. Ganapati S8stri and published by the
Travancore Government in 1917. The book con-
tains seven chapters and, as its name implies, deals
with the subject of the construction of houses of
men. Like other books it begins also with the
examination of the »dstu land.

(3) Mayamatam is edited by the same scholar and

published in 1919. It is an authoritative work on

the subject of Indian architecture and is oft-quoted
by later writers,

The book at present contains
34 chapters and deals with among other things
the laying out of villages and towns, go-pura,
mandapa, king’s palace, doors, linga and pitha.
The book is ascribed to the sage Maya.

(4) Silparatnam is edited by the same editor and
published from Travancore in 1922. The book is
also an important work on Indian art and
architecture. It has two parts, the first one
containing 46 chapters dealing with architectural
subjects and the second of 35 chapters treating
mainly of iconography. At present only Part]
is published containing one chapter on painting.
The remaining chapters deal with varied subjects
such as, the characteristics of an dcarye and of a
&lpin, the laying out of villages, towns, houses,
palaces, doors, steps, forana mandapa, natya-
mandapa and other allied subjects.

(5) Another book named yukti-kalpa-dfary has been
edited by Isvara Ch. Sastri in the
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Calcutta Oriental Series in 1817, The chapter 23
in this book deals with vdsiu.

(6) Brhat samhsta by the sage Var8tamihira (Calcutta,
1317B.S.) in chapter 53 deals with Vastu-vidya and
in chapter 56 with Prasada-lakganam.

(7) Another interesting book on architecture, published
recently, is Samaranganasitradhara by the king
Bhojadeva. It is edited by MM.T. Ganapati
Sastri and included in the Gaikwad's Oriental
Series (1924). It traces the origin of Silpassstra
arid represents Visvakarnan as spéaking about
these subjects to his sons, It also covers a wide
range from the laying out of villages, cities and
forts to the making of several instruments or
yantras, such as elephant machine, vimina
machine, door-keeper machine, soldier machine and

others.
(8) Visvakarmaprakasim, which has been published

from Bombay in 1971 Samvat, is another impor-
tant book on the subject., It also deals with
Vastuvsdya and is ascribed to Visvakarman.

(9) Some of the Purdnas also deal with this

subject, Of these mention should be made of

(1) Matsyapuranam which has chapters 252-257

dealing with Vastuvidya, (2) of Agnipuranam,

chapter 104 on prasada-lakgasiam, chapter 105 on

grhadivists and chapter 106 on nagarddizdsls,

(3) of Garudaguranam,chapter 46 on Vasiunirpaya,

chapter 47 on Irdsadaluksanaw, and (4) of
Bhavigyapuranam.

For the science of Painting, there is, however, only a few

books preserved for us. We have in Tibetan, the translation

of Citredakganam, which bas been edited and translated into
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Beérman by Berthold Laufer (Leipzig, 1913). In Visnudhar.
mottaram, we have a chapter on Citra-gitra, portions of which
have -been translated into English by Dr. S. Kramrisch in the
pages of the Caloutta Rwiew (February 1924). The last
chapter of Silparatnam, edited by MM. T. Ganapati Séstri
also treats.of Citra-laksanam, a discussion about which was
made by Mr. K. P. Jayaswal in J. B. O. R. S. and in Modern
Review, XXXIII, p. 734.

Let us now turn to the literatare dealing with Indian
sculpture. Unfortunately, we have few books dealing exclu-
sively with the branch of Indian sculpture. We have anly a
few chapters dealing with the art of image-making in the
following books :==

(1) Thus in Brhatsamhita (chapter, 58) we get a
discourse on Pratimalakgina dealing with images
in general and some gods in particular.

(2) In Sukraniti (chapter IV) we find measurements ot
images and allied topics dealt with.

(3) In Visnudharmottarapuranam (Part II[) we have
description of some particular gods.

(4) Matsyapuranam. (chapter 259) gives the measure-
ments of images in general as well as description
of a few particular gods.

(5) In Agnipuranam (chapter 49) we have Pratima
laksanam spoken of.

Leaving aside these printed materials, which are available
to all scholars, we have now to turn to unpublished Mss. or
other published books which are not well-known to scholars.
We refer, first of all to a Ms. in the Ms. D:partment of the
Visvabharati ‘Library. The Ms. relates to Pratimé-laksana
and is written ip Malayalam script. It is, however, preceded
by another Silpasistra called Kasyapa-Samhitd, at the end of
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~every chapter of which we find it written m& m

veersesaseesens, €Xcept in the last one.

This Kaéyapa-samhitd contains 94 folios, after which
there is a blank leaf. Then follow four written folios, which
donot seem to be connected with the above-mentioned Kdéyapa-
samhita, because in the left margin of the first of these leaves
is given in a different hand :—

AR TAAIATETITY FrrATq |

This new book Markandeyamatavastusisiram does not
seem to be complete ; some of its leaves are certainly missing
as the first line begins with the middle cf a letter in the middle
of a sentence. Thus (=

This chapter seems to deal with the rules about temples,
because at the end of the chapter we read :—

T AARIAT IEITN AR T

After this chapter on temple, there begins the chapter
on Pratimalaksana, which, though fortunately complete,
abounds with mistakes. The book Markandeyamata seems to
be an anthology on the lines of Mayamata containing different
chapters on different topics such as devalaya, pralima etc.

The next chapter of the book, which deals with dress, is
missing in our Ms. It ends abruptly :—

Soiftgaet TRV
Ffansy LT
I TJATHEAH
Fresgad aRrdERR o
SIS TR I AW
T G awed affsag o
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We donot know how many chapters this Markandsyamaia
contained. Unless we get other copies of this Ms, from other
Libraries and have them properly compared and collated, we
cannot expect to have a reliable text. We give a few extracts
in the Appendix from the text relying on one Ms. only in the
hope that other Mss. might be traced from other parts of India,
especially from Southern India, as the text is in Malayalap
character.

1t is rather fortunate that the chapter on Pratimalaksana
in this Malayalam Ms. is complete. If we can set up a correct
and reliable text of this chapter, it will add a new chapter to
the existing Silpa literature of ancient India. We donoet,
however, know anything of the age of the Ms. nor of its writer.
It is difficult to say who the real writer of this book was:
whether it is Kasyapa or Markandeya or Visvakarman. Each
has his claim as the writer of this work. In the first place,
we have it along with the Kasyapa-samhita; secondly, in the
begimning it is written that it is Markandeyamatu-vastu éastra
and also at the end of the chapter on devilaya ; thirdly, at
the end of the chapter on Pralima we find it stated that the
work is compnsed by Visvakarman. Now, who is the real
author Markandeya or Visvakarman ? Though we are unable
to answer this question definitely from the materials at our
disposal, we would be inclined to credit Markandeya as the
probable writer of this text.

The Ms. is called Pratima-laksana-vidhanam, Like all
other books it gives the measurement of a tala, which is equiva-
lent to twelve angulas, Though in one place, the writer makes
the face equal to one tala or 12 angulas, yet in another place
he makes it equal to thirteen asngulas. It is to be noted
that the measurements given in this Ms. do not tally with
those in other booke. - Towards the end of-the-chapter, she
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writer speaks of the omaments necessacy for the pratimas
for the purpose of decoration.

There is another book dealing with the same topic,
hut was so long unnoticed by Indologists. ~The book is called
Mayavasiu, printed (in 1916) in Madras in Telegu character.
As it is printed in Telegu character, it has so long escaped
the attention of scholars. When [ came across this book,
to my utter astonishment [ found that the name of the
book Mayavastu is really a misnomer, because it does not
deal with vastu-sastra or the science of architecture, but
with images. We reproduce the Text in Devanagari character
in the Appendix.

This book Mayardstu is divided into four chapters.
The first chapter deals with the making of images according
to the nine falz measurement. It first gives the proportion of
each limb of the images in general and then proceeds to give
the measurements of the images of goddesses. The last part of
this chapter (slokas 22-34) does not, however, treat of pratimas,
but of the temple where the images are to be enshrined
and its different parts. The second chapter lays down how
to make smaller images, but slokas 12-24 again treat of
temples, which would be auspicious according to astronomical
ealculations. The ecarlier portions of chapter 3, lay down
some general principles of image-making.  The sculptors
are warned against the making of any image, which s
orippled or out of proportion. If they make any such image,
death and sorrow would come to them. The rest of the
chapter (slokas 16-31) deal with tte qualifications of the
#lpin, his praise and respect which should be given to him.
The last chapter deals with the errection of Gopsram. At
the end of the book, it is called Miy:éastrum and not
Moyanaats. In. the text itsell, the haok is called Muyamuia
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dgamah. In sloka 21, chapter 1. we find it stated that
this Mayamata Ggamzh is the essence of and made in
accordance to Minasara, Qargeyam, Mairicim, atriyam, and
all other 4as’ras Maya, to whom this book is ascribed,
is spoken of as an instructor in Vastutastra in Matsyapuranam.
There is another famous book called Mayamatam ascribed
to him. In the present book Maya is said to have taken

help from the books of Garga, Atri (both of whom are
mentioned along with Maya in the Matsyapuranam), Marica
and the well-known book Manasara,

Of other unpublished works on Indian sculpturé, mven-
tion should be made of the three works, which were so
long thought to have been lost. They are :—

1. Pratimd-m&na-laksanam.

2. Dasa-tala-nyagrodha-parimandala-Buddha-pratima-
laksanam.

3. Sambuddha-bhasita-pratimA-laksana-vivarana.ndma.

We have recently received some Mss. from the Darbar
Library, Nepal, among which we find the original Sanskrit
version of these books. They are also preserved in their
Tibetan translation.

The book Pratima-mant-laksanam is ascribed to the
sage Atreya, after whom the work is also known as Atreya-
tilaka. It seems to be a Buddhistic work, though it refers
to the image of Buddha only once. It begins with
the measurements of images according to nine tala, then
follow according to eight, seven and four talas. The writer
also discusses what is a dosa (defect) and guna (qualification)
in an image. The last chapter deals with jirnodharai. e.
how to enshrine an image again if it is broken or burnt.



CHAPTER Il
Principles of Indian Art and Sculpture

We now proceed to trace the various principles underly-
ing the vast domain of Indian art and sculpture extending
over more than two thousand years. During this period
many artists and sculptors were born, they tried to give
shape to their ideas in many different ways, yet the principles
which inspired them remained almost the same through these
ages. It is fortunate for us that these main principles also found
expression in Indian Silpasdstras. It is quite natural that
these motives which inspired the Indian &lpins would be different
from those in other countries, We, therefore, need not be
surprised if the Indian point of view of art and sculpture
be different from the stand-points of artists of other coun-
tries. The Indian stand-point has been emphasised by several
writers of Indian #lpasastras. We find those views expressed
in Visnudharmottarapurinam as well as in Matsyapurdnam.
‘I'he former holds that as the gods give men all their
desired objects, namely, dharma, arthe, kama and moksa
(salvation), therefore, the gods are to be worshipped by men by
all means! What do men hanker after in this world?  They
are those very things—dharma, artha, kama, even including
moksn (salvation), which the mighty gods would bestow
upon them if properly worshipped and propitiated. This is suffi-
cient reason to induce men to worship gods. To worship gods,
one must have their images prepared. Thus arose the necessity

(1) QERTY, T sERw sgort geat Rdwas . 1, b, 1. 5. 19).
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of the art of image-making in India. When in the early
Buddhistic period, image-making of Buddha was not in vogue,
the sculptors represented the Buddhistic symbols of the Dharma
cakra or the wheel of the law, or of the sacred Bodhi tree in the
place of the image of Buddha. To the worshipper, it served
the same purpose of propitiating their gods. Thus the Indian
sculptors did not make any statuefor their own enjoyment,
but to meet the requirements of the worshippers. The
principle—' Art for Art’s sake'—did not meet with
the approval of the Indian artists. They wanted a vehicle
for Art and it was supplied by religion. The MatsyapurBnam
also holds the same view. It says that to worship gods and to
sing their praise is the best of Karm2 Yoja and it will bring
salvation to men.3

Thus we find that the services of artists were requisitioned
by the religious zeal of the people. In ancient India, as remarked
before, the people did not want art for art’s sake. The
Indian artists and sculptors were moved by religious enthusiasm.
There were many merchants or monks who wanted to gain
punya (or merit) making a gift of a pillar ora statue in
the name of Lord Buddha, as we find in the remains of
the Bharhut sculptures. Those monks and merchants engaged
skilful sculptors to have the pillars and statues made. On these
pillars they had some incident of thelife of Buddha or some
Jataka scene depicting the previous life of Buddha represented
by sculptors, as well as their own names written. So we tind that
the Bharhut pillars or Bodh.-Gaya or Sanchi sculpture owe
their origin to the religious zeal and enthusiasm of so many
followers of Lord Buddha. They thought of such acts as

@) iraratet saearTfy Jraratavidag |
m!' QENTHREAWY e 0 on, 158 9.3)
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conducive to merit and virtue, It is the same ‘case with
Hindu devotees. In Gupta, Pala and other inscriptions we
read of devotees making temples and installing images of

Vignu, Siva, Surya and other gods with the belief that
those acts of merit would bring salvation to them. The

same motive inspired the colonists of Siam, Champa, Java
and other countries beyond the sea to enshrine the statues
of Siva, Brahm#8, Chandi, Ganesa and others. Even in
Modern India, the erection of new temples and images may
be traced to the same cause. Thus religion in India gave
an impetus to art and sculpture. It is the same in many
other countries. Though in Assyria and Babylonia, a secular
art grew up, yet religion supplied the motive force to art
and sculpture in those countries. In Egypt, the gigantic
pyramids and temples to numerous gods and the statues of
various gods and goddesses, also point to the stimulus given
by religion to Egyptian art. In China and Japan too, the
introduction of Buddhism, saw the errection of many Buddhist
temples and images.
According to the Indian point of view, art and sculpture
are inter-related with other sciences. [t
o{?.l:‘:gan‘g“‘""" "ih s said in the Visnudharmottaram that
he who does not know properly the
rules of citra (painting) can, by no means, be able to discern
the characteristics of images (Pratima-laksana). Again, without
(2 knowledge of) the science of dancing, the rules of painting
are very difficult to be understood. Moreover, the science
of dancing is difficult to be understood by one who is not
acquainted with music. Lastly, without singing music cannot
be understood.® Thus according to the Indian point of view,
for the proper appreciation of Pratima-lakgana, one must

(8.) Vishudharmottarapurnim, Part 111, Chapter 8, Cal. Rev. 1034,
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know the sciences of citra, dancing, music andsinging. It
would be difficult for a Western art-critic to abide by such
a general principle. No doubt, art in its broader sense like
its sanskrit equivalent kald, includes the sciences of painting,
dancing, music and singing. It must, however, be admitted
that to a sculptor the science of painting is rather indis-
pensible. Both the sciences of sculpture and painting can-

not be happily separated, the line of demarkation between
them is so thin,

Let us now consider, what is a beautiful image according
to the Indian point of view? A modern student
of aesthetics would lay down the following
principles to judge whether an image is beautiful or not.
He would ask: ‘ What is this song or picture, this engaging
personality presented in life or in a book, to me?

I1dea of Beauty.

* What effect’does it really produce on me? Does it
give me pleasure? and if so, what sort or degree of pleasure ?
How is my nature modified by its presence, and under its
influence 2’4 The modern aesthetic critic has to deal with the
original facts as found in the answers to these questions But
he will remember always that beauty exists in many forms,

It is very difficult to lay down any criterion of beauty.
It may, however, be said that beauty must have truth ?n
it, it must be universal. If any statue is appreciated in
all ages and all countries, we can say that beauty and
truth have found a happy combination there Sometimes,
a work of art, however, may not rise above the limits of
a certain country or people’s taste. An image may appeal
to one nation because it finds its ideas and tradition. well
expressed in it, other nations may not like that particular

(4) Walter Pater==The Renaissance, Preface, X.
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imagejat all, because its conventions go against their traditions.
It is for this reason that many works of Indian art do not
appeal to many Western critics. They should, however,
remember that beauty exists in- many forms. To them all
periods, types, schools of taste should be in themselves equal.
In all ages there have been some excellent workmen and
some excellent work done.5 .

Some students of aesthetics hold that all works of art
should be true to nature. If we apply this criterion to works
of Indian art, we shall find that the Indian artists and
sculptors did not always follow the nature. Assyria and
Babylonia first tried to copy nature in art and sculpture,
It was carried further by the artists and sculptors of Egypt
and it reachel its zenith in Greece. Greek artists were
quite loyal to nature in copying her in works of art and
sculpture. Any Greek statue shows how beautiful it is and
how faithfully the sculptor has imitated physiology in mould-
ing the arms and different parts of the body. The Greek
image is as true to anotomy as it possibly can be. In
Gandhara, the first Indian images were made in imitation of
the Greek statues. In Gandhara sculpture, therefore, we can
discern the influence of Greek models and consequently its
attempt to follow nature. Excepting this Gandhara School,
Indian sculptors did not pay so much attention in copying nature.
The reason is quite obvious. The Indian sculptors wanted
to make the images of gods represent their divine and super-
human nature, The gods, they argued, possess many attri-
butes superior to human beings They are higher than
ordinary men. Therefore, in making their repi-mntations,
some symbols should be attached to them to signify their
superiority. A man has two arms, naturally a god like

(8.) Idd, X1, o
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Brahma or Visnu, therefore, must have four or more arms. The
same logic worked in Assyria and Babylonia, where the
artists added wings or legs of animals to the images of
gods. to signify their divine superiority.

Moreover the Indian artists were governed by many
traditional rules and conventions. In representing gods, the
artists had to take into account the traditional nature of
the gods. Thus in making the image of the god Visnu,
the symbols of samkha (the conch), cakra (disc), gadd (club)
and padma (lotus) are to be added. Again, in the case of
Ganesa an elephant head, or in the case of Brahma, the
creator, four heads are to be added. Other Indian gods
have other peculiarities, which the artists were forced to
follow in making the representations.

What, then, is the standard of the Indian idea of the
beaatiful ? The Indian sages enunciated their own idea as
to what is beautiful. They dealt hoth with the positive
and negative side of the question. It will be seen that the
Indian science of the aesthetics is quite different from the
modern science of art criticism. Let us begin with the
negative side of the question. [n this respect we shall get
much information from Sukraniti, Brhatsamhiti, Mayasastra
and Pratima-mana-laksanam. The Sukraniti holds that ‘ one
should not construct any image that has eyes directed upwards,
downwards or closed, nor should design one that has vehement
eyes, but eyes bespeaking satisfaction.’8 It follows that a
beautiful image should not have eyes directed upwards,
downwards or closed or vehement eyes. This principle has been
elaborated by VarAhamihira in his Brhatsamhitd. He lays
down :—

‘If the image has excess in its arms, the &ilpin will
suffer from the fear of the king; if it is less, ill-fate will

(6.) Bukraniti, ch, 1V, seo, IV,'s. 357258,
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befall him ; if its belly be less, he will have fear of hunger !
if it is thln he will suffer from loss of money. If theimage
has wounds from the fall of weapons, it indicates the death
of the maker. lf it inclines to the left, it bespeaks of the
death of his wife, and if to the right, the death of his
ownself. If its eyes are directed upwards, it makes him blind,
if the eyes are cast downwards, it will bring evil thoughts to
him.'? Here the author lays down that the arms and the
belly of the idol should not be out of proportion. The image
also should not incline either to the right or to the left ; the

eyes also should not be directed upwards or downwards.

Mayasastra deals more elaborately cn this negative aspect
of Indian aesthetics. It says —*If the face of the image is
cast downwar‘ds, the &lpin would be ruined, he would no longer
be respected and the wealth of the master would also be lost.
If the nose (of the image) measures more than three yavas,
it would kill the king soon for certain’8 The &ilpacarya
here lays down that the face of the image should not be cast
downwards, nor the nose be made more than three yavae.

It further lays down.9—*If the nose is crippled, it would
kill prosperity ; if the foreheads are out of proportion, there

(7) Brhat samhita, ch. 68, s. 50-62a.
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comes sorrow ; and an image with violent sight would kill
the owner soon, would cause the loss of son, great sorrow
and would kill all people as in an epidemic. If the eyes are
turned downwards and the sight is terrible, the kingdom of
the king would be destroyed. If the sight is downcast and
violent, it would kill the worshipper. If the sight is fixed
on the nose, it would kill the &lpacharya. If it turns on the
side, it would kill the friend. So the sight must be made
proportionate (samadrsfi), which is peaceful as well as for the
good of all people. If the nose becomes too thick, it would
destroy the prosperity of the $ilpins, if the forehead becomes
too thick, it would create great trouble ; if the sides are thick,
there would be loss of life; if the arm-pit be thick, it would
kill the &lpin,

The Indian &lpdcaryas, thus tried to lay down their
criterion of the beautiful in their own conventional way.
The Ms. Pratima-mana laksanam also gives expression to the
same idea. The Indian stand-point is that by following the
Sdetras, the artists would make their images beautiful. The
artists, therefore, should take care that he does not violate
any injunction of the sastras. The writer says what things
the artist should avoid. He says: ‘‘Now, I shall speak of
the form of the mouth-about its auspiciousness and inauspicious
ness. It should be made slightly smiling, pleasant and
possessed of all good signs. One should absolutely avoid the
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construction of the mouth which is passionate, impetuous,
wrathful, sour, bitter or circular.”’10

To make an image beautiful, the Indian &lpin thinks
that he must put some special marks on the image according
to the Indian tradition. Thus it is said in the Pratimd-mana-
laksanamll that the following marks on the hands of gods
speak of their auspicious character, namely, the conch (sankha),
lotus (padma), flag (dhwaja), thunderbolt (vajra), wheel (cakra),
swastika, bracelet, pitcher (kalaéa), moon, umbrella, érivatea,
hook (ankusa) trident (trisula), barley-garland (yava-mald) and
vasudhé.

We now turn to the defects (dosa) and excellences (guna)
of the images. The Pratimamana-laksanam lays down the
following principles :12

“ Now the excellences and blemishes of the idols are
spoken of with regard to their smallness or bigness. The

(10) Slokas 34b. 35, 36a.
(11) . 54-85.
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seat-should be well fixed and of sufficient length and breadth.

* The head made like an umbrella, brings prosperity of
wealth and corn. The beautiful line of the eye-brow and
fore-head give eternal prosperity.

‘“If the idol is well-modslled, the subjects become happy
and an idol with a conch-like neck is the bringer of all
fulfilment.

*“ The body in the lion posture increases strength and
superfluity. The arms made like the trunk of an elephant are
the fulfillers of all desires.

““(An idol) with a beautiful belly brings wealth of crops
and superfluity. One with thighs like the plantain tree
increases money and cattle, and one with becoming shanks
makes villages prosperous.

* An idol with beautiful feet brings perfection of charac-
ter and learning. Thus are spoken of the excellences of an
idol.......”

In plain words, the excellences of an image may be
stated thus : its head should be like an umbrella, the line of
the eye-brow and forehead should be beautiful, the neck
should be like a conch, the body should be in the lion posture,
the arms should be like the trunk of an elephant, the belly
should be beautiful, the thighs should be like the plantain
tree, the shanks should be becoming and the feet should be
beautiful. Our éilpichdarya also adds that the image should
be well-modelled.

These are the criterions of the beautiful according to the
Indian point of view. Here only the outward form is spoken
of and the Indian writers employed the peculiar Indian con-

ventions in expressing their aesthetic sense. Some of these
conventional forms may seem awkward to the modern art

critics, but we must not forget that the #ilps writers had tq
speak in terms of Indian conventigns,
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The Ms. Pratimd-mana-laksanam also speaks about the
defects and blemishes (doga) of the image. It says:—

“If it (the image) is deficient in length or breadth, there
would be famine and national breakage. Ifit is limbless, he
becomes hunch-backed and if it is noseless, he becomes a
diseased. -

“If the sight of the image is turned towards the left,
cattle are destroyed, if upwards there is loss of wealth. One
should avoid an idol with eyes small or round or contracted
or defective or cast down. If the idol is made with a deep
belly, it will always destroy crops.

‘“ If the idol is defective in thighs, there would be perma-
nent abortion. That is a great defect, if the nose, eye and
finger—these three are short, or if the shank, neck and chin
are long, or if the head, ear and nose are small, or if the
joint, belly and nails are big, or if the hands, feet and eyes are
deep, or if the neck, mouth and the arms are short. The
wise man after knowing these excellences and defects should
make the idol.”’18

These are the defects and blemishes (dosa) which the
artists are asked to avoid. Thus we get both the positive
and negative sides of the Indian notion of the beautiful as
stated in the excellences (guna) and defects (dosa) of an image,
The modern art-critics may not see eye to eye with these
notions of Indian aesthetics, but we must not forget that we
have to take into account these ideas of the Indian filpa
writers for a proper understanding of Indian sculptures. Here,
however, the last word about the Indian idea of the beautiful
is not said, which is said by Sukraniti when it maintains that
an image should be such as would infuse the spirit of meditation
in the heart of the on-looker. Such an image is ideal from
the Indian point of view. ' '

(18) Slokas 79-84.
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From the remarks of Mayasistra and Pratima-
mana-lakganam we find that these éilpdedryas attached great
_importance to the eyes and to the proportion of other limbs.
From these negative elements we can conclude that to make the
image beautiful its sight must be made Samadrsti, which will be
calm and peaceful and must make other limbs quite proportion-
ate. These considerations lead us to the positive side of the
Indian nation of the beautiful. We have got the nays of the
theory, let us turn to the ayes as in these books,

In discussing the positive aspect of Indian notion of the
aesthetic science, the books quoted above come to our rescue.
The Sukranit: holds that an image made according to the prin-
ciples laid down by éilpasistras is beautiful. It says—"That which
is beautiful according to the measurements laid down in the
éastras is really beautiful, not any other. Again, that whichis
not according to the measurements laid down in the sdstras
is not beautiful, say the wisel$. The Pratimd-mana-laksanam
also emphasises the same point when it saysl8 :

AT F& HAT T QTR 1 R0 )

If the face is made not according to the Sastras, the Yaja-
mana would be killed. It also says :

AT J& FAT T3 TEAER: || % |

If the face, on the contrary, is made according to the
4astras, he flourishes with his relatives.

The Sukraniti makes a little concession in holding that an
image made not according to the principles of édstras, but in
imitation of another image by an expert is also beautiful, It
says-‘Those limbs are beautiful which are neither more or less in
measurement than the limbs of images prepared by the experts.’1 _

(14) Sukraniti, ch, 1V, Bec. 1V, s. 214-215,
(16) Blokas. 20-31.
(16) Sukranitf ch. 1V, Sec. IV, s, 910-212,
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A.patticdlar Image may appedl to certain individuals'; "‘We can
not ‘call such an image beautiful. Sskraniti makes the sitoa-
tion clear when it says that, that which satisfies the heart of
certain individuals is beautiful to those individuals onlyl7. We
are'not concerned with such cases. We must not suppose that
beautiful images could be produced without number. It is
very difficult to find such instances in art and sculpture in
which all the principles of Silpasstras have been followed.
It requires the hand of a genius to produce an artistic and
beautiful image. To follow all the Silpa canons and produce
a marvellous image is rather difficult. So the Sukraniti made
an exception when the sculptor or artist followed the model of
an expert. The Sukraniti also admits that it is one in a lakh
that is produced beautiful in all limbs18. This remark holds good
in all countries. In many cases, however, the Silpasdsiras
did not insist on the strict adherence to the éilpa canons.
We quote the following to show the truth of our statement:
‘There is no rule about the thickness, but it should be made
according as it looks beautifull®.’ This principle gives much free-
dom and latitude to the artists and sculptors. Beauty and
grace cannot be imparted to the image by any cut and dried
rule. It must come from the heart of the artist and sculptor,
It depends on the subtle way with which the brush and the
chisel are managed. If the artistis a genius, he can impart
beauty and grace to the image without following any Silpa
canon. The outside formulas would not help the scdlptor in
making the image beautiful. So the Sukraniti lays down:
‘One should design for all the limbs a grace that is suited to
each.”® This should be the guiding principle of all artists. It is
significant to note that though the author of Sukransts laid
down elaborate measurements for making images, yet he re-

(17) Dbid 8. 216.
(18) Ibid s, 213,
(19) 2bid 5, 873,
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allied that the measurements would -give only outward form
and not grace and beauty to the image ; he, therefore, laid
down the above principle. Itis only by such freedom and
latitude given to the artists that can make beautiful images
and hot hard and fast Silpa canons. It, therefore, follows
that though the Silpins are bound by cert:in Silpa canons,
certain latitude is also given to them, Without this amount
of freedom, it would not be possible for the artists to produce
beautiful images. We must not forget that it requires the
strokes of a genius to produce images of beauty and grace,
The dcaryas of the Indian science of aesthetics thus tried to
glve expression to their idea of the beautiful. They gave both
the positive and negative aspect of beauty. They were not
like the modern art-critics. They tried to give their opinion
in their own way. The Indian §ilpdaciryas knew how difficult
it is to define the notion of the beautiful. They held that
images made according to the Sastric measurements are
beautiful ; they also gave a good deal of freedom to those ar-
tists who are genius. But the Indian Silpdcaryas did not stop
here. As Silpa in India was mainly depending on religion,
they had to go further in enunciating what was beautiful.
What was an image for ? The images have a function to
serve, namely, to help the worshippers in their worship. The
images should be such as wo"ld be able to attract the respect
and devotion of the devotees. Therefore, according to the
Indian Silpa canons, an image to be beautiful must be of con-
templative mood. That is the highest criterion placed by the
Indian Silpdciryas to Indian artists and sculptors. This is the
distinguishing characteristic of Indian art and sculpture, The
Subraniti, therefore, lays down: ‘The characteristic of an
image is its power of helping forward contemplation and Yoga.
The human maker of images should, therefore, be meditative.
Besides meditation there is no other way of knowing the

(80) I%id », 256,
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character of an image—even direct observation (is of no use.)s
This principle, as laid down by the author of Sukranits, is of
great importance in the history of Indian art and sculpture.
Indian artists put great importance to this characteristic ;
indeed it became their guiding principle. Neither in painting
nor in sculpture, did the real artists pay any heed to the out-
ward form, to the anatomy of the figure. They did not follow
physiology in their representations, but tried to make the
figares Sintam and Sivam. The Indian artists tried to express
the attitude of contemplation in the face of the image, so that
as soon as anyone—either a worshipper or a layman—sees the
figure, one is struck with the calmnsss and the contemplative
mood of the image. The figures of Buddha of Saranath of the
Gupta period are typical examples of this kind. When one
looks at these SAranath images of Buddha, one feels nearer to the
Lord who is emerged in profound contemplation. The sculptor
has made the whole figure breathe an air of dhydna
(contemplation ) These figures really help the devo-
tees in contemplation and Yoga. Indian art and
sculpture has reached the highest perfection in these
Buddhist images. Compared with these noble images of
SAranath, the Gandhara statues of Buddha do not appear to be
so much imposing or contemplative. The Gandhara statues
lack that air of Sivam, Santam and Sundardam. There are
many Hindu statues in dhyana (meditation) attitude as those of
Siva, Vignu and other, which inspire the worshippers with the
spirit of contemplation. We do never maintain that all the
Hindu or Buddhist images come up to this high standard. There
are, however, many Hindu or Buddhist images, which are
rather crude and awkward and do not inspire the worshippers
with the happy mood of contemplation. It should be remem-
bered that such figures belong to that age of decadance in our

T (@1) 10id, 5, 147-161.
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history of Indian art and sculpture, when the higher principles
were neglected and could not be followed by the inferior artists.
Still, this dhyana and Yoga characteristic of Indian images is
the most important principle in which Indian art and sculpture
differs from the art and sculpture of other countries. It is due
to this high principle that the Indian artists and sculptors devot-
ed more care and attention to the contemplative nature of the
face and could not pay much attention to the finishing of other
limbs. In many cases therefore, the Indian images look dispropor-
tionate and invoke adverse criticism from those who would ad-
vocate the following of anatomy in making images. If we are
asked: What is the contribution of Indian art and sculpture to the
world? The reply would naturally be: 1t is this high principle
of making images of contemplative (2hyina) mood and Yoga
* attitude and of making the figures Santam, Sivam and Sundaram
in character. Greek images are graceful, Egyptian images
are very near to nature, but Indian images are contemplative
in character The Indian Silpdciryas lay down thatto make
the images comtemplative, it is necessary that the artist should
also be of a contemplative mood, or it would not be possible
for him to produce such images.

Human Another principle of Indian art and sculpture relates
Flgures 45 the making of human figures. In India we rarely
come across any figure of any man-king or emperor or
scholar., In the Bharhut or Sanchi sculptures we do find
human figures, but there they occupy a secondary position.
Thus the scene in the Bharhut sculpture where the worshippers
are represented as worshipping the sacred Bodhi tree, the
sculptor gives importance to the Bodhi tree and brings in the
human figures only in their secondary character. Or take the
representation of the stupa with human worshippers in the
Bharhut sculpture—here also the human figures are brought in
only to show the sacred character and importance of the Stupas®

(33) Rhys Davids, Buddhist Indla page 84. D
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Even such personages as kings and queens do not receive as

much attention from the Indian artists. Take [ur example,

king and queens watching a procession as it leaves a fort as
represented in the Sanchi Tope,23 or king Pasenadi in his chariot3
or king Ajatasattu starting out to visit the Buddha2 as in the
stupa of Bharhut. Here again the kings and queens occupy
only a low position and are brought inonly to glorify Buddha.
In other periods of Indian history, there were also great kings
and emperors in India. Why do we not find any statue of
those mighty sovereigns o1 India ¥ We are not to go far to
seek the reason. The art and sculpture in India, as we have
already seen, is religious in character. [ndian sculptors devoted

all their attention in making images of gods. In Indian paint-
ing, we find the figures of Buddha, Gop# and Rahuld as in the
Ajanta Caves ; we also get the representations ot royal proces-
sions in the Ajanta and Bagh paintings. Egypt, however,
made the images of gods as well as of her Emperors, In

India, it is due to the injuaction ol the %ilpasastras, which spoke
against the construction of human figures. The Sukraniti
says 38— The images of gods yield happiness to men and lead
to heaven ; but those of men lead away from heaven and
yield grief.” It adds thit ‘ the imuges of gods, even if deformed,
are for the good of men. Again, the images of men, even
if well formed, are never for haman good.’37  L'hus if a éslpin
is told by his gurs that an image of a man, be he even the

king of the country, would bring evil to him, he would not
make such a statue. Such injunctions, therefore, do not tend

to encourage the making of human figures Neither the
sculptor nor the donor would like to go away from the path

(23) Ibid page 64.

(24) Idid page 5.

(25) Ibéd page 9.

(86) Subremti, ch. 1V, sec. IV, 8. 154-157.
(27) Ibid 8. 158.
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of heaven by having human statues. The only instance we
have of a figure of a kmg m India is perhaps the broken Mathura
statue of the Mahardja Kamska It may be mentioned en-passant
that the coins of the I{fhg‘"i{amkka also bear his figure. There
‘wefiid the*ling standing in Turki costume with spéar and
¥Wordi8, 'We'dlso have the coin of the king Samudra Gupta
“who' ise'%ﬁw;ented seated and’ playing his lyre in his coin 9.
Rgal’n the kihg éhandf-ﬁgupta 1, Vikramaditya appears in
mr*co?n‘ifxooting lion 0. Besides these, the Indian colns give
us some more representations of other kifigs. In later ages,
we haye figures of Chaitanya, Gour and Nitai, Sankaricharya
and othegs, .perhaps because they were religious reformers.
ln _some “Buddhnst images, like Avalokxtesvara we have the
Lﬁ(ure of the donor mscrlbed Thusina Mayurbhanga image
of va!ohtesvara we have the figure of the kmg Rlyabhan]a
mscnbed at the foot of ‘the image In Iatcr period, there
,asroge a school of Portranture paintmg in the Pun,ab Thxs

ra}lch gﬁ P}intlng flourfshed specxally in connectxon thh t‘xe
! boo\ ?f Pamtmg, whcre we find tfxe portranh of

humerous Moghl Emperors and ‘nobles.

@8 m:, U.ﬁﬁn“.ﬁ ol Gieok and Beythic Kings of Bactria and
Indis, B4 X ?n% P

7. n K B ibe0 B 1.5,

(80) IN4 P4, 11, 6.



CHAPTER IV
Pratima-Laksanam.

The term Silpasisira includes all the three sciences of
pratimi (images), citra (painting) and vdstw (architecture).
In discussing the main principles of Indian Silpasdsira, we
shall naturally have to deal with all these three sciences. Let
us begin with the consideration of the theory of image-making
(Pratima-lakganam).

What are the materials sanctioned by the 4istras for mak.
‘Materials for im- N8 images? Pratimds (images) generally

ages. may be constructed from various elements
which the sculptors find at their disposal.

An image may be made of wood, earth, jewel, gold,
silver, copper and stone. VarBhamihira in his Brhate-
amhitd speaks of these elements of images and also of the
inherent qualities of these images. He says ‘ An image of wood
and of earth gives long life, prosperity, strength and victory.
An image of jewel does good to men, and an image of gold
gives nourishment. While an image of silver brings fame, that
of copper increases population and that of stone or a lifiga gives
ground3! The sage Sukrachrya in his Sukraniti also speaks
of the materials for image-making. He says—‘Images are
made of sands, pastes, enamels, earth, woods, stones and
metals32, In another place he says—‘The artist should construct

(31) egaisway qreadt gead war afesn |
Stwfima AW eeoif gfex awfdn g o
sl Whitwd swfigfy wdfe mewdt |
et g At DA sftmman R x b

(382) Bukraniti, ch. 1V, See, 1V 8, 151,
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images with white, yellow, red and black stones according
to the ages and with others according to one’s option
Sukr&clrya also sanctions images of different metal for different
ages. He says —'Images are to be of gold, silver, copper and
bronze in the Satya, Treta, Dvapara and Kaliyugas respect-
ively’8, He further adds,—* The images may be of iron
or lead according to one’s purposes,—say the sages'®,
Mateyapuranam also holds that images might be made of gold,
silver, copper, jewel, stone, wood and iron.’ 86

Theoretically these are the materials for making images.
Let us now see with what materials the artists really worked,
Truly speaking, stone supplied the artists with materials from
the earliest times in the history of Indian art and sculpture.
From the time of Asoka, the sculptors were chiefly using
stones. The nearest hills offered them easily accessible
sources, The sand-stone of Bihar, red stone of Mathura and
white stone of Amaravati were very often used to make
images. Even to the present day, the sculptors are using
stones for this purpose. The whole domain of Indian sculp-
ture supplies us with numerous examples of work on stone.
Gold was also used by sculptors, Jainas used gold and
silver images of their Tirthankaras, There is a fine example
of gold work in the British Museum. It is the casket No. 2
of Bimaran stupa dating about the beginning of the christian
era. It contains four distinct figures, namely, Buddha, a lay
follower, a male ascetic and a female ascetic. This casket,
which is now preserved in the British Museum is wrought in
gold. There is the little gold statue of Buddha, now deposited

(38) Zbid, ». 310-311,

(84) Ibid, ». 814,

(88) Ibid, 8. 817,

(36) Mateyapurinam, ch, 258, s, 20.
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also in the Brxtxsh Museum. This gold 1mage of B ﬂ,}-"‘ has
begn ascnbed to A. D. 500. 87 Many small gold and si '{or
1mages pf Buddha are found in the dagaba.: of Ceyloni_'s” ln
Benares, we have the gold image "of the goddess Knna urn

and the rmage ‘of Sani in silver. The" famﬂy gocls an

goddesses are’ often made of gold silver and o, A
sxlvcr unage of Visnu was drscovered at the vnllage of phudaln
in Bengal It belongs to the Pala Penod '9" Brgn:;e . :m‘am
were manufactured i in Bengal whence. the practlce of making.
bronze images went over to Nepal and Tnbct Bronze statues of
Bud@ha (1 to 2 feet high) were discovered at BuddhavEni in fhe
Kri's‘hha“District ‘Madras about 1870. They are now de-
posited in the British " Museum, They resemble the’ Sarnath
scuiptures and may be assigned to the fifth | or sixth cenlury Al
D. ¢ A rich collection of bronze images of Hxndu and
Buddhxst gods has been gathered from Ceylon We have
the "bronze statuette of a Bodhxsattva from ™ AnurBdh

pura the’ bronze image of Sva Natar&]a from or'n-
n&ruwa (now in ‘the Colombo Museum) We have also tbe
bronze i image of Surya and of Parvatx as well as the bronze
seated Buddha preserved in the Colombo Museum a The So'ut -
ern lndna also affords arich field for the bronze 1ma(ée's; accounts

of *which have been brought together by Mr. O.C. Ganﬁuly‘:;
his book—BronZe images of South India. In Java a it

bronze rmage of \/Ianjusn was dxscovered it is nngthe

Bntxsh Muscum“ Another bronze 1mage of Buddha :,‘

NN

(‘7) V Smithema Hxstory of Fm Artin I c
856-357. " o Anin nd.i?::.‘“-d.»-’,’l.?.‘!. »

(38) Ind. Ant. X111 15.
(89) R. D. Banerji-Bangtar, Itihis 1 p- 281.

(40) A History of Fine Art in India and Ceylon, pp 179; 180
(41) Zbsd pp. 245-238.
(42) Ibid p. 267,
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discovered at éBuddhav. .Gaya, Itis now keptin the Musepm of
thefganglya ahitya Panshat Calcutta It ‘bea,(_ ,An inacgip-
tion from which we learn that the 1mag¢ dedlcated by
Ahabamalla. It belongs to the Gupta, Pen'gg.“ .yImages ol
earth cannot endure the test of time and are .!deﬂggygd in no
time, At the present day, in Bengal, images to be worshipped
are generally made of earth. Images of wood also are not
very common. The figures of Jaganatha, Subhadrd and
Balar8ma of the Puri temple are annually made of wood.. The
extant 1ma.ges of Sn Chaxtanya are made of wood Theze is

on'emsruc’:!li ;v:):)den 1magc of Chaxtanxa at Datanpur m Orm
anﬁhr;a'ml in y‘ awadxpa in Bengal. Of wood carying, we,
ha'v“e ap ‘gxamplc from, the temple ot KAli in the Chamba State,.
whlch gontains the figures of Siva and Parvati, belonging to
A. D 709,  In Dagea, Bengal there are some_ five specimens
of wooden_ xmages The beautiful image of Yasomldha.ya at
Dh&g}r&x is. saxd ‘to havc 'been built of the wood which re-
maxged gftcr makmg the, ,image of Jaganatha of Puri. The.
image of Bhagavan with eight hands and that of Baladeva.of
the game place are made of wood#. In the Mabhabharata
it is said that an iron image of Bhisma was smashed to pieces
by,the old DhrtarAstra. We do not know of other instances.
of images of iron or of lead. We hear of a golden. image of
Buddha made by the king Harsha, which was equal to the
king in stature and was kept in a tower. 100 feet high. There
was a smaller image, 3 feet high, which was carried in ?rq-
cemgtxéé '

Let us now turn to the measurements of Pratimds,, Im-
Meunromonts ages may be qllwded mto two Classes : imay

ot 1 in general and particular. ,i,mages. The mm

(48) R. D. Banerji, Bangtar Itih&s, I p. 70,
(#4) Dhakir tihase=(J. Ray), I, p. 885: BQ;., »
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ments of pratimds in general are given here. They occur
in the following books :—

(1) Brhatsamhita.

(2) Visnudharmottarapurinam.

(3) Sukraniti.

(4) Matsyapuranam.

(5) AgnipurAnam.

(6) Mayasistram.

(6) Pratim&-mana-laksanam.

We shall here give the measurements of Mayasdstra and
Pratimd-manalaksanam, as those of other books are already
well-known to scholars. Measurements are given often in the
unit of an anguli. What is an aiguli ? The Matsyapurinam
gives the following table of measurement: A particle in
the rays of the sun is a Trasarens. Eight such renus make
a valagra, eight of which again make a likhyd. Eight likhyas
make one yuka, eight yukds make one yava, eight of which
make one anguli45 Almost a similar table is given by
Var8hamihira in his Brhatsamhitd : The particle which is seen
in the rays of the sun coming through the window is called
paramans. Paramanu, rajah, viligra, liksa, yuka, yava and
anguli—these should be increased eight times respectively. An
angwls is taken as a matrd or unit 6 So we get these tables
for the purpose of comparison ;

Brhatsamhita. Matsyapuranam.
8 Paramanus 1 Rajah 8 Trasarenus = 1 Valagra

i

8 Rajahs 1 VAlAgra 8 Valagras = 1 Likhya
(Liksa ?)

8 Valagras = 1 Liksa 8 Likhyas = 1 Yuk&

8 Liksas = 1 Yuka 8 Yukas = 1 Yava

8 Yukas = 1 Yava 8 Yavas = 1 Anguli.

8 Yavas = 1 Anguli

(45) Matsyapurinam, ch. 358, s. 17-18, o
(46) Brhatsamhit®&, ch. 68 s. 1-2,
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The Swkranits further explains an ahgula. It says: An
afgula is onefourth of a musfi (the closed fist of a hand),47
When the Indian Silpasitras speak of the measurements of an
image, they speak in terms of a tdla. A Pratima, for instance,
may be of four, six, seven, eight, nine or ten talas. What,
then, is a tala? The Sukraniti lays down that the length
of a tala is twelve asngulas.$3 Vignudharmottaram also says
that the space covered by twelve angulas is called a tdla.
The same thing is repeated by Pratima-manalakfanam. The
Sukraniti also adds that the height of images varies from seven
talas according to the custom of localities 40 Again, it says
that images are of ten fdlas in Satyayuga, of nine tdlas in
Treta, of eight talas in Dwapara and seven tdlas in Kal;.80
This injunction, however, is strictly followed neither by the
writers of Indian Silpasdstras nor by the Indian sculptors. In
making images even in this kali age, they prescribe that the
images should be of nine tilas. The Matsyapurnam5l sup-
ports this statement when «t says that the images of gods,
ddnavas and kinnaras should be of nine tilas. Mayaédstra in
speaking of the measurements of images, says of nine tilas
for the images of gods. When an image is of nine tdlas, the
measurement would come to 108 angulag. The Vismudharmo-
ttaram says : Oh king, the measurement of a Hamsa (type
of man) is 100 anigulas, increased by eight, according to the
measure of his own angula.

We now proceed with the measurements of pratimas as
given in Mayasdétram. In chapter I of the Mayabdstram, we

(47) Bukraniti, ch. 1V, sect. 1V, 8. 160.
(48) Ibid, 8, 170,

(49) 1bid, 8. 173-174,

(50) Ibié s, 184-185.

(51) Matsyapurdnam ch. 258, s, 16.
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uﬁet ihe measirement of 1mages of | mne “t4las. We give

......

“hére a free rendcrmg of a part of the ﬁrsl chapter. It say§ o
““Phe” image should be divided into two parts which ag“a’.m
*should be” divided into two more parts. The fast part “should'be
"Tivided into two parts and the last again into three parts
“That’ should consist of eight angulas, the half of which
“should” be ' the ‘fmeasirement of the head, Some mamtam ' that
“the end 'of hair is"i its one-fourth part, ‘What is sald bout
‘the neck (grza) is the best according to the nine “Yila
“'measurements.

*“In the excellent nine tdla, the head should bc of four
' angulaa the face (mukha) twelve and the neck four aﬂgtdac

*‘ The length from the neck to the breast shoqld be twelve
angulas, there should be the same length from the breast to
the navel, as well as from navel to the end (4). .

** From the knee to the gulbha (ankle) it should be twenty-
four anigulas, from the thigh to the ankle, it should be four
angslas. In navatila, this measurement of hundred and elg‘\t
amgulas are spoken of. (5).

*“ The foot is said to be of twelve angulas and the toe of
four angwias. (6)

‘ Whatever has been said of in nine tdla, the first should
be of twelve angulas. From the end of the hair to the eye-
brow, the length should be four amgulas. The nose should
be known to be of as much ; as also the chin. (7). .

“The eye should be two afgulas broad and four fin
length. Ears should be as much broad and as much long. (§).

‘* The distance between the two ears is said to be tewelye
afgulas, and that from the root of the ear to the end of the
nose is eight angulas. The nose should be two angulas broad
and the neck eight angulas broad. (o).

“ The distance between the two hands should be twenty.
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four anigulas and that between the breasts twelve asngulas (10).
" The upper portion of the navel should be twelve asigulas
broad, and the waist twenty-four angulas broad. (11).
**"I'he thigh should be twelve angulas broad and the knee
eight angulas. The breadth of the thigh should be the same,
and that of gulbha its half.  (12).

‘““The breadth of the toes should be six angulas. (13).

“ The length frcm the neck to the shoulder should be
eight angulas, that from the shoulder to the elbow should be
twenty-four angulus, that from the elbow to the wrist of the
hand ten angulas, and that from the wrist ol the hand to the
middle finger twelve wigulas. (14).

“‘T'he breadth of the root of the arm should be six angulas,
that of the elbow i1s said to be five wigulis, that of the wrist of
the hand four wngules and that of the hand with fingers ex-
tended six angules.  (15).

Thus describing the measurements of gods in general, the
writer of this &/lpasastra then proceeds to <peak about the mea-
surements of the images of godesses. It is worthy to be noted
that this section dealing with the measurements of temale gods

is wanting in many #ilpu books  The wriler saysi—

“ The forehcad (of the female gods) should be ol three
a/hyulas, the distance from the neck to the hreast, that from
breast to the navel, that from the navel to the pelvis—ecach
should be twelve «wiynlas. "L he breadth of the thigh is said ta
be twenty-four angulus. ‘The thigh and the knee should be
cqual, and the gulpha should be three wngules. This is the
measurement of goddesses as suggested by Visvakarman, (16).

“ The leg should be one part, the thigh should be of six,
The thigh and the knee should be equal; the navel, the pelvis,
the distance between the breast and the neck—each should be
of three, the neck of one, the face of three, the forehead of
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one. This is said to be nine fila. This first distribution (of
the measurement) is made by Trastra. (17).

““When the tip of the thumb is placed at the end of the
breast, it is the attitude of giving albhaya (protection) of the
hand of the god. Eyes should be like the conch (samkha) and

the disc (cafira). 1 the hand is on the waist, it is said to be

the attitude of giving rara (blessing). (18).
“\Vhatever would be the mcasurement of the images, its

Pitha (platiorm) should be half its height. The kirita (crown)

should be designed in such a way as to be twice the measure-
ment of the face. (19).52

The writer of Mayasastram, then goes to speak about the
height of the images of goddesses. He quotes the opinion of
many distinguished silpacdryts such as Manu, T'rastra and
others when he says that the height of the female god should

reach up to the ear of the male god. ‘The writer lays down

the following principle as regards the sight of the goddess.
He says that if the sight of the goddess be fixed from the
middle of the breast to the knee, it is pleasant.53

In Chapter Il of Mayasagiram, smiller images are des-
cribed. The smaller images are generally family gods and are
kept in the temples attached to the family-house. The writer

says : in a temple attachedto a houre, the image should be

of three and fifteen angulas. The yujumane should take his

angule as the unit of measwement, andin small images the
length and other things should be made out with yava. Of
the mixed images, their measurement should be by mana
angula. B4

The writer then lays down some general principles when
he says : The image should certainly be made beautiful by the
4lpin. He then classifies the images: (1) The image up to

r~52 Mayagastcam, S, 1=—=19.
653 Mayasastrsm, ch. 1. 8. 20,
64 Ibid, Ch. 11, 8. 4=0.
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end of the arm is the best, (2) the one up to the breast is
madhya and (3) the one up to the navel is the worst. He
gives some warning to the sculptors when he says : one should
avoid making the images of the crooked and of the dwarf 55
We now turn to the incomplete Ms. of Pratimalaksanam

of Visvabharati Library, which gives the following measure-
ment of the image. It should be noticed that the measurement

given by this Ms. are rather peculiar and as such deserve
to be noticed separately. It says—The face is to be one tala
of twelve angults. ‘The following are the characteristics of
the uttama, madhye and adhama pratimas s 124 angulas, 120
angulas, and 112 angulas (in height). The hair should be of
five angulas, the face of thirteen angulas (though in a previous
line it is said to be twelve wigulas) and the neck of five angulas.
The distance from the neck to the breast should be five angulas,
and that from the breast to the navel same as the measure-
ment of the face (i.e, twelve or thirteen angulas, other silpa
books lay down twelve angules), Again the distance from the
navel to pelvis should be the same. "The thigh and the knee
should be five angulus. 'I'he Jumgha and pada also should be
of five angulas. The fingers of the Pratima should be long,
The breadth of the face is said to be eleven angulas, the fore-
head of nine angulus, kapola of eight angules and the ear of
nine angulas. The length of the .arm should be known to be
thirty-seven angulas and the distance from one arm to the
other twenty-four angulus.  ‘The distance from one breast to
the-other should be twenty-one «ngulas. ‘The length of the
belly should be sixteen angulas, that of the thigh seven angulas
and the base of the thigh five angulas. Eyes should be equal
in length and the distance from one eye to the other should be
the same. The length the of the eye should be seven yaras.
About the fingers, the writer goes on to say that the palm
of the hand should be of six angulas. The thumb is said to

55 Ib.4, S. TemD.
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be four angulas long, the fore-finger five angulas and a half,
the middle finger six angulas and the little finger four angulas.

Let us now turn to the interesting document of Pratima.
-mana~laksanam, whose Tibetan version is still existing, In
this $ilpa work, measurements of images according to various
talas have been given in detail. It should be noted that at the
end of the Sanskrit version, all these various measurements
have been summarised, These tables, however, are not in the
Tibetan translation. ‘The writer first mentions the measure-
ment of images to nine tala, which amounts to 108 angulis or
868 yavas, then according to astatalt, which comes to g6
angulis or 768 yavas, then according to gattale, which comes
to 72 angulis or 576 yavas, then accordingito dasatala, which
amounts to 120 angulis or 960 yaras, then according to sapla-
tala, which comes to 84 anjulis or 672 yaves and lastly ac-
cording to catustala, which amounts to 48 angulis or 384
yavas.

The measurements according to nine tdlas are given
first, because they are most common, They are as follows :

1., fw (head) 4 angulis.
2. g& (face) ... 12 angulis,
3. sitm (neck) 4
4, K . 24
5, frma ... 2 "
6, wfZ 4,
7. H& ... 24 "
8, =d 4,
9. f® .. . 24,
10, TW=E® 2 »
11, edRaT . . 4,

]
N
o

famtm ... ww 17,



15. m (X1} XY X 16 9

14. m s .oo eee 18 ye
15. m XY} e cee 12 ’y

Then we come to astatdla measurements amounting to
96 angulis or 368 yavas, They are as follows :—

1. fawx (head) 3 angulis.
2. g4 (face)... e 12 "
3, #rm (neck) 3 ’
4, ;X v e 22 "
5, fawr . w1,
6. wf2 v .3,
7. % . . . 22
8. =3 o 3 »
9, fige . e 22,
10, . . 1 "

Tk . . vee
ll. m XX see eee 3 "
12, femtm ... 9

13, w1g . 14
14, Wt .12

The measurements of six lalas of 72 angulis or 576 yavas
are as follows :—

1, fax (head) -2,

. g (face) w12,

sfrcat (neck) . 2
w 16

2

3.

4. "
5 fravw .. w1
6. wf% 2,
7. & . e 16,
8. LG sone R veoe 2 i
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9, fme ..
10. IE®

i1, gt .
12, fiwtam ..
13, wig

14. amg

15, &Iy

o 16
1

2

14

10

12

8

»

”

”

»

"

"

”

The measurements according to dasatdla, by which
images of Nara, Narayana, Rama, Indra and others are made,

are given below :—
L fm .
g« (face)....

ﬂ’gw
—
3
o
[¢]
=

SEELET

12. fwtm
13, a1g
4. sug
15, wT

The measurements of images

are given below :

1, f&e (head)....
2, gu(face) veoe

4 angulis,

12
4
24
4
5
26
5
26
3
5
16
18
16
12

”

”

”

"

11)

”

”

”

”

”

”

»

"

according to satdiapia
specially for the dwarfs amounting to 84 afigulis or 672 yawas

3 angulis.

(111} 12



»

m (nCCk) ceee ooe 3 ”
e S TR
wf3
EX
halc

o v o»

2w
19

3,
faa= e 190
10, &% ... e 1
11, esfam .. -2,
12, femtm .. -5,
13, =g - 12

14 w1 ... 14
15. &t w10,

Lastly, the measurements according to calwstala are

© @ N

given:
. fat (head) 1 anguli.
g® (face) w12 »

st (neck) 1 ”
12 "

L

r-g

foamn

12

”

1
9
1,
9

m\l.o\u:.:.

©

»

=R
£
g
frwe
L a0

—
o



11, qfet ..
12, famwim ...

13, =g
14, gmig
15, wx

These measurements of images according to the different
tila, we get from DPratimd-mana-laksanam.
were asked to follow these measurements in making images.,
Even at the present day, we find sculptors in Bengal, Orissa
and South India, who still follow the old rules and try to keep

up the old tradition.
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»

»
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The sculptors



CHAPTER V,
The Beginning of Hindu images.

In the last chapter, we have dealt with Pratima-laksana
(the theory of images) in general, Let us now proceed to
speak of pratimas in particular, namely, Brahma, Vignu, Siva
and other gods, The general principles of these particular
gods are given in the Visnudharmottaram, Matsya-puranam,
Brhatsamhita, Sukraniti and other books, Instead of dealing
with the theories relating to these particular gods, it is more
profitable to turn to the actua! specimens of these sculptures
and to trace the beginning of the Hindu images.

The origin of Buddhist images has been ably traced by

- the French Indologist M. Foucher. What is the beginning of
the Hindu images ? Did they exist in the Vedic period ? This
question has been answered by Professor A, A. Macdonell and
others.86 In the Vedic period, gods were not so numerous
as they are now, ‘They were only thirty-three in number and
were the personifications of nataral phenomena, such as, Sun,
Wind, Fire and others. These gods were worshipped not in
the temples as at the present day, but in the open air. There
is ‘no evidence inthe Rig Veda to show that the images
of these gods were made in the Vedic period. Some scholars,
however, take the contrary opinion. There is no doubt that
the physical appearance of gods has been described in the
Vedas. They are said to have face, armns, belly and feet like
men, It is, however, doubtful whether the images of these
gods were really made at that early age. It is admitted by
scholars that divine images were produced from B.C. 500,
Panini and Patanjali were familiar with the images of gods,
Unfortunately, we have no remains of the images of purely

88. The Historyof Hindu Iconography by A. A. Macdonell (Rnpem,
October 1920) also J. R. A. 8. 1918. B. Battacharya=eindian Images, I.

p. xxxi,
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Hindu gods of such an early age. All the remains of Indian
sculpture of remote antiquity belong to the Buddhist group.
The pillars of Bharhut, of Sauchi, of Amaravati or even the
Gandhara images—all are specimens of the Buddhist art and
sculpture. The history of Indian art and sculpture begins with
images and sculptures of Buddhistic origin. The first Indian
image which was made by an Indian Sculptor was the image
of Lord Buddha, modelled by a Gandhara artist.

We cannot, therefore, place the beginning of the Hinda
images in the pre.Buddhist period. No Hindu image of the
pre-Buddhistic age has come down to us. After the gradual
decline of the Buddhist glory, we find the making of the
Hindu images in the Gupta period, which saw the revival of
Hinduism. With the fall of Buddhism, the Indian kings
began to encourage and patronise Hinduism. Thus arose the
necessity of making images of Hindu gods and goddesses,
The performance of the asvamedha sacrifice gave an impetus
to the revival of Hinduism. Indian sculptors now began to
make the images of Hindu gods and goddesses,

What is the earliest extant specimen of Hindu images
that has come down tous? In this case the Kushan coins
come to our rescue. Inone of the coins of the Kushan king
Kadphises II we find the image of the god Siva represented
with two arms.  Similarly, the coins of Kanishka also supply
us with the representation of the great god Siva. The coins of
Kadphises 1l may be dated A. D. 50. Here we areon a firm
ground from where we can proceed. We may thus assert
that by the first century of the Christian Era, we have posi
tive proof of the representation of the Hindu god Siva put into
execution. This may be called the beginning of Hindu
images. Even in the Buddhist sculptures, we find some of the
Hindu gods represented, These Hindu gods, such as Indra,
Brahma and others occupy a low position in the Buddhist.
mythology. They are, therefore, given a position in the Bud
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dhist sculptare inferior to Lord Buddha, With the decline
and fall of Buddhism, the position of these Hindu gods totally
changed. During the Hindu revival, these Hindu gods came
to occupy a very high position in Indian Mythology and Indian
Sculpture. Perhaps it was then that the Indian sculptors took
as their ideals those figures already found in the Buddhist
sculptures. In the Bharhut sculptures, which are assigned to
the second century B.C,, we get the figure of the goddess
Laksmi, under the name of Sirima devati. We may take this
figure of the goddess of Fortune as one of the earliest speci-
mens of the Hindu divine image, though it is found among
the Buddhist sculptures. Though Sirima devatd ranks
as a subordinate goddess in the Bharhut Sculptures, yet
she should be recognised as the first prototype of the image
of Laksmi, the Hindu goddess of Fortune. It must, however,
be observed that this goddess siri is not exactly in the same
form as we find her in the later period of Hindu revival. She
was still one of the forms of the goddess of Fortune prevailing
at a period two hundred years before the birth of Christ. Again,
in the Sanchi sculptures of almost the same period, we are
fortunate in getting another representation of the goddess of
Fortune, which is prevailing even in modern India. This is
the form generally known as Gaja-Laksmi, with the goddess
Laksmi sitting on a lotus and two elephants from both sides
pouring water over her with their trunks (c.f. Fig. 46. p. 279,
Rhys David’s Buddhist India). When in the later ages, the
Hindu Sculptors wanted to make the figure of the goddess
Laksmi, the goddess of Fortune, they found a very convenient
model in this Sanchi sculpture. It is, remarks Professor Rhys
Davids, the oldest instance of the most common representation
of this popular goddess; and figures of her, exactly in this
form, can be bought to-day in the bazars of Northern India.t?

87. Buddhist Indis, p. 817,
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This form became so very popular with the-Hindu Sculptors,
that not only do we find this figure representated in almost all
the Mindu temples, but it found its way to the far-off Champa
(Anam) and other Indian colonies abroad. There are other
instances of Hindu gods occurring in the Buddhist sculptures.
Let us take for example the figure of Kuvera. We find the
figure of Vessavana Kuvera, the King of the Yaksas and re-
gent of the North, repressnted in the Bharhut sculptures.58
The god Kuvera also comes in for a large number of repre-
sentations in the Gandhara and Mathura schools. Besides
Kuvera, the god Indra figures also among the sculptures of
the Gandhara, Mathura and Sarnatha Schools. Here Indra
comes in not as the supreme king of the gods, but as a god
subordinate to Lord Buddha. We get a stiff and archaic
representation of the famous visit of the god Indra to Lord
Bﬁddha, while he was sitting in the Indrasaile cave in the
Mathura School8® The same scene, however, has been
beautifully sculptared in the Gandhara School.’0 From the
artistic point of view, the figure of Indra in the Gandhara
group is far superior to that of the Mathura School. Here
we find Indra, a Hindu god occupying a subordinate position
to Lord Buddha. Again, in the representation of the nativity
of Lord Buddha as seen in the Gandhara sculpture,61 we find
on the left side of the picture the god Indra receiving the
child Buddha and by his side stands the creator Brahmg. The
Buddhist sculptures help us in getting the representations

of various Hindu gods and goddesses like Siri, Kuvera, Indra,
Brahm3 and others.

88. Ibid, p 222,Fig. 39.

m‘gi‘ V. Bmith—\ History of Fine Art in Indiaand Oeylon, p. 83,

. 60, Idid, p 109, Fig.60.
61. Idid, p. 121, Plate xxix.
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Thus we can trace the beginning of the Hindu images
net from the Gupta period, which saw the revival of Hinduism,
but from the Buddhist period, dating the second century B.C.
when some of the Hindu gods and goddesses were already in
existence. In the kushan coins, as pointed out, we first get
the figure of the god Siva with two arms, which is followed
by the figure of Siva with four arms in the coins of the same
royal dynasty, We also find the figure of the god Surya
(Sun).in the kushan coins. This numismatic help leads us to
push back the date of the existence of Hindu images even
earlier. The coins of the Mitra Dynasty of Magadha (about
100 B.C. to 100 A.D.) give us strong evidence in this direction.
The coins of the King Agnimitra give us the standing figure of
the god Agni (fire).  Thus the numismatic evidence coupled
with the archzxological evidence of the Buddhist period enables
us to date the beginning of the Hindu images from the second
century before the birth of Christ. Even if we do not take
into consideration the appearance of Hindu gods in the Buddhist
sculptures, the coins of the Mitra Dynasty help us to place the
period of the commer.cement of the making of the Hindu gods
in the first century B.C.

The coins offer further interesting study. Itis worthy to
note that as early as second century A.D., we have not only
the beginning of the multiplication of hands of the Hindu gods
(as in the case of four armed Siva of kushan coins), but also
that of heads. In the coin of Svami Brahmanya Yaudheya
of the Yaudheya tribe (2nd century A.D.) we have the figures
of the six-headed god (kdrtikeya) and of another six-headed
goddess.63 This peculiar feature thus early found its way in
Hiadu scolpture. It is not, therefore, surprising that in the
later period this practice of the multiplication of hands and heads
would follow:with great -vigour. We have already spoken of

63. Supplementary Catalogue of the coins in Indian Museum p. 40
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the figure of the goddess Lakgmi in the Sanchi sculpture. In the

coins of the Kings Samudragupta and Chandra Gupta II, we

get the figure of the throned Laksmi with feet on lotus (about
326-375 A.D.)68

Witk the revival of Hinduism under the patronage of the
Gupta Emperors, the actual image-making of the Hindu gods
and goddesses began. Before the Gupta period, we have
the instances of the Hindu gods in sculptures and coins. But
images of Hindu gods perhaps began to be made in the Gupta
period. Noimage of any Hindu gods, except in sculptures
and coins, prior to the Gupta period has as yet come down to
us. Though we can place the beginning of the Hindu images
in the first and second centuries before the birth of Christ,
yet their images began to be made only in third and fourth
centuries after the birth of Christ. Inthe Indian Museum,
Calcutta, there is a beautiful group of the god Siva and his
consort Parvati from Kosam in the Allahabad district, It dates
from A.D. 458-459. Besides this, we have of this period the
figure of Siva as Mahayogi and of Visnu on the snake Ananta
in a temple at Deogarh in the Jhansi district. There are other
instances of the river goddesses in the Udayagiri hill-caves
near Besnagar in the Bhopal State, at the Tigawa temple in
the Jabbalpur district as well as on the tops of the jambs at the
entrance to cave XXII at Ajanta.64

This is the beginning of the image-making of the Hindu
gods and goddesses dating from the Gupta period in the fourth
century A.D. We have carried back the existence of the Hindu
images even in the centuries before the Christian Era. The
Buddhist sculptors set the example in the art of image making,

68, Idid pp.80-31,
64. A History of Fine Arts in India and Oeylon, p. 158-163.
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which was followed by the Hindu sculptors in the Gutpa
period.

The impetus which the Hindu artists received from the
kings and donors of both the Northern and Southern India
went on unabated even in the Moslem period, though the rise
of the Moslem art and sculpture affected the growth of the
Hindu art and sculpture to a considerable extent. The Hindu
period as well as the Pathan period saw the erection of numer-
ous temples and Hindu images not only in all the provinces of
India, but also outside India in Siam, Champa, Cambodia, Java
and other places. In Southern India, the beginning of temples
and image-making of Hindu gods may be taken back to the
age of Pallava Kings flourishing between the fourth and ninth
centuries of the Christian Era, After the Pallavas, came the
Chola kings, who greatly encourged temple building and image-
making in Southern India.66 After the fourth century A.D.
the Indian colonies abroad received fresh batches of artists
from the mainland of India who enriched the temples of the
colonies with beautiful images of Brahma, Visnu, Siva and
other gods and goddesses. The magnificience of Ankor Vat,
the beautiful temples (chandi) of Java, statues of Siva, Parvati,
Ganesa and other gods of Java, Champa and other places are
the doing of Hindu Artists.

65. H K.Sastri—South Indian Images of Gods and Gddesses p 1-2.



CHAPTER VI.
Traditional Convention.

From ancient times, Indian stlpa has handed down dsanas
many traditional conventions, which can still be found in the
images of tne prefent age. They have been so closely asso-
ciated with Indian images that they now form part and parcel
of the images. No artist would now mould his image without
giving a proper place to these conventions, The Indian
traditional conventions are nessary to give expre:sion to the
ideas of the sculptors. What is the function of the images ?
They help the devotees in attaining yoga and meditation. The
images, therefore, should be in a contemplative mood so that
they can inspire the devotees with meditation. The postures
in which the images are represented have different names in
indian Iconography. If we examine closely all the Indian
images, me shall find a variety of postures. ‘I'he postures are
mainly taken from the India yoga sastra, which speaks of

sseveral attitudes helpful for the purpose of meditation. It is
said that 84 hundreds of thousands of asana are spoken of by
the god Siva, of which only 32 are mentioned as important
in the Gheranda Samhiti.88 They are :—

Siddham (Perfect posture).

Padmam (Lotus postures).

Bhadram (Gentle posture).

Muktam (Free posture).

Vajram (Adamant posture).

Swastika (Prosperous posture).

Sinham (Lion posture)

Gomukha (Cow-mouth posture).

L B A ool o)

66. Translated by 8risa ch Vasu in sacred Books of Hinlu (Allaha-
bad.)
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.
12,
13.
14.
1s.
16.
17.
18,
19.
20.
2r1.
23.
23.
24.
25.
26.
27.
28.
29.
30.
31,
32.
Of these thirty-two kinds of dsanas known in our yogasds

tra, the following are generally observed in Indian images s—

1.

Samhta :

me),’
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Vira (Herolc posture)
Dhanur (Bow posture).
Mrtam (Corpse posture),
Guptam (Hidden posture).
Matsyam (Fish posture)
Matsendra.

Goraksa.

Pasochimottina,.

Ut katam (hazardous posture).
Sanhatam (Dangerous posture .
Mayuram (Peacock posture).
Kukkutam (Cock posture).
Kirma (Tortoise posture).
Uttana Manduka.

Uttana Kurmakam.

Vrksa (Tree posturs).
Manduka (Frog posture)
Garude (Eagle posture).
Vrsam (Bull posture).
Salabha (Locust posture).
Makara (Dolphin posture).
Ushtram (Camel posture).
Bhujangam (Snake posture).
Yoga.

The Padmdsana—is thus described in the Gheranda
¢ Place the right foot on the left thigh and similarly
the left one on the right thigh, cross the hands behind the
back and firmly catch hold of the great toes of feet as crossed.
Place the chin on the chest and fix the gaze on the tip of the
nose. This posture is called the Paodmasana (or Lotis pos.
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In actual practice, we, however find that the images
fultil only the first condition. In Iconograpby, as seat of padmd
(lotus) is also generally given to the xmages.

2. The yogisina.—Says the Gheranda Samhits : *“ Turn
the feet upwards, place them on the knees; thcn place the
hands on the @sunt with the p\lms turned up\»ards ; inspire,
and fix the gaze on the tip of the nose. l'h1< is called the
yoga posture.’’

In Iconngraphy, this yogasana is also known as the dhydna
posture  Images of Lord Bhudda are often seen in this atti-
tade. Jlis not a rare sight to find Buddha sitting merged in
deep meditation, The beit example of this kind of dhydnt
Buddha is found in the Sarnath School of Sculpture.

3. Virdsana—is thus described : ‘‘ one leg (the right
foot) to be placed on the other (left) thigh, and the othqr foot
to be turned backwards : This is called the Virisano (Hero-
posture),”

‘The as.nee is not generally found in Indian images, We
have in its place what is known as sukhis tna or happy posture
in which the left foot is placed on the right thigh and the other
foot is stretched downwards. This is also known as the urdh-
paryanka-posture. -

4. The Swastikdsana—'* Drawing the legs and thighs
together and placing the feet underneath them, keepmg the
body in its easy condition and sitting stralght constttute the
posture called the swastikdsuna.” o

5. The Vajrasana—is thus described : ** Make the
thighs light like adamant and place the legs by the two sides,
This is called the Vajrdsana’’67,

We should not confuse it with the Vajrisanz of the
Mahabodhi temple Gaya, on which the image of Buddha is

(67) Gheramda Samhiti, 8. B. H. Trans, 8, 0. Vasu, p. 20,
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That go th Gaya dsama was built by the great Bud.
peror Asoka.

ﬁeslduec these various kinds of dsanas, another kind of
traditional convention in Indian ilpa is the mudris,
There are twenty. five kinds of mudrds according to

ﬂ\e Yoqaﬁ&!ra We find them mentioned in the Gheranda
bam"ula They are :—

ﬁudlin

(1).
(2).
().
(4
(5)‘

(6).

(7).
(8).

- (9).
(10).
(11).
(13).
(13).
(14).

(15).

(16).
(21).

(22).

A

(33)-
(3%)~

(25).

Mahamudra,
Nabho-mwlra,
Uddiyana.
Jalandhara,
Milabandha.
Mah;ib.mdha.
Mahavedha.
KHechari,
Viparitakari,
Yoni,
Vajroni.
Saktichalant,
Tadagi.
Mandavi
Sambhavi.

Pancha-dharang (Five dharanas).

Asvini,
Pasini.
Kf«iki.

Matangi, and,

Bhujangini,

" We, however, do not find these mudm in I'ndnan images
which show ud'only two kinds of mdm nameiy! abhaya and
V'&rmfa mud’tgs Fine specimen of these mudrds are found in
the statoes of Buddba of the Sapnatha'SeHodl. Thie abhaye
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inudrd affords abhaya or protection to the devotees with one
hand of the image raised with the palm turned outwards.
While the varade mudrd offers vara (boon) to the devotees
with one hand hanging down with the palm turned outwards,
Mayasdstram 83 describes both these mudris as applied in the
case of a god, when it says :—=*‘‘ When the tip of the thumb is
placed at the end of the breast, it is the attitude of abhaya or
protection of the god. If the hand is on the waist it is said to
be the attitude of giving vara or boon.” '

These attitudes are also described by Pratimd-mana-

laksanam.
Ornaments t ot

and For the decoration of the images vari-
Decoratlons: ;s ornaments are used by the filpins. The

modern artists in making the images follow the
old Indian convention. These conventions have grown up
with the culture and civilisation of India. Many con-
ventions are borrowed, so to say, from Indian literature,
We get these traditional rules in our Ms. Pratima-laksana and
other books. It says that the thigh should be decorated with
ketaki Rowers and other auspicious signs. The arms should
be decorated like the cloud. The neck will bear various marks
of rekhds or lines and the face will be like the candramandala
(halo of the moon). The lips will have the decoration of a
Prabila. The nose would be like a tila flower and the eyes
like the petals of a lotus.
The Ms. then proceeds on with the ornaments for images.
It says—on the head of the pratimd would be a big crown of
jewels (ratna) and the head should have blue hair. There
should be some ornament on the forehead, as well as a
makarakundala. The image should be adorned with the
necklace (héra), Keyura and cannavari. It should also have
a belt round the 'waigt (udarabandha) as well as a long

(68) Oh. I, Blcka. 18,
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silra., The pratimd should have various kinds of bracelets:
bahwbandha (for the arm), manibandha (for the wrist
and Kankanam. It should also have a ring, a Katisitra
(a thread for the waist), yellow kipirta and mupura for the
toe, The toe should be decorated with a ring of jewel. In
the right hand, the image should have a cakra (disc) and in
the other one a sankha (conch). The pratima should be placed
on a lotus. The image, thus described, seems to be that of
the god Visnu with his sankha and cakra. There should be
round the neck both ratna-mdla (the garland of jewels) and
vasfayamald. These are the laksanas spoken of by the former
dodryas.

In a later work called Sahpdaya-lila by Bri Rajitiakaruy-
yaka, we find seven kinds of ornaments for women spoken of,
They are :—

R) = (x) woEw x=q

@) = (v) Qs

(x) &@g® () sot

() Ateq

Ratna again is of 13 kinds ¢

(V) == (\9) geqeeT

(x) g® (z) wehan

(@) quum (?) g3

(8) Wawa (0) wfgu=

(x) =ada (1g) e

(%) ¥d (2R) ewfew
(23) &

Hema is of nine kinds ¢
Q) wegag (8) dora (9) wrasq
() Trasied (x) it (z) vafix

(D tw (v glew (VI
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Again Ratna-hemamaya is of four Uinds:
(1) ey, which includes #fyft, gus |
(2) Ma=awRg, which includes sy, sitoftgqy |
(3) s@xq, which includes SR{#T, wa® |

(4) wmaeq, which includes s@en, AarfSwwe §
Amsuk is divided into four kinds :

(1) #a (made of silk) (3) MXVq (silken cloth) ‘
(2) wiita (made of cotton) (4) T®w¥r (woolen cloth)

Malya (garland) is of eight kinds :

(1) ¥fea (5) wway

(2) f¥aa stretched on the side (6) g=e:

(3) @a@q made of many flowers (7) aadt

(4) nfrawy (8) eaww

Mandarindrovya mcludes 0 (musk ) gg'a
(Saffron) qsqa (Sandai), qt (Camphor), s, wswa
(powder), 8, ATELS, Ao (a red colout) drdtew |

Yojana includes (1) & 1,937 and (2) w@w oo (hair-
dressing) and (3) afineeey |

Prakirna is of two kinds (1) #=a and (2) fakxa,
Janya includes (1) ¥AAS and (2) AFAY |
Nivesya iecindes (1) Durva (2) Asoke twig-(3) Yava
blossoms (4) Kajate &c,

It is said that these ornaments and decorations should vary
according to defa (country) and time. 69

In Bharata’s Nalyafdstra also we get a description of
various kinds of ornaments, According to Bharata thé- orna.
ments of the body are of four kinds, namely,

(09) . Kiwyamdlh, Part V, Nireayasgara Pross, Bomtiuyr1se§:™
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1) s (2) Wiy (3) e (4) swdteg |

Wy includes kundala and other ornaments of the ear.

MQ refers to ang.d and other kinds of girdless,

h would include nupura and other ornaments, and

would refer to the gold chain and other kinds a

necjlace. 70

Bharata then goes on to mention other kinds of orna-
ments. He says that the decoration of the head are cidimans
and Mukuta (crown), for the ear Kundala, for the neck
Muktavals, Huarsaka and sitra (kind of necklace), for the
finger, vatikd and angulimudrd (ring), for the upper arm
keywra and angada, for the neck and breast trisara and hara
(necklace), for the waist tarala and sitraka (belt), for the body
. hanging jewel neeklace and garland. 71

This is what we know of the decorations and ornamants
from Bharata’s Natyasaétra. If we study the specimens of

9o) wgfindy e Fgearazet g8: 1
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Indiam sculpture, we shall find how many differéent kinds of
dress and ornaments the Indians used to wear. The Buddhist
sculpture of Sanchi shows us that the Indians were in the habit
of using turbans. Any Sanchi or Bharhut statue would show
us the ornaments that were used by the male and female in the
Buddhist age. In the Vedic period ‘ ornaments in the shape of
necklets, earrings, anklets and bracelets were worn by both
sexes and were usually made of gold’ From the Buddhist
literature we learn that honourable crafts were ivory-working,
weaving, jewellery and work in precious metals, (See —The
Cambridge History of India, Vol. I, p. 207).



CHAPTER VIL
Vastu-laksanan.

Another interesting branch of the Indian Silpasistra Is the
science of architecture (Vastu-Sdstra). We have already
referred to the existing mass of literature on this subject,
Unfortunately, all the works written by Silpicdryas have not
. come down to us. They have been destroyed by the cruel
hand of destiny. We have, however, the names of these
writers preserved in the Matsyapuranam. They are known as
Vastustor padesaka or instructors in the science of arehitecture
and are eighteen in number. These sages are 3 (1) Bhpgu,
(3) Atri, (3) Vasistha, (4) Visvakarman, (5) Maya, (6) Narada,
(7) Nagnajit, (8) Visalaksa, (9) Purandara, (10) Brahma,
(t1) Kumara, (12) Nandisa, (13 Saunaka, (14) Garga, (15)
Vasudeva, (16) Aniruddha, (17) Sukra and (18 Brhaspati. 73

Works of a few sages like Visvakarman, Maya and others
are now existing, From their works we can have an idea as
to how far the science of architecture of the Hindus had

progressed.

The Véastubibira represents the Indian science of building
not only houses for ordinary people, bat also palaces, halls,
stables, forts, treasury-rooms, council-rooms for kings, as well
as the laying out of villages and cities,

(70 Matsyapurnam, oh. 358, 0. 34 »,
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How should the Silpin proceed in bullding a house ?
We get the answer in Kamikagama, which lays down the
following order :—q3

(1) The investigation of the suitabbe time for build-
ing the house (waqden) |

(2) The fixing of suitable sites (RavfAwura:) |
(3) The examjnation of soils (3yadiEm) 1
(4) The performance of sacrificial rites (wfi8:) 1
(5) Places for different rooms in buildings,
(6) The levelling up of the sites (wdoray) 1
(7) The placing of Samiu ( dgeearny) |
(8) The foundations (qgfeta:) |
(9) T.aying out works (@wfiwama:) |
(10) Sacrifice to gods ( Feawf) 1
(11) Verandas and open spaces in the building (gg-

ety 31 |
(12) Foundation-stone laying ceremony (wéfimqre:) 74

(78) The Indiau 8ilpasastras or Manual arts by Mr. M. A. Apaath-
alwar, B. A, A.C. E,, B, C. E,, in Vedic Magazine, Aug, 1924 p. 868,

(98) rrinty femawen frrafes wead |
i WS g e atta: |
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T T Rrrreer fufveer 11

(Kami kagaina, 38 Mh)
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About the proper time for building a house, the ¢ilpa texts
like Visvakarmaprakisa, Yuktikalpatars 78 and others prescribe
suitable rules. The Matsyapuranam, 18 Vastuprakaranam also
give certain rules, The Visvakarmaprakisa holds that any
one who makes a new house in the month of caitra suffers
from disease, in Vaisakha gets wealtth and jewels, in Jaistha
gots death, in dedda servants, jewels, animals, in Srdvana
friendship, in dbadra loss of friends, in Gsvina fighting, in
Kartika wealth and haddy, in margasirsa the increase of
wealth, in Pauga the fear from thieves, in the month of magha
the fear from fire, in Phdlguna the increase of fortune,” 77

After selecting an auspicious moment for commencing the
bailding, the'silpin should then proceed to the examination of
the soil. The Vastuvidya lays down that the land which smells
' ghee is best suited for the Brahmins, which smells blocd for
the Ksatriyas, which smells rice for the Vaisyas and which
smells wine for the sudars. 78

(78) P. 83, s. 212.
(76) Ch 253, 5. 2-5.

“(90) &% sarRmEEQfe 4t T wATIEH |
VoW RN A FegEAAT = 1 S 1)
W YETATR qGIRAIARY, |
wird fRInt g g g af aqan i) k<
g Rz ¥ MiA SO I TEH |
Z wTie QN aewta) AgE I *R
iuimﬁmn e wEgR 1| 20 & Ul
(o) sTeqnam ® &t W aiwormt . agedd | WS 0
et & gt i afiaet gawd 1w w0
wonerray |/ g 0 o Azawl e 1R W 0
gevtear « a 3t geEmt agIeE i 3o F !

(vastuvidys I, 237-30.)
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Another rule for selecting the vdsty land is ¢

Sweet earth is for the Brahmins,
Bitter earth for the Ksatriyas,
Sour earth for the Vaisyas,
Pungent earth foi the Sudras, 79

The Silpa writers also say what sites should be avoided.
They say : ** Land at the side of a temple or in front of one,
land forequented by devils and hobgoblins, land on the right
side of a temple sacred to Kal, or land belonging to the high
road, are not suitable for building-sites. Should, however, a
man be so far lost to decency as to build upon such sites, his
wife and children shall die, lix‘is cattle and all that he has will
perish, and, alone in the world, he will wander from place to
place, a beggar living upon alms,

* The site of an old or ruined church (?), land in which
snakes dwell, land upon which Pariahs resided, land upon
which sages have resided, burning grounds, battle-fields, these
are unsuitable for building-sites. Should a man build upon
them, he and his relatives will perish, and the house will
become a jungle.’’ 80

The Silpin should then divide the site into sixty-four parts.

About this ground-plan of the house, it is said— ‘* Divide the
site into sixty-four parts, the four central portions constitute
Brahma's place (Sthdnam), the four portions or rooms at the
corner of Brahm@’s sthdnam are for guardian demons, the eight
portions or rooms adjoining these latter are for guardian deities,

(79) Slpasastra by Rev. J. . Kearns Indien Antiguery 1876, p, 381,
(80) Zbid p. 335,
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the remaining forty-eight portions are for the use of the people.
It is illustrated by the following chart 81,

Chart of a house or ground-plan.

Q -]
Q. . <
o8 Guardian =
P deities. S
n S J o
=) ()
These Four =
=% g’ places are g s
[~ ] o
S =5 Brahma’s 5E |
& = Sthanam. 50
» B k]
[=]
2 g) S . 8 5
e.5 Guardian o.0
5o deities. 5
2] 53
s @)

In constructing temples great attention should be paid to
the gnomon, which is said to be “ twelve fingers in length;
three-fourths of which should be absorbed by the head (or the
thickest part of the instrument), and the remaining one-fourth
should taper off to a point like a needle, the whole being turned
in a lathe and resembling in shape a conch-shell.” 82

Of the various kinds of temples, Manesara describes the
vimanas or pyramidal temples. A zimdna consists of from one

(81) Idid p. 336.
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to twelve.stories,and.may be built round, quadrangular. o5 qf.

six or eight sides.

It is said that *‘ Vimdnas are of three sorts, distinguished
one from another by the principal materials of which they are
formed, as suddha, pure ; misra, mixed ; and Sankirna,
anomalous. An edifice is called Suddha which is composed of
but one. kind of material, as stone, brick etc, and this is
considered the best of all. Mtsra is that which 18 composed of
two kinds of materials, as brick and stone, or stone and metals;
and Sankirna is that which is composed of three or more
kinds of materials, as timber, stone, brick, metal etc,” 88

The temples have different parts, of which our élipa
writers say :

‘ Temples consist of garbhagrha (the womb of the house),
the antarala (the anti-temple), and the ardha mantapa (the
front parties), The diameter of the whole length of the
building, including the walls, is to be divided into four and a-
half or six parts ; and the garbhagrha to take up two, two and
a half, or three ; the antardla, one and a-half or two ; 2nd the
ardha mantt one or one and a-half.”’ 84

Varahamihira in his Brhatsamhita lays down several rules
relating to temples. He says :

“ Let the area of a temple always be divided dnto sixty-
four squares, while it is highly commendable to plan the
middle door in one of the four cardinal points.

“ The height of any 'emple must be twice its own width,
and the Aight of steps equal to a third part of the whole height
(of the edifice). o

** The adytum measures half the extent (of the whole,) and
has its separate walls all around. Its door is onefourth of
the adytum in breadth and twice as high.

—-—

(88) Essay on the architecture of the Hinduvs by Rém Ril. P 49,
(86) 1did p. 49
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" "The side-frame of the door has a breadth of one-fourth
of the altitude ; like wise the threshold ; the thickness of both

doorposts is commonly stated to be equal to one-fourth of the
breadth,

‘A door with three, five, seven or ninefold side-frames
is much approved. At the lower end, as far as as ‘the fourth
part of the attitude of the doorpost, should be statiohed the
statues of the two door-keepers,

*“ Let the remaining part be ornamented with (sculptured)
Birds of good augury, Srivrksa -figures, crosses, jars, ‘couples,
foliage, tendrils and goblins.

‘* The idol, along with the seat (1, e., pedestal), ought to
have a 'height equal to that of the door, diminished by one-
eighth, of which two-thirds are appropriated to the image #nd
one-third to the seal,” t8 .

According to the Indian Silpicaryas, there are twenty kinds
of temples. They are enumerated thus :

(1) Meru. (11) Kunjara.

(3) Mandara, (12) Gubaraja,

(3) Kailasa, (13) Vrsa,

(4) Vimana-figure (14) Hansa.

(5) Nandana. (15) Sarvatobhadra.
(6) Samudga. (16) Ghata.

(7) Padma, (17) Sinha.

(8) Garuda. (18) Rotunda.

(9) Nandin. (19) Quadrangle,
(10) Vardhana, (20) Octangle.

All these different kinds of temples have been described
by Varahamihira in his Brhatsamhita. He Says 3
(1) ** The Meru is sexangular, has twelve stories, variegat-
ed windows, and four entrances. Itis 32 cubits wide,
" (#) ** The Mandara is 30 cubits in extent, has ten storeys
aud torrets.

(86) J. B. A. B, (N. 8. Wi, 9. 917,

-



73
(3) * The Kaildsa, too, has turrets, and eight storeys ; it
measures 3¢ cubits.
(4) " The Vimana is 21 cubits in extent, and has latticed

windows,
(5) “* The Nandana has six stories and sixteen cupolas ;

it measures 32 cubits,

(6) ‘° The Samudga (i. e. round box) is round.

(7) *“ The Padma (i, e. lotus) has the shape of lotus,
measure eight cubits, has one spire and only one storey.

(8-9) “ The Qaruda and Nandin show the form of the sun-
eagle, are 24 cubits wide, ‘must be constructed with seven
storeys, and adorned with twenty cupolas.

(10) ** The Kunjara (i. e. elephant) has a figure lik.e‘ an
elephant’s back, and is sixteen cubits long, and broad at
the bottom.

(11). * The Quharija likewise measures sixteen cubits.
Both have a roof with three dormer windows,

(12). **The Vrsa (s.e,, bull) has asingle storey and one
turret, is everywhere round, and measures twelve cabits.

(13). * The Hansa has the form of a swan.

(14). °* The Ghafa, being shaped like a water-jar, has an
extension of eight cubits.

(15). ‘ The Sarvatobhadra has four entrances, many
summits, many beautiful dormer windows, and five storeys, its
extent being twenty-five cubits. .

(16). ** The Sinha is a building with twelve’ anglu and
is covered by lions ; it is eight cubits wide,

(17-30). ‘‘ The four remaining (namely, Botunda, Quadr-
angle, octangle and sixteen-angle) are dark (in the interior).
The Quadrangle has five cupolos (whereas the rest have one

only).” 86
Unfortunately, we donot find instances of all these kinds

of temples in existence in India. The existing temples in India
may be grouped under four classes, namely :—

(86), Ahid,p., 817-331.
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(1). The Orissan type, specially found in Orissa.

73

(2). The Bengali type in Bengal.
(3). The Gujrati type in Gujrat, and
(4). The Dravidian or South indian type.

According to the Sukraniti, however, there are only six
teen kinds of temples.

It says:

““(‘The temples are) to be of the M. ru or some otlier of
the sixteen types; to be beautiful, rcund, square or of some other
mechanical form ; to have Mundapas or halls, walls, gopuras

or central gates; to hive height twice or thrice the width, to

have good im.ges inside made accerding to tlie prescribed

1ules, to have water at the foct and to be well pairted or
dscorated." 87
We give below the names of these sixteen kinds of temples

with their characteristics:

Heglt

Type. Domes. | Stones. in
cubits.
1. Meru 1,000 125 1,00
2. Mandara 875 110 375
2. Rksamih .ee 766 ¢6 766
4. Dyumani 670 84 670
s. Chandrasekhaia... 586 74 586
6. Malyavan 513 65 513
7. Parijatra 449 57 449
8. Ratnasiisai 303 50 393

\V_idlh
in
cubits,
1,000
875
76
670
586
513
449
393

(87). B. K. Barkariukianiti, ch. IV. sec. 1V pp. 166-167,
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P e ™ T Y

| T Height F"Width

Tyge. Domes. | Stones. 'c.u?lts. ’c uibr;ts.
9. Dhatuman 344 44 344 | * 344
1o. Padmakosa ... 301 36 3o1 3ot
11. Pugpahasa 263 33 263 263
12. Bikara 230 - 28 230 | ‘230
13. Swastika 201 25 201 201
‘14, Mahgpadma ... 176 22 176 | 176
15. Padmakiita 154 19 154 154

16. Vijaya 135 17 135 | 13§ o

If we compare this list of temples as given by the sage
Sukra and the onein Brhalsamhiti, we find only Mcrw,
Mandara and Padma (mahdpadma) in common.

’ The Sukraniti describes tne Mers temple thus: **A
Meru temple is that which has one thousand domes, has ‘one
" hundred and twenty-five stories, is one thousand cubits wide
and one thousand cubits high.”

The temple should have a mandapa or a hall which is to
be adapted to each and ons-fourth less than the temple in
height.

There is an Oriya Silpa Ms. called Bhuvanapravess,
which gives the names of several temples with their sketches.
It belongs to £&1 Babaji Maharana, son of Govinda Mahiriex
of Puri.  The reading of this Ms, unfortunately is 50_corrupt

\88) 1Ma P, 102,
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that it is next to impossible to restore the original version So
we are unable to restore all the names given in that Ms, We
can make out only the following names :—

(1) Mahamera, (6) 8¢ Vatsa
(3) Mandara. (7) Nandi
(3), , Kailasa (8) Vrsa.

(4) Bhadra, (9) Hamsa.
(5) Kesari (10) Garugda.

(11) Laghu Vimana,

The ground-plans of temples in North India are more
rectangular. The Agni Durdna says that the ground plan of
every building should have four equal sides. The ground-
plan of ordinary buildings is described in the Rija-Mdrtanida
of Raja Bhoja of Dhir and Silpasistram, a Silpa text from
Orissa, In these books sixteen kinds of ground-plans are thus
described : i ’

1. dyata or oblong.
3. Caturasra or square.
3. Vrttaor .cirEulat.

4. Bhadrdsana or oblong, with a rectangular court-yard
in the middle.

§. Cakra or disc-shaped,

6. Visamavdhw, linear or long and narrow with two
unequal wings. '

7. Trikona or triangular.

8., Sakifakrti or cart-shaped or quadrangular, with a
long triangular projection on one side,

9. Danda or staff-like or long and narrrow like a
barrack, .

19, . Panavasinsthina or qaidrangalar, with the opposite
sides hallow-arched, or concave like the. mouth of the musical
{ustrument called panava, |



Ix,
13.
13.

fan, &
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Like the musical instrument mwsraja.
Vrhanmukha or wide-fronted.
Vyajana or heart-shaped like a palm-.leaf fan,
14. Kirmarupa or circular with five projections like a
tortoise with its four projecling [eet and head.
15. Dhaxul or arched like a bow, and
16. Sirpz or horseshoeshapel like the winnowing

The Silprsis’r (m from orissa gives the list in a d.ferent
We may compare these two lists with profit :

manner,

-
.

)
o

ol

13.
15.
10.

© PN aGnswy

Rajamirtinls,
Ayata
Caturasra .
Vrita
Bhadr3gsana ...
Cakra
Visamavzhu ..,
Trikona
Bakatakyti
Danda
Panava vee

Muraja

Vihanmukha

Vyajana

Kirmarupa

Dhanuh

Sirpa .

About the merits of all these
said in the Rajamarianda :

ee

Silpasistram.
Ayata
Caturasra,
Chattra (Umbrella-like).
Bhadrasana,
Cakra,
Visamavzhu
Trikona.
Sakatakrti.
Darda.
Pranava.
Murti.
Grhada,
Vyajana,
Karmaka,
Dhanurzkara.
Siryaka 90

different kinds cf houses it is

*“The oblong insures success everywhere; the square
brings in money ; the circular promotes lLealth and prosperity ;
the rectangular with a court-yard fulfils all desires ; the

(89) Indo-Aryans By Dy R. L. Mitra, Vol. 1. p 64,
(90) Silpaiastram (Cuttack, 1933), ch. I, 8. 16-47,



77

lunetted wheel causes poverty and the unequal-winged bereave-
ment ; the triangular makes the owner a king, and the cart-
shaped lcads to loss of wealth. Catile die away if the {lian
be staff-like, and vision is lott by the pamava shape. The
muraja shape causes the death of the owner’s wife; the wide-
front, loss of wealth; and the fan-shape, loss of situation.
The tortoise leads to 1l elt, so dces (le bew-shape, while the
horse-shoe form causes loss of wealth.)’01

The Vaslu sistra also deals with the laying out of villages
and towns. About the villages, the Vastujistra lays down:
“ The village site should be divided into seven, eight or nine
equal parts, both in length and breacth. Tlie central portion
is callel Brahma ; those adjoining it Daiva; those adjoining
dasra, Minusa and the outside ones are called Paitdca. The
Brahmin caste should live in the Erdhma ard Daive pasts and
the aitisans or labouiers and non-duija castes should live in the
Taiéica part.

* QOutside the village site on the south should be the sheds
for the cattle, on the north should be flower gardens, on the
east should be horses etc., and soldiers and on the west the
residences of austere persons. Inside the village site merchants
shou'd live in the south and labourers should be close to them.
The quarters of brick-makers should Le in the east or north
and near them should live barbers and such other artisans
engaged in various crafts. In the north-west the quarters of
fishermen shoull be situated. In the west should be the
quarters of men engaged in the trade of flesh. The quarters
of oilmen shoul ] be situated in the north, All paits of the
town shoull be supplied with water by means of cisterns,
wells etc. '

In a town in which all the four classes of people live,
the king shsuld have his own residence with its face towards

(81) Indo-Aryan, Vol. I, pp. 556-56 alse Silpaidetzan, 1, 18-K1.
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theseast or north.: On the. north-sast of the. king'n-palace «.
should live dodrya, pwrohila and the ministers .with (sacred).,.
places for fire and water. On the south-east should be, irex .
places (kilns), stables for .elephants, and.the accommodation..
for stores. _
* Beyond this on the east side should .be the Kpatriya-
and the principal artisans etc., dealing in perfumes, fowers,
corns, and (liquids) juice extracts, In the south-east quarters
should be situated house of the dealers in pots, (money-lending)
accounts 1,6, banks and shops of various products or articles.
[n the south-west part should be situated the store-house and
arsenals of arms. Beyond these on the south should - be: the
restdential portion of the citizens, dealers in corn, dealers in
manufactured articles, and heads of soldiers and police, dealers
in conlectionary, liquors and flesh, the residence of harlots and
daficing girls and Vaigyas,”93,

., le‘{ na‘ of x;ér‘ilﬂ#":na!anml’:!finotm mm %2‘ .
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CHAPTER VIII,
Citra-Lakganam.

+The 'new school of Indian Art under- the guidance of
Dr. Abanindra Nath Tugore tries to revive the old system
of Indian painting. They scek their inspiration from - the
specimens of Indian painting as preserved in Ajanta and
Bagh paintings.

It is asserted by some European scholars that there'.is 'no
text in India about painting. This is far from the trath,
In Vignudharmotlaram we have a few chapters dealing with
the science of painting, so also in Silparatnam. The Tibetan

- yersion of Cilralaksaqam is also well known,

About the origin of the science of painting, we get the
following story in Citralaksanpam : In olden

Origla of Palnting. days thegrc wa); a pious kiné named Bha;'aj?t.
Under him, all the subjects were happy and prosperous.
Once a Brahmin came to him crying—'Oh" kirg, there
is certainly sin in your kingdom, or why my young son
will die untimely? Please get my son back from the
other world.”” The King acccrdingly demanded the retarn
- of the Brahmin son from the god Yama, on whose refusal
- & fight ensued. - Yama was defeated. Then came Brahma,
‘the creator, who told the king: ‘Life and death follow
karma. Yama has nothing to do with them. You rather
draw a picture of the Brahmin son.” The king did so.
Prahma put life to that picture and told the king: ‘* As
you have conquered the Nagna pretas ‘(naked ghosts) you
will be, henceforth, known as Nuagnajif, you could draw
this picture of the Brahmin son only-threugh my grace. This
is the first picture in this world. You go to the -divine *Silpin
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Visvakarman, who will teach you everything regarding
eilravidyd."

Thus, according to citralaksanam, the science of palnting
(citravidyd) arose in this world. \We, however, get a differen)
story in Vignadharmoflaram 3 as to the origin of this science.
The rules of eifre were evclved by the sage Nirityana for the
good of the worll. Itissaid by the sage Markandeya: ‘lhe
two sages Nara and Nirdvana were engaged in penance at
their hermitage of Vadari, \While they we:e thus engaged
in practising penances, the apsarasas came to cause hindrance
to their penances. Roaming amorously and cullng fAowers
they were seen by Nariyana, who could easly discern their
purpose. Taking the juice ot a mango tree, which excites
amour, he created the auspicious nymph with charming limbs
by making a picture of her. The damsel, beaut.fully drawn,
created through painting, in that very moment was endowed
with large eyes. No goddess, no gindhirri, no wife of an
asura and no ndgi1 damsel, no woman like Ler was (to be
found) in the three worlds. IHaving seen Ler, all the ten
apsarasas went away in shame, €4,

It is therefore, said that the great sage Nairayana for
deceiving the apsarasas, created the most beautiful woman
Urraéi taking the juice of a mango tree. By means of the
science of citra she was endowed with beautiful form and
became the best apsira. The great sage having thus created
(the art of) citra, with its rules, made the immovable
Visvakarman apprehend it. 08

Thus we get two different versions as to the origin of
eitra-oidyd. One version ascribes the origin to Nagnajit,
while the other one to the sage Nariyani. Whoever may be

(93) Part 1,ch. 120, 1-19,
(94) Btella KramrischemTho Vimudharmottaram p. 28.
98) D,
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the originator of this science, there seemsto be no doubt that
the science of painting was already prevalent in tke Buddhist
period. The king Prasenajit could boast of a picture gallery
where the Bhikkhunis were forbidden to go.

The earliest instance of Indian painting is found on the
fresco in the Jogimara cave of the Ramgarh hill within the
confines of the Surguja State. Dr. Bloch visited this cave
in 1904 and assigned the fresco to the third century B. C.
on the basis of a short inscription in Brahmi character, which
is said to be contemporary with the fresco. Sir John Marshall,
however, puts it to the first century of the Christian era.
The painting of this cave is not clearly visible. Unless one
looks careflully, one cees only a few crude painlings. On closer
examination a few drawings with no colour can be seen.
Evidently, says Sir Jokn Marstell, the fresco has been repainted
and added to by some untutoured hand at a time when most of
its colouring had faded, and these few linear drawings are all
that is left of the original work. It is, therefore, suggested
that this fresco appertains to the early school.98

We may place the paintings of the caves 9 and 10 of
Ajanta to A. D. 100. 97 These are the earliest examples

of Indian painting.
The Indian literature speaks of sixty-four kalds or fine

arts. Of these kalds, the science of citra or painting occupies
a prominent place. In his Kamasutra Vatsyllyana gives
sitra-vidya the fourth place. It is, however, maintained in the
Vignudharmottaram that the science of painting occupies the
first place among the fine arts and can givp even dharma,
kdma. artha and moksa. In whatever house a picture is placed,
it brings good to that house. 93

Cambridge History of India, Vol. I pp. 642643
g;; P:roy Brgwn-lndian Painting, p 27.

(08) wwmt stvd fd, eI
wned oqw & a3 qf aw Afaf@aq wxz (Part 111,
ch. 45).
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According to the Indian Silpaciryas, there are four
classes of painting, namely :— '
"~ (1) Batyam or true to life, in an oblong frame.
(2) Vaintkam or picture with less grandure in a square

frame,
(3) Nagaram or of the citizen, in a round frame.

(4) Mi-ram or mixed.

These types are thus described in the Vignudharmotharam®®,
[, whatever painting (bears) a resemblance to this earth,
with proper proportion tall in height, with a nice body,
round and beautiful is called Satyam. I[l. That is called
Vainikam which is rich in the display of postures, maintaing
strict proportions, placed in an exactly square ﬁeid, not
phlegmatic, not (very) long and well finished. (I That
painting should be known as négaram, which is round, with
firm and well developed limbs with scanty garlands and
ornaments. IV. (Oh) best of men the misram derived its
name from being composed (of the three categories).100

As in Indian literature, so also in painting, there are said
to be nine kinds of rasa or sentiments. They are s—

(1) Sragara or erotic. (6) Bhayanaka (fearful),
(2) Hasya or laugh-exciting.  (7) Bibhatsa (loathsome),
'(3) Karuna or pathetic. (8) Adbhuta (strange).
(4) Vira or heroic (9) Santa (peaceful),

(5) Raudra or furious.

It is the fashion now a days to keep pictures depicting all
these sentiments in the house. But our &ilpdciryas lay dawn
that pictures of all these rasas should not be kept in .the
house. It is laid down by the #ilpa writers: * Pictures :to
embellish homes should belong to #rigara, hdsya and ginia
rasa. The rest should never be used (in the houge) of

(99) Part I, ch. 41, s. 1.5,
(100) 8. KramrischmsViyudharmottarsm p. 48,
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aayene.” It is different, however, with the palace of a2 king
or.the temple of a god, where pictures representing all the
nine kinds of sentiments (rasa) may be kept. According to
the #ilpa texts: ‘ Except in assembly (halls) of kings and
in temples, the inauspicious, (as for instance) bulls with horns
(immersed) in the sea, and men with their hands sticking out
of the sea, whilst their body is bent under water, men with
ugly features, or those inflicted by sorrow due to death and

pity, war and the burning ground, should never be depicted.”

What are the defects of a painting according to the
Indian dcaryas? The Indian &ilpa writer-
Defects of a citra. K . e . K
maintain that * indistinct, uneven and inartic
ulate delineation, representation of the human figure with
lips too thick, eyes and testicles too big, and unrestrained in
its movements and actions, such are the defects of a painting
(citra).” They also maintain that weakness or thickness of
‘delineation, want of articulation, improper juxtaposition of
colours are also said to be defects of painting.

What, then, are the good qualities of a painting from

the Indian point of view? They are said

‘gﬁ:““mﬁ“ f t5 be sweetness, variety, spaciousness of the

back-ground, proportionate to the position of

the figure, similarity to what isseen in nature and minute

exectition. The Vigndharmottaram also says: ‘ Proper position,

proportion and spacing, gracefulness and articulation, resembl-

ance, decrease and increase these are the eight good qualities
of painting.’

The modern writers on Indian Painting often refer to the

six main canons which the Indian artists

8ix ' Jimbs of yged to follow. Those six main canons of

fadian Patnting. Indian Painting are known as sadafiga or

Six Limbs of Indian Painting. This sadanga is spoken of

by Yaéodhara, the commentator of VAtsydyana’s Kamasilra.
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Yasodhara laid down that the artists should pay special
attention to the six main points which constitute the Sadanga

of painting. He enumerates them thus:
T ST ST -1 |
qTeR awTaE £ T e I

Dr. Abanindra Nath Tagore translates the Sadasnga or
Six Limbs thus :

(1) Rupabheda—or the knowledge of appearances.

(2) Pramanpam—or correct perception, measure and
structure.

(3) Bhiva—or action of feelings on forms,

(4) Laranya-Yojanam—or infusion of grace, artistic
representation.

(5) Sadrsyam—or similitude.

(6) Varnikabhingr (Dheda?)—or Artistic manner of
using the brush and colours.

These six canons constitute the main principles of Indian
Art. They were followed strictly by the Buddhist artists,
It shows how the ancient Indians studied this branch of science
carefully. The first ol these canons, Rupatheda, indicates
the study of nature, knowledge of the figure, landscape and
architecture.  The second canon, IPramanam, refers to
anatomy and proportion. The third, Bhéva, points to the
effect of feelings on the forms. The fourth canon, Ldvanya-
yojanam, tiies to infuse grace and beauty to the figure. The
fifth one, Sidrsyam refers to the similitude of the figure with
the real object. The last one, Varnikiabheda, refers to the
correct use of the brush and colours employed in painting.
These are the essential conditions on which the Indian artists
had to pay special attention. We find these canons faithfully
followed in the Buddhist frescoes of Ajantd and Bagh, It is
interesting to note that the early Chinese artists also followed
similar set of rules known as * The six canons,” first
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mentioned in the sixth century A D.101  The Chinese might
have borrowed the canons from India.

In the Sanskrit literature we find several references to the
art of painting. The kings were very fond of painting.
In Kalidasa’s drama Sakuntila we find the king Dusmanta
making a picture of Sukuntals himself as it was bscoming
too much for him to bear the separation of Sakuntals, In
Bhavabhuti's drama U.tararimicirita we find Laksmana show-
ing the pictures of the past lives of Rdma and SitA to keep
Sitd in good humour. From Sriharsa’s description we know
that Damayanti hearing of Nala had the pictures of Nala and
herself painted on the wall.

As regards colouring, the Vignudharmottaram says that
the primary colours are of five kinds,
namely, white, yellow, of the colour of the
emblic myrobalan, black and blue. But the sage Bharata
in his Nutyasdstra speaks only of four primary colours: sitg
(white), nila (blue), pita (yellow) and rakta (red). It is for the
artist to mix these primary colours. The sage Markandeya
says that if the blues are transformed a great deal, green
colour is produced. It is either pure, with an admixture of

Oolours in Painting.

white, or blue-predominating. One or more of these shades
are used as it is suitable to the special painting. Thus beay.
tiful paintings should be made yellowish like the déirrg
sprouts, green like the wood apple and daik like the kidney-
bean. Blue tinged with yellowish-white becomes changed
in colour and of various kinds according as either of the
two (constituents) is present in greater or smaller degree
or in equal parts. For that reason the blue lotus-colour
(wilolpalanibha) appears beautiful when partly shaded dark
like the mdga. By proper selection and distribution of colours
paintings become delightful 102

(101) Percy Brown==Indian Painting, p. 21.
(103) Tbe Visnudharmottaram (Eng. Trans). p. 4.
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Bharata-in his Nabyasdstra speaks also of the combination

of the four primary colours. He says:

frardiaaamEtT: qogan IR o |
ANt qIAw gy T 1 §o |l
RS THEART FY AW S |

A FTERTERAT T/ S 1) & 1
AFTHAAARTHRET T T |

NIRRT genRfray 1 &R 1)

The combination of the white and yellow colours prodiices
pandw (yellowish white) colour, that of white and red produces
padma coloar, that of white and blue produces Kapota (grey)
colour, that of yellow and blue produces the harita (green)
colour, that of blue and red produces the Kasdya (reddish)
colour and that of red and yellow is known as the gasra
(yellowish) colour.108

Indian paintings were sometime executed on walls or
frescoes as in the Ajantd or Bagh caves, or
on board or on canvas. When a picture
is on canvas or board, it is known as Pata. In Pancadaéi we
read how a pitture on Pata should be made. We are told: of
its‘ four stages: (1) Dhauta—to be washed, (2) Ghattita=—
rubbing with rice (3) lanjchita—decorating it with the help
of ink and (4) Ranjita—painting it with proper colours,106

In a Buddhist Tantric work called aryamanjusrimélakalpa
(published: in the Trivandrum Sanskrit Series) we getra

description of Pata. (Vol. I, p. 131.)
’ (103). - Bharata's Natyasdstra, ch. 21. 8. 60-62,

(104) g fawa? ceawea™t @gsay |

quatta fasid aamrem wggay 1 L

qm W agfare Sfean daasqz: ) 2 )

wwa: gutse dhe: sy sigRswirdonm)

TR rfeen: s s wohgoag 1y 1 =r-y )

Classes of painting.
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It says: w@muﬂ&ﬁﬁﬁmu
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A picture (pata) should be painted on a new white ¢loth,
having fringes. It should be two hands long and one .hawd
broad. It may be on (1) cloth (2) atasya and (3) bark of
the tree, which must be pure and devoid of any ‘strimg. It
should be painted on a cloth which is not silken and on octher
things which has been well-described.

It has been asserted by many European scholars . that there
is no Silpasistra existing in India. We have shown how
such a statement is far from the truth. A vast literature
regarding Sslpa has already been unearthed by schélars like
M.M.T. Ganapati Sastri and others. Many other wotks :are
still existing in manuscripts and remain only to be-brought
to light by enthusiast scholars. Many others have falten
victim to white ants and fire.



CHAPTER IX,
Contritution of Indian Art.

We have spoken here of the main principles of Indian
Vésturidys (the science of architecture), pratimalakganam
(the theory of sculpture) and oitravidya (the science of paint.
ing). It is fortunate that these principles have been put into
execution by the Indian artists in various examples of Indian
monuments which are found scattered all over India. \\.lt is a
significant fact that these principles found their way also in
the Greater India. The vast pyramidal temple of Borcbudor,
the magnificient remains of Angkor Vat, the rich monasteries
of Burma and Siam—all point to the spread cf Indian Art
abroad. The Buddhist images of Java, China, Siam and
Burma, the statues of Hindu gods, specially of Ganesa, Siva
and others—all are the examples of Indian art abroad.

The extant monuments of Indian architecture and
sculpture donot go beyond the age of Asoka, the Maurya
Emperor. It is surprising how Indian sculpture and architec-
ture flourished all on a sudden in the third century before
Christ. The excellence of execulion of the monuments of the
Mau-ya period betrays the existence of a pre-Asokan school
of Art, or else it would not have been possible for Indian Art
to make such notable progress in the very period of its birth,

There are very few monuments anterior to the Maurya
period. The only exception which can be traced back to the
Vedic Age is the well-known mounds at Lauriya Nandangarh
in Bihar. These mounds were opened by Dr. Bloch, who iden.
tified them with the Smasdna or the burial mounds of the
Vedic period. Dr. Bloch placed them in the seventh of
eighth century B. C.1¢8

(105) GCambridge History of India p. 616,
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Of the Asokan period we have—the remains of a pillared
hall at Patna, a group of rock-cut shrinesin the Barabar
hills in Bihar, a small monolithic rail at Sarnath, stupas
of Sanchi and Sarnath, various pillars and three statues,
two of which are in the Calcutta Museum and the Parkham

statue at Mathura,

The Sarnath Capital has been described as the product
of the most developed art of which the weorld was cognisant
in the third century B. C.—the handiwork of one who had
generations of artistic effort and experience behind him.’'

During the second century B. C., when the Sungas were
supreme in Northern Iadia, we have the notable Buddhist
stupa at Bhiirhut in Central India. It was discovered by Sir
Alexandar Cunningham in 1873 and the remains have since
then heen deposited in the Calcutta Museum. The gate (forana)
and the railing all round are richly sculptured with the Jataka
scenes or the story of the dream of Maya, or of Jetavana.

Along with this we must take into consideration the
well-known railing at Buddha Gaya and the famous gateways
of Sinchi. The main interest of Sanchi centres round the
Great Stapa with its four gateways, which are also richly
sculptured with JAtaka scenes. In the execution of these
sculptural works, many hands had to be employed, so the style
could not be uniform, * yet there is none of the clumsy, im-
mature workmanship here which we noticed in the inferior
carvings of the balustrade round the smaller stipz and at
Buddha Gaya.’

In Western India, we have many examples of chditya
halls, namely, those at Bhajd, KondAne, Pitalkhor8, Ajanta,
Beds8, Nasik and Karli. The chaitya hall of Karli is the best
and finest of all,
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“The Gupta' Age is'the-glorious period:+in he -history of

Indian Art. Itsaw ‘the-rise of the Sarnath .School, which
produced many-beautiful images of Buddha.

The history of Indian Architecture can also be read -in
magnificient temples of Bhuvanesvara, ‘Puri, and also -of
Southern India with Gopuras and of Bengal.

The svience of Painting also saw its development in the
“peautiful paintings of Ajanta, and Bagh caves. These are -the
contributions:which Indian Art.bas. . made to .the development
of Indian culture and .civilisation.
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APPENDIX II

DESCRIPTION OF

(i) Pratima-Laksana-Vidhanam

(i1) Pratima-mana--laksanam
(1i1) Samyak-Sambuddha-bhasita-

Pratima-laksanam

—
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I. Pratima-Laksana-Vidhanam.

This Ms. belongs to the Visvabharati Library
(No. 1086). It is written on palm-leaves in Malayalam
character. There are 94 folios containing the text
and in each page there are seven to eight lines. The
size is 15" x 1-5." .

The text contains Si/pasdstra as is clear from the
contents given in the colophone. At the end of every

chapter, there is written Y=rgaTT WX HI¥AQ-..except in
the last. Neither the name of the copyist, nor any
date is given.

The colophon of contents is this :—

L1011 ORI R (Pageisreferredto)
TFaANA-... .
- 1o £ (R |
L 1. [ PTOTTTSUURRRRN R0
Tt S L}
TR %]
TRy . Q&
¢ (0 (£ (RUSUURUNRNRRUURRNN {1
THEEGAA .o ceevvnennnnn Q&
TTATAW- ... oeeevnnnnnnnn RO
‘ﬁmﬁio
QAW veeevenencnnnnn QN
qHRI
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Here the colophon suddenly stops. Next comes
a blank leaf, after which begins the text with ¥ft in the
left margin :—
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It ends thus:—
+ et qT -
VAT HISRTas JARTTIH, HTH |
After this text is a blank leaf. Then follow four
other written folios which begin -thus :—
w0 o af |
Some leaves of this text are certainly missing as
the first line begins with the middle of a letter in the
middle of a sentence, thus:—

e Rroa T e ¢ etc.

This part of the Ms, seems to deal with'the rules
about temples, because at the end of the chapter we

have: ,
"et&rmwmmuﬁﬁmu

After this beging the chapter on Prasma-lakea-
pam from which we quote a few lines :—
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Il. Ms. of Pratima-mana-laksanam.

A copy of this Ms, has been presented to the
Visvabharati Library by the Nepal Durbar. Its
Tibetan translation also exists. It begins thus:—

TR I

WT (e TR ST LA |

S#% Feqaglfn: s |

It ends thus:—
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I11. Ms. of Samyak-Sambuddha-bhasita-

Pratima laksanam.
This Ms. is also from Nepal. Its Tibetan trans-
lation also exists. It begins thus i—
Wy g7
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Its ends thus:—
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text edited with an intro., notes and English translation by
Dr., F. W. Thomas, M. A. Liabrarian, India office together
with an Historical Introdactory Remarks and Indexes by

Pt. Bhagavad Datta, B. A., Supdt. Reseach Depty. D. A.
V. College Lahore. Price Rs. 2-8.0,

2. Jaiminiya Grhya Sutra or the domestio cere-
monies according to the ¥ehool of Jaimini. Original text in
Dovanagari Character edited with extracts trom the original
comm. Subodhini, list of Mantras, Notes Introduetion and for
first time translated into English by Dr. W, Caland, M. A.,
Prof. of Sanskrit in the University of Utrecht, printed
on best ivory paper, cloth bound wit gold letters. Rs. 6-0-0.

3. Aryavidya Sudhakara. Ora history of Sans-

krit Literature, Composed by Yajneshwar Chimana Bhatta
the same edited with various new notes by Mahamahopadh-
yaya Pt. Sivadatta Kudala, Hd. Pandit, Oriental College,
Lahore. Printed on best Antique Paper, Cloth Bound with
gold letters. Price Rs. 8-.

4 Kautalya Arthasastra. The Old-Indian book of
secularlife and political science. Original text prepared with
the help of munich (German mss:) & all other sources
available, edited with an extensive historieal introduetion of
47 pages & notes in English by Dr. J. Jolly Ph. D. prof.,
Warzberg Univ- aud Dr. R. Schmidt, together, with the ancie-
nt original Sans. Comm. of Madhva Yajva complete in 2 Vals.
Best paper. Price 10-0-0 Ordinary paper RsS 0.2 (for both Vuls).



5. Nilamatapuranam. Original text edited with
au English Preface, an index to the verses and 9 English
appendices by Prof. R. L. Kanjilal M. A. Vedanttirath and
vidyaratana and Prof. J. D. Zada, Shastri. M. A.,, M O. L.
Cloth bound with gold letters. Price Rs. § 0-0.

6. Atharvana Jyotisam or the Vadanga Jyotiea
of the Atharva Veda, Original text edited for the firat
time by Pt. Bhagavad Datta B. A. Prof. of S8anskrit and
Supt., Research Deptt., D. A. V. College Lahsre. Ans-8-.

7. The Dathawamsa or a history of the Tooth.
relic of the Buddha. Original Pali text in Devanagri ch. edited
and translated into Euglish with notes intro. ete., by Dr.
Bimalacharan Law, Ph. D. M. A., B. L., together with a fore-
word by Dr. William Stede, I’h. D., Joint-Editor, P. T. S.
Dictionary &mted on best ivory paper, ¢loth bound with
gold letters. 1924, Price Rs. 5/-

8. Jaina Jatakas. or Lord Rishabba’s Purvabhavas
Being an English translation of Book I Cante I of Hemaeha-
udra’s Trishashtisalakapurushacaritra and narrating tbe
twelve previous lives of the first Tirthankara Rishabha, ori-
ginally translated by Prof. Amulyacharan Vidyabhushanas,
rev:sed and edited with notes and introduction by Banarsi
I'ass Jain, M. A. Printed on best antique paper, cloth bound
with gold Jetters. Price Rs. 4/3.

9. Damaka Prahasnam. Anold play inone aet.
Edited with text and English translation by Mahopadhyaya
Pandit V. Venkataram Shastri Vidyabhushana. Prive As. 6.

10. Satapatha Brahmana.intbhe Kanviya Récen.
sion. Edited for the firet time by Dr. W. Caland M. A. Frot-
féxsur of Hanskrit, Utrecht University. ¥ol. I Bouand in
eloth with gold letters, price Rs. 10/,
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