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LA GUPTA HEAD: A FRAGMENT.
By THE EDITOR.

HE art of the Gupta period is justly
regarded as the classical phase of

= Indian Art. In the domain of
sculpture, the “joyful affirmations” of
form of the magnificent * primitives” of
the earlier Mathura school give place, in
the Gupta era, to self-possessed and exu-
. berant forms definitely accepted in crystal-
lized formulas—not of dead forms-but
marked by the rich flexibility and expres-
siveness of a fully developed classical
tongue, learned and organized, but yet
richly expressive. In the mid-Gupta, if
not in the early Gupta phase, sculpture is
almost a plastic parallel to the grace, rich-
ness, fluency and effulgence of the poetry of
Kalidasa. To cite an example at random,
the dreamy voluptucus figure of an
apsaras (in the Gwalior Museum) (1) with
her waist marked with trivalis, suggestive
of the ornate iconography of Indian ero-
tics, is almost-an excerpt from a stanza of
Kumdrasambhava. Both in Buddhist and
Brahminical phases, Gupta sculpture is
marked in the rich energy of its form as
well as contents, with a curious fusion of
_antithetic qualities, a_peculiar mingling of
the abstract with the sensuous, the pas-
sionate with the reserve and the reticent.
Even the images of Buddhas ars incarnated
in a facial expression which has a quality of
spirituality akin to voluptuousness. These
antithetic, almost contradictory, phases
have been explained by a philosophy which
regard the sensuous as the legitimate gate-
‘way to the regions of the super:sensuous,
the five senses being regarded as ¢ the
-chief inlets of the soul,” the experiences of
e e e -

= (l)r Fig. 173, Coomaraswamy : “History of
Indian Art”

ﬁ_mte existeqce being interpreted as revela-
tions of the infinite. Forms of spiritual and-
sensuous conceptions, alike, are interpreted
by an identical formula.

The magnificent fragment of a head
(Frontispiece), evidently of the Gupta
period, wrenched from its text offers a
conundrum which it is not easy to answer.
Is it a heavenly nymph—an apsaras—with
her wavy wringlets of hair, or is it a
young dwarapala in its round, boyish
chubby face? Its half closed eyes and its
submerged “illegible smile” have all the
dreamy introspection of the face of a
Buddha.  The horizontal line of the upper
eye-lid, the subtle outline of the eyebrow,
and the soft indications of the outlines of
the lips are merged in a delicately rounded
form, very sensitively modelled, having a
latent and a reserve power of expression
which lends to the face a depth and a con-
centration which is hardly ruffled by the
gentle breath of smile playing on its sur-
face. The horizontal lines of the eyes,
giving a peculiar slit, and the conventional -
ized wavy formulas of the hair, in stylizée
decorative curls, are significant details
repeated in T’ang sculptures. . They are
obvicusly derived from Indian models as
the evidence of this important find amply
demonstrates. Its fully developed and
highly flexioned form and its close proxi-
mity to some phases of T’ang sculpture,
attribute to the piece a date very much late
in the Gupta period, somewhere about the
early seventh century, representing Gupta

 sculpture in the pinnacle of its perfection.

We are indebted to the courtesy of Mr.
Heeramaneck, the owner: of the fragment,
for a photograph specially taken for
Ripam and reproduced in the Frontispiece.
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IL—INDIAN SCULPTURE®: A REVIEW.
By ANANDA K. COOMARASWAMY.

T should be normally the case that art of our
own time should need neither explanation
nor justification. In what we think of as

great periods .of all;t t(;e?llype:‘:iodsof:dm?t

energy, recognized by their record preserv: Jn
works of art), this held good, bem.me ‘the_ 9rtu‘t

was not thought of as a i divid

limited in the opposite direction, by the very fact
of indifference to subject and formula. The
archaologist, on the other hand, may be interested
only in iconography and dates. Finally there are
the sentimentalists who like what they call exotic
and mysterious, forgetting shnt Oriental art is

exploiti; personal sensibilities or pursuing a
permnt:l‘gideal, but as a skilled craftsman whose
profession it was to set forth certain themes, for
the clear and repeated presentation of which there
was felt a 1 ity, such it

y only to their ignorance, and was
originally regarded as i simple and
matter of fact statements.

Apart from these, why should a man of plain
intelligence, not himself professionally involved,
nor suffering from peculiar sensibilities, be in-

usually inhering in_th of life, commonl

d inﬁany unfamiliar art, such as that of

termed religious. Now, on the contrary, _the
artist himself is expected to be a person especially
gifted, who must choose his own themes, exp!

India? Because at the present time, at the close
of a cultural cycle, and in an age of transition, a
e 2

them in a language peculiar to himself (if he is
“in advance of his age”); and if, after a life
devoted to these egotistical aims, he dies of
starvation, he may expect to be canonized as a
genius,

Two other causes of the present unpopularity
of art may ioned. First the lar con-
ception of art as constituting, not a comprehen-
sible 1 h ith to thought:

mn history is altogether normal;
when all traditions have broken down, we can
only envisage the growth of mew traditions, we
can only understand what is going on, when we
realize that bl 1| have already
passed through their stages of youth, maturity,
decay. When this is understood, those who des-
pair of the present may take comfort in the
thought that a classical dition must inevitabl

and feelings, but as a mirror held up to nature,
the observer feeling offended if he cannot always
ise the pl faculty of ition; much
as if he expected to recognize in music the actual
sounds and sequences of sounds familiar to the
ear in daily life. Second, in the opposite direc-
tion, the insi: many d thetici
on the umi ance of subject-matter, and the
sole validity of esthetic pleasure derived from
forms and colours abstracted from all associations
or meanings. Thus the plain man does not know
what even the art of to-day is all about, and on
the other hand he is annoyed by the fact that
what he is told to admire neither deals with
matters of interest to him, nor cor ds to

at some future time; but those are more
vitally a part of the present, who have become
aware of it as a man becomes aware of his youth,
and enjoys it, although equally aware that it will
be foll d by ity and by decli

It is by a natural and normal instinct that
we turn to record and to appreciate past values
at the very of their immi disapp
ance (India, for example, is the last surviving
province of the ancient world). If we no longer
live by these past values, we cannot afford to for-
get them; loss of memory is equally disastrous
to individuals and to groups. Intuitively aware
of the future, of culture now only possible as world
gul!m-e, and of the fact that a world culture,

appearances of things he has himself seen.

It is no wonder that he finds the art of
another age and race still more unintelligible.
Even that of medizval Europe, although its

themes are Christian, and thus theoretically-

familiar, is strange to him; still more strange is
the art of a country like India or Egypt, where
both matter and language are unfamiliar. For a
very small group of professed @stheticians,
indeed, whose approach ‘is purely msthetic, the
situation is different; but here experience is

ary ” its ch may be,
could not be born without inheritance of tendencies
that have been the particular determining forces
of pre-existing civilizations, we feel an imperious
instinct to know what men have known and felt
in past ages. Historical studies then, the investi-
gation and theoretical enjoyment (history is both
science and dramatic art) of past human experi-
ence, are not activities of idle curiosity, but essen-
tial to self-possession, to any kind of life not
merely functional, not altogether blind. The best
key to history in this sense lies precisely in those

(1) Ludwig Bachhofer,
London, Pegasus Press, 1929.
from which the Engl
sity of Munich,
rung der Gandh

There is

Plastik, Neubib

Indian  Sculpture, 2 vols., pp. xlvi 137, and 161 collof plates.
is also a German editi e 5 i

lish is evidently translated. (Dr. Bachhofer is a Privat-Docent

tion, Die frahindische Plastik,

t at the Univer-

Germany, and has previously published a smaller work entitled Zur Datie-
%, 1925; Eine Pfeilerfigur aus Bodh-Gaya, Jahrb. As.

K'umt, I; 1925; and Eine Bropzutatue aus Sudindien, Pantheon, February 192§.)



h'::hwedecthduafbe works of art,
' experience. g -

products |

‘_hmail_gbcﬁvituy 1ust not be

4, they must be visualized as havi
% ;uguries, but necessities; fel:‘hs v::gt'be;;
gmle., equally by pr hu b h

¥ oy Yy m
princes, or by rulers of vast ires, that is to
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in Indian Maurya and Sunga art, I have pointed
out elsewhere that these are really the cf:n.m
of, and not ' contemporary, borrowings from
Western Amtu: art, and their idiosyncratic
gl;gracter is*evidence enough of this. Moreover,
if the art preceding Asoka did not already possess
the motifs recognizable in Maurya and Sunga art,
tlAnc pre-Maurya art must have been of some
ge an L

, by - men engaged i

ology had once an interest as absorbing a
pertinence to daily life at least as great as that
which we now find in sci in the I lysi

s

i othing but our
p '.’ d with a h though still deficient
in visual iconography. We must realize that
was not originally a kind of uphol.

but a deliberate incitement to more Shimiant
energies. :

 In dealing then with historical sequences in

works of art, .we are primarily concerned to

. explain their actual necessity, just why they are

they are and could not have been otherwise.

‘he impartiality nnpl?;ed upon us by t!xi.s scie:ltiﬁc

3 o n the al |
of living. We must realize, lgliﬂg that

grown up,
5 1 1

st 1 kind, unable to perpetuate
itself even in a country so governed by tradition
as India. It is unthinkable that Indian art began
with a cleun slate in the third century B.C., and
fx_'orn this point of view the recent Indus Valley
discoveries cannot be said to be surprising.

The early terra-cottas are scarcely mentioned,
and the Lauriya-Nandangarh gold plaque of the
nude goddess is treated as almost unique, though
actually the form occurs not only very commonly
amongst the ‘early terra-cottas, but also on the
stone discs from the Bhir Mound and Sankisa.

Then “ In the third century B.C. the darkness
shrouding the history of India begins to disperse.
Only later, when the great religious systems had
the sense of the Indian people for

method of approach has 1 value;
for we cannot judge another culture by our own,
‘we can only estimate its perfection in terms of the
degree to which it realizes its own tendencies, and
becomes itself. First of all we must make its
meaning clear, for this, and not a vague aspiration
for the beautiful, was the. immediate cause of its

duction; ing has ted rshape (icono-

b

graphy), ‘and r
unfamiliar shapes will still appear to us as
arbitrary, quaint, or *exotic.”. Secondly with
respect to form (ssthetic quality) we must
of vitality grace, in order
that the movement within the given historical cycle
may be realized, and given culture comprehend:
as an organism. In other words we have to speak
in ;.lze first place of significance, in the second of
style. X 5
" Dr.  Bachhofer’s really ‘remark‘able a.nd
important work, which covers the critical period
in the history of Indian art, i.e, the half millennitm
from AZoka to the beginning of the third century
AD. approaches. the subject mainly from the latter
point of view; it is a study of stylistic develop-
ment, so carefully undertaken that we are bound

to treat the conclusions reached as relatively .

secure, notwithstanding that the precision of the
dating seems at times a little daring. K
is at some disadvantage in ignoring. everything be-

création was awakened. The impulse
came from outside * * * from Persia” Are
we to understand by this that from Persia came
the motivation of the Indian devotional theistic
systems, which determine the subsequent develop-
ment of Indian art? The author naturally does
not mean this; but is referring only to those
technical peculiarities of Maurya art which have
usually been referred to Achzmenid influences;
for example, “the bell-shaped capital comes from
Iran, as does also the technique of imparting a
lustrous polish to stone” But as has been pointed
out by Chanda, Mem. A. S. ‘I,30,p.29, and
now again by Bachhofer (p. 5), the lotus capital
(we may as well call it by a name that really des-
cribes it) and monolithic columns of India are very
different from their Persian analogue, and it is

‘far easier to suppose that both are developments

from older .solirces common to both, than to sup-
pose _that one was borrowed and deliberately
altered in the third century; I have myself shown
(Eastern Art, I, 1928, p. 179) that the cosmic con-
cepts underlying the use.of the lotus as a support
are already present in the Vedas. The trouble that
always results from a too ready reliance on
“foreign influence” is that the said influences
explain too much, and would in fact force us back
on to an untenable “clean slate” assumption,
Can anybody seriously doubt that wooden “bell”

itals, and others with addorsed animals,

fore Asoka, since after all, the f tal motifs

and qunlit;:s of Indian art must have been estab-
ished long before his time, and he overlooks the

fact that Asoka himself speaks as thougl

of the columns on which the Edicts are in:

had existed before his own time.(2) _\Vlﬂ: regard

to supposed Mesopotamian and Persian elements

_(2) Sahasram Edict: “ Where thertmsione
im*é(..)t * % there cause to be engraved.”

»

h' some '
scribed

existed in India before the time of Asoka? The

hni of polishing sand: may perhaps be
of foreign origin; but we must remember that the
Indians were expert in polishing small hard
stones (gems) and even in working sandstone
(Bhir Mound and Sankisa discs) . before Ai'oka.
It is to'be bome in mind, too, that the Indians,
when they first used stone, *began not like the
Greeks ~ with marble, ‘but very hard
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sandstone: it may very well be that the whole
development had something to do with the inven-

tion of steel, which was certainly known to India .

in the second century B.C. but may not have been
very much earlier. :

With to the Patna Yaksas, when one
reads that ¥ With laudable national sentiment, an
Indian has endeavoured to assign several sculptufes
to the fifth century B.C.” one is obliged to smile,
not only because Mr. Jayaswal has as much right
to be regarded as a serious and disinterested scholar
as has Dr. Bachhofer himself, but still more !:e-
cause, as we learn from the notes, the refutation
of this view was made by Ramaprasad Chanda,
with whom a majority of Indian students, myself
included, are in agreement, and we are not in-
formed as to whether this lack of national senti-
ment (?) on our part is laudable or otherwise!
One is reminded of M. Foucher’s method of argu-
ment, by reference to “engouement d’esthéticien
ou rancune de nationaliste.”

Obviously, the art of the Ajoka columns, as
art, is more mature than the art of Bharhut, a
century later. The explanation '‘by means of
Grzco-Bactrian art (of which we know nothing)
may be dismissed, in the words of Rostovizeff,
as a futile attempt to explain ignotus per igno-
tium. In all probability, however, some Western,
probably. Achemenid, influence is present in the
Asokan art; but there is also a psychological
explanation to be found in the fact that the
=sthetically late and naturalistic Mauryan art is
already vieux jeu, and ‘for this reason it
soon loses what intrinsic energy- it still possesses;
-whereas the art of Bharhut and the subsequent
development to Amaravati represents a popular,
almost a folk art, with deeper though less culti-
vated roots.(3) 1

This latter is an zsthetically primitive art in
the full tide of -adaptation to the expression of
new ideas, and exhibits cor dit lities at
once more vital and less sophisticated. 'Bachhofer
interprets it .in a quite opposite way. “One
notices throughout how a highly developed art,
mastering all the devices of plastic creation, is
being adapted to a new and simple level of con-
ception” (p. 10). The five early Yaksa statues
dre said to be “closely related to the animal
capitals of Aéoka”; so far at least as the Sasci
capital is concerned, I cannot see this.(4) But
then, I think the Parkham figure, which Bachhofer

(3) It has almost as much to do with Yaksas,
Sri,- and the water. logy as with Buddhi.
itself; its patrons are not only kings, but also as
the inscriptions attest, the common people.

(4) As Bachhofer points out “the Hindu feels
the volume of things with extraordinary i ity,”

calls clumsy, is infinitely superior as art to
Sarnath up'ihl, though the latter belongs h:h:

very much more mature kind of art. o5
The term rapa-bheda, introduced in connec-
tion with the earliest sculpture, though really we
have authority for the term only in the twelfth
century AD, is misunderstood; it means “the
distinguishing of ideal types,” or in other words,
“iconography "—not the separation of the parts
of a single figure. The inorganic relation of the
parts of a figure or composition, discussed on
page 18, so far as it occurs in the early art, is a
primitive quality, and as such certainly quite over-
come by the time of Amaravati; so far as it occurs
in the later art, as has been so admirably pointed
out by Zimmer, in Kunstform und Yoga—
(a work which Bachhofer has evidently not
“come across”) it is a consequence of the Indian
le of visualization, which invol an ideal
unity rather than organic relationship of parts.
Indian art is not c d with i
but with statements.
The five toranas at Safici are assigned to
the period 50 B.C. to 75 A.D., and this is called the
“golden age.” Personally, I would not exclude
the late reliefs of Amaravati about 200 A.D., from
this designation; but Bachhofer seems to feel that
Indian sculpture is becoming rococo even before
the Gupta period. At Sanci, “the art is dis-
tinguished by a keen interest in worldly things
rather than by a deep understanding of the pes-
simistic truth of salvation for the purpose of which
these legends were after all intended to be made
manifest to the people. There is a keen delight
in existence and in all things mundane which is un-
known, nay, has b impossible to it
generations. The delight taken in reslity is a
trait characteristic of the entire early Indian plastic
art, but the stream is now running clearly a;nd
rapidly; it is no longer impeded as in the begin-
ning, nor is it so rapid and precipitate as at the
end of its course. Man is conceived to be happy
and beautiful. The human body now appears as a
beautiful and harmenious union of the single
parts, izing their functional values; it is a
well-constituted mechanism.” Everyone will agree
with the eulogy of the figures of donors at Karli:

repr

* “Man and woman stand here one by the side of

the other, truly noble vessels of a free and. pi
humanity, heroic bodies full of strength and self-
assurance. If they are not gods themselves, they
at least challenge with their happiness the celestial
ones.” Or, as I have myself said elsewhere “ these
human figures have all the perfection of animals,
and at the same time the intelligence of‘man.”

it ‘is said that “this period knows
othing of rlepth-extensi_m? in a spacial sense, and
s

but it is claiming far too much to say that “for
more than twenty centuries the strong feeling for
the cubic has” persisted in Indian sculpture.
Indian sculpture aftir the Gupta period, whatever
its merit or/ may be, is hardly ever plastic.

- the other,” not onl

1t !

bodies or groups
bodies either in

of

juxtaposition or place one behmd
y is the extraordinary spacmll
quality of the older reliefs at Bhaja overlnokﬂ!.'
but, I think, the p i one acct
‘to modern scientific perspective must be infi

ed.







I might call it an inside view. Besides
B e ey
which the Amaravati sculptor shows an extra-

’uﬁngryeugrehemionufmhmﬁggn,m&-

for the
3 &
abhiniskramana relief now in the Metropolitan
Museum of Art, New York. Incidentally, I cannot
see that the Amaravati representations of stupas
show evidence of inner and outer railings, but only
of ane railing, and a d d plinth or b: of
the stupa itself.
e Apointofi:erestisthunwf;;‘theumd
time we are ab) to recognize a stylistic corres- .
pondence of Northern and Southern art for which
we have hardly any positive evidence during the
ﬁmunturysnd-halfoftheulrhﬁanen.
Before proceeding to the discussion of the art
of Gandhara, Bachhofer remarks “The trend of
early Indian plastic art from Bharhat to Amaravati
must be idered as a 11 i

y
growth, as an organic development carrying its
goal in itself” How great, then, is going to be the
importance of the Hellenistic art of Gandhara for
the fature development?

The vexed question of the origin of the Buddha
image is treated at considerable length and to a
large degree from ‘an original and independent
point of view. The discussion falls into four
parts, (1) concerned with the dating and develop-
ment of the. Gandharan (Bachhofer writes
Gandharian), Buddhas and Bodhisattvas, (2) the
development of the Mathura Buddha-Bodhisattva
type, (3) where the question is raised, at what
point can a contact of the two styles be recognized,
and what did it amount to; the scheme of the book
does not permit a full treatment of the question,
and (4) what elements prevail in the final Gupta
and medizval Buddha formula,

Before taking up this subject, a few preli-
minaries must be disposed of. Bachhofer takes the
date of Kaniska as A.D. 78, whereas I accept the
AD. 120 of other scholars, or more recisely the
AD. 129 of Konow and van Wijk. is does not
much affect the problems (2) and (3), since the
question here is one of relative rather than absolute
dating. It affects the first problem to this extent,
that the antedating of Kaniska makes it easier to
assume a continuity in Gandhara from the Bimaran
reliquary onwards, whereas if we take Kaniska as
AD. 129, and interpret the Gandharan dates as
Konow, for example, does, then the Bimaran
reliquary is left in an isolated position a hundred
years before any other Gandhiaran Buddha figure.
It should be understood that in what follows, the
dates quoted are those of  Bachhofer when not
otbe;wi:e stated. ;

f as regards (1) T am not Pprepared to a;
with Bacbhofer, I may be wrong, but the deugnr:
on this point will not essentially affect (2), 3)
.ind (4),(8) ie., the problem of the source of the
e MRS T

cETa T ool the
(s)A.-lma,iiainmeAanﬁn,lx,
1927, reprint, p. 33. s

i

- Kadphises (there

anywhere.

If, as Fleet thought, we have to do with the
Vikrama era (which he erroneously connected with

iska), which is the one apparently employed in
the Dharmarajika silver scroll (Marshall, Guide
to Taxila, p. 58) we get the dates A.D: 260, 326
and 337; or if we follow Konow and take van
Wiil’s era of 84 B.C,, then A.D. 234, 300 and 315
for these statues. These dates tally well enough
with that of the recently discovered Charsadda
(Mamane Dheri) figure dated 89, certainly in the

aniska era, and therefore A.D. 167 or 218, accord-
ing to how we date Kaniska himself.(9)

Then we have the significant fact that the
Scytho-Parthian and early Kusana strata at the
Dharmarajika site have not yielded a single
fragment of Graco-Buddhist sculpture; nor has
any been discovered at Sirkap, which was in
occupation until’ the first part of the reign of
is anyhow good coin evidence
that the Hastnagar figure is not earlier than
Kadphises).

(7) Ancient India; p. 47.

(8) Die dltesten Buddhadarstellungen,
Miinchner Jahrb. f. B den Kunst, V and VI,
1928-29.

(9) For the whole problem, see Konow and:
van Wijk, The eras of the Indian Kharosthi
inscriptions, Acta Orientalia, III; ‘and Konow,

in Beitrag zur Geschichte des Buddha-
bK'-L,Id“, Sitz. Preuss. 3k 3 \Vfiu.;. me:IMJIA
1928. my Origin of the Buddha
image, Art Bulletin, IX, 1927; and Scherman,
loc. cit. supra.



Excavation has proved no mo
Buddha figures must have :e lxttt]lle.ll be:::
the time of Kaniska; the negative evidence sug-
gests that it was not long before his time. All
are agreed that the Gandharan school was flourish-
. ing during his reign, and, of course, sub 1

of a century ending AD. 127 as the time
during which the purely Indian type prevailed,
and during this time, as pointed out by Bachhofer,
no trace of Gandharan infl can be ized
elthel;- in lt)ge or .iconggnphy; the already exist-

Then B‘lcllhl)fﬁl‘)! (:lflterpretation involves the
i E

ing and Bodhisattvas

nai " _' wn to or i d by the schools
of during nearly a century and a half !

Al ssity a of
Gandharan art in the second century A.D,, followed
by an archaising renaissance returhing to the ideals
of the ﬁrst.centpry; and this is a little difficult
to accept, especially when we reflect that some
n_thersl (g.g.! Mars‘lnll. C.H. L, L, p. 648) have

it imp _” to blish any stylistic
sequence in Gandharan art(10). Per contra, it is
fair to say that Bachhofer brings together a good
d.eal' ‘of evidence showing a rather frequent asso-
ciation of coins of Azes with Grzco-Buddhist
s.cnlptures, and this observation cannot be too
lightly brushed aside, even though it contradicts
the 1 evid: of the ions as inter-
preted by Marshall. It might also have been
argued that the completely developed form of the
Mahayana sitras t lated into Chinese in the
first century A.D. seems to imply a corresponding
f Jation of Mahaya i hy towards
the beginning of the same century. On the other
hand it is hard to believe that Gandhdran Bud-
dhist sculpture could have existed for a hundred
and fifty years before it had any effect on
Mathura at all. Evidently, the dating of Gandha-
ran Buddhist sculpture cannot be regarded as a
settled question.

This remarkable conclusion is the only one
to Bachhofer on the facts as stated, r i

With the Anyor Buddha (Plate 83) of the
year _51, AD. 129 according to Bachhofer the
situation changes; similar to this are the Sitala
Ghati figure (Plate 84) and many others. Here
we get the drapery treated for the first time as
if it possessed some substance, and covering both
shoulders; figure reliefs appear on the pedestal;
the lions of the throne are shown full face and
with open jaws. It is then “only in the year 51”
that Gandharan i can be ized at
Mathura: “This ively late date of the
North-Western infl upon Mathura
at the first glance rather disconcerting. But the
testimony borne by the inscriptions is irrefutable.”
The same conclusions had already been reached by
Codrington (Ancient India,p. 47) and by myself
Art Bulletin, reprint, p. 32) “it can be recog-
nized in the middle Kusana period.”

The question (4) of the further development
is not altogether ignored. Starting from the
position that only after A.D. 127 Gandhara
exercised any influence over the religious sculp-
ture of Mathura,” the nature of the influence is
i d. mainly in the treatment of

In what follows, however, it must be r
bered that Bachhofer assumes a beginning in the
first century B.C., and long before the appearance
of any Buddha figure in India; this Jends a certain
piquancy to his solutions of (2) and (3). The first
dated example of the early Mathurad Buddha-
Bodhisattva type is that of Friar Bala’s image at
Sarnath (Plate 79), of the year 3 of Kaniska,
AD. 81 according to Bachhofer. Closely related

_to this are the Katra (Plate 81) and Anyor seated
images, and numerous other fragments. One of
these bears a date equivalent to A.D. 117, and a
Jain figure in the same style falls in 121 This
gives us the years 81 to 127, du.r'injx w;l:lch the in-

t app

the hair and of the drapery. We have already
spoken of the latter. As to the hair, for a short
time we find in Mathura a type with abundant
hair knotted on the crown of the head, as in
Gandhara. This soon gives way to a type with a
conspicuous rounded wusnhisa -bump covered with
short curls. This in turn finds its way to Gandhara,
and continues there to flourish side by side with
the older Gandharan long-haired type. Foucher’s
interpretation of the spiral hair is thus rejected in
favour of a Mathura origin.

I still cannot feel, however, that Bachhofer’s
understanding of the Buddha coiffure problem is

lote. He nowhere acknowledges that

dependent Mathura type preval . it
is not at all likely that the image exported to
Sarnath was the first of its kind ever made, so
that we may very well take the three quarters
TR S e S R

(10) In this connection it seems to me worth
noting that out of thirty-two illustrations repre-
senting Gandharan Buddhist sculpture, one is
assigned to the end of the last century B.C., nine-
teen to the first and second centuries AD, two
to the third or fourth, and eleven to the fourth
and fifth; what is the cause of the almost total
lack of illustrative material from the third century,
when certainly Greco-Buddhist art was flourish-

ing ? , 3

- made entirely

usnisa originally meant nothing but  turban,”
and certainly not a “bump ” at the time of the
first lists of laksanas. He assumes that the head
of the early Mathura type is bald, with a
single lock wound spirally round a small ctmir{l
asnisa, and this again seems to me quite implausi-
ble, for the thickness of the hair is clearly seen
all over the head, and the projection is evidently
of hair. Besidés, the question of
whether or not the Buddha’s head should be re-
presented as bald could hardly have arisen at any
jod, in face of the %e!d z:adition that when the
hair was cut off, two inches remained; and that
this hair remained ever afterwards of that same
length, curling to the right. I have tried to show ,

]
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1 e Han enfirely
new Buddha appeared, his head was covered with
snail-like curls, and he was arrayed in a garment
thrown only over the left shoulder.” “In this
shape the Buddha coming from his home in
Mathura conquered the South.” ' All the Buddhas of
Amaravati have spiral locks. Very few have both
shoulders covered, and both types occur side by
side; but the fact that there are any of the former
kind and some of both shows that there must have
been contact with Mathura about the time when

were current in Mathura, ie., between 129
and 142°A.D. l,Am'l further, the Am;rnnmgl Bﬁg:.l-m
drapery, whether covering one or o1 s,
retains that aspect of lhiclgiess and soliiity,lrrhich

is ome of the most disti marks of

begins

Mnenee.Afewyuuhtngnthwiopmly
returned to its old ideals. It was then that

d that ch istic trait of the Buddha
head which was destined to conquer the whole of
India and to prevail even in ara, viz., the
spiral, snail-like locks put over the crown of the
head and the wusnisa.’’

The 161 plates, admirably reproduced in collo-
type, illustrate for the most part already well
knuwnpiecea,bntinsomeammonec,andin
others new and better photographs of known
pieces, Enchplnteiahmdwithnﬁuuegiving
a brief description of it; but in very few cases has
Lhespnceanﬂnblebemnﬁlizedtogiveafuﬂ
account of the object illustrated, and it seems
worth while here‘ to add a few notes and make a

‘ew cor i ing the plate b con-
secutively.
Plate 11, Park} Yaksa: ref to some

other readings of the inscription would have been
desirable, and to the existence of a similar figure
at Deoriya. Plates 15—45, Bharhat and Bodhgaya:
tlael use of an unfamiliar and largely inaccurate

influence; .and since in the North a return had
soon been made to the purely Indian ideal of thin
schematic folds, 'we have a further proof of the
derivation of the South t from Mathura

1 is to be regretted—
“hedge ” and “ jamb ” for railing and railing post,
and “beam” or “roof-beam” for coping, are not
really English, and “tondo” for medallion is

ype
precisely at that moment, about 129 A.D., when the
Gandharan influence was there first and muost
strongly felt. 3
In the North, the history of the Buddha figure

is not carried beyond the splendid figure from
Bodhgaya, Plate 89, in which the treatment of the
drapery illustrates the return to purely Indian
conceptions. This figure, called a Bodhisattva in
the inscription, is dated 64, which is read as of the
- Kanigka era, making A.D. 142, or according to the
later dating of Kaniska A.D. 193; however, accord-
ing to Ramaprasid Chanda (in A.S.I.,A.R.,
192223, p. 169) the Gupta era must be ass:
making A.D. 383-84, and I agree with Scherman
that the plastic quality of the features is early
Gupta. It would be attractive to accept the earlier
date, and to assume that this Buddha figure was
enshrined in the Great Gandhakuti of the
Vajrasana (the “ Mahabodhi” temple) when first
erected, perhaps in the reign of Huviska, but I
fear we cannot do this. -

" To resume: according to Bachhofer “No
doubt that the Buddha representation of Mathura
has nothing to do with the North-West”: a
further proof of this appears in the dogmatic con-
hsim nf Buddha.-Radh:, at Matl = “d

; as regards Bharhit, it is much to be
regretted that Barua and Sinha, B harhat inscrip-
tions (1926) was not consulted.(12) Plate 21,
Sirima Devata, ie., $ri or Laksmi. Plate 23, the
story of Erakapatta could have been more
accurately cited from the Dhammapada Attha-
katha (for translation, see Harvard Oriental
Series, 35, p. 56: the Buddha—there represented by

“in

. the sirisa tree—is Gautama who was residing

a grove of seven sirisaka trees near Benares”);
on the inner side, centre, not only the Eastern gods
are represented, but those of all four quarters,
only the fourth inscription being lost; on the same
panel, lower left corner, Mara is represented
seated “writing on the ground,” see J. R. A. S5
1928, p. 392(13); the inscriptions beside the so-
called donors on the edge are neglected—the
upper of these reads Kamdari Ki (nara),
probably with reference to the king and queen so
named in Jataka, No. 536 (less likely, the Kamdng'l
Jataka, No. 341), while the lower pair
bave Vijapi Vijadharo, “the spell-muttering
Vidyadhara,” ibly with ref to the

: (12) l- take this opportunity to suggest that

theclenrdiltinctionofthetypesin" dhara; I
may add, in the use of the lion throne exclusively
in Mathura, whereas the lotus throne is common

(1) See my TheBuddha's hair, cada,
usnisq, and crown, J. R. A. S.,1928.

am, Bharhat, Plate XLIV, fig. 4, illus-
trates the Gahapati Jataka, No. 199,

(13) Nidanakatha, “sad at heart, writing on
the ground” Cf, later, Amaru, Sataka, cited
by Keith, Sanskrit Ll'teratunl p- 183, “The
beloved of thy life standeth without, his head
bowed down, drawing figures on the ground.”



Samugga Jataka, No. 435. Plate 24, the inscri

the desi “Mahosadha Jataka” in Keith,

tion is rather “the Sudhamma sabha of the gods ”
i ) o ok L g
the other inseription, Vejayamto pasido, is
ignored, though of great interest, because this is
!he only labelled picture of a pdsdda we possess;
B e o
v ¢ on W e out of place
chronologically, and actually, we have to do F:Viﬂl
an assembly not of men, but of gods, two of whom,
be it noted, are winged; lly the Maha:
Sutunt_g (Digha Nikaya, 1I, 253—262, Dia-
logues, 2, 284—293) describes just such a

Sanskrit Literature, p.363), and there is another
Bharhat illustration of tl':e nx::,e tale, see Cunning-
ham, Plate XLII, lower panel, left. Plate 31,
Jetavana-scene, the pouring out of water is not
to consecrate the ground, but is the ordinary
method of ratifying a gift.(16) Plate 33, the
Sn_nakl_'lh.uhgn Indrasaila of Indasala is probably
without justification (also on Plate 60); the cave
is the “Cave of the Inda-sala tree.” Plate 42,
_bwer'leﬁ, :h’nmloef figure, therefore not Sujata; it
Sot Sl ol

of gods (cf. Mahasamaya of the text with
"Mahasamayika of the ing:ription)—“at Kapila-
vatthu * * * ‘the gods from the ten thousand
world-systems * * * are assembling there to
see the Exalted One,” and even the two Suparnas,
Citra and Supanna, are menti by name; why
not, since an Arhadgupta is unknown to the litera-

ture, take arahaguto as qualifying devaputo
thus “the god who is the protector of the
arhats? ”

Plate 25, the left hand scene, is labelled /Isi-
migo Jataka (No. 12 of the Jataka book); the
right hand scene is labelled Miga-samadaka
cetiya,(14) best to be rendered “Shrine of the

riendship of the wild animals,” since here the deer
and lion lie down together (same subject at Saici,
Plate 51, middle)—the Vyaggha Jataka, No. 2'7‘2,

\

- samadaka cetiya, as on

is or Ajatasatru.
Plate 46, upper architrave Abhiseka of Laksmi,

cf. Plates 17, 42, 45 and 133 (the latter a Jaina

cave, where the motif cannot have a Buddhist

. significance), and see my Sri-Laksmi in Eastern

Art, I, 1928. Plate 47, upper ends, not merely
Kanthaka, but the whole Abhiniskramana.
Plate 49, middle, the “ demons, personifications of
human passions” are simply Mara’s musicians
and dancers. Plate 51, middle, probably the Miga-
Plate 25; below, the
Ramagrama identification is improbable (cf.
Plate 46, and Plate 129, left, where the Rama-
grama stupa is correctly represented with atten-
dant guardian serpent-Nagas); although the
ambiguity, naga — elephant, and naga — serpent,
has often been used to explain away difficulties of
one kind or another, I do not believe that a confusion

bstitution in actual iconography has ever been

suggested by Barua and Sinha is
and following Hultzsch and Liiders I take
daka — d: which is in agreement

with the representation, cerfainly not suggestive
of a place where lions feed on deer! Plate 26,
top left, the actual inscription is  Uda Jataka;
" below, the inscription is Bhisaharaniya Jataka,
right “Vadika milks the plant on Mt. Nadoda”
(Bachhofer has Nadodha, here and elsewhere)—
Barua and Sinha ingeniously cite the Awvaddna
Sataka story of Vadika. Plate 27, upper right,
the inscription- reads Secha Jataka, probably
another name of the Dubhiyamakkata J. Plate 30,
Dream of Maya, the so-called Guardian, supposed
to represent the Four Great Maharajas, is a
woman, and her hair is dressed in ascetic fashion,
whereas the real Guardians are all male, and wear
royal costumes: below, for Mahamagga, read Maha
Ummagga; the inscription readsY avamujhakiya
Jataka (Yavamajjhakiya; lit, “ amongst the barley,”
means a village or suburb, hence the title means
The Village Birthstory”); the Ummagga Jataka
story is told of Amara and Mahosadha(15) hence

(14) Perhaps there is a reference to the
Miracle of the cessation of all hatred, at the time
of the Great Enligh t -(vepresented by the
Bodhi tree and throne. The interpretation of
Chanda, in Mem. A.S. L, 30, is the same as

 (15) Inthe Cowell Jataka translation,
ﬁdm‘l‘.x‘npngm in hy .’I’:uken, is mnis-

.du Gandhara,

or

demonstrated. Plate 52, why “Park of Stags”
in place of the usual “Deer Park??” There is no
reason to suppose that all the deer in the park
were male! Plate 58 and p. 44 (wrongly referred
as p. 45): the “rampart covered by plants ” is
really a cankama representing the miracle of
the Buddha’s walking in the air, as correctly
explained by Marshall, Guide to Sanchi, p. 64.
In saying “ d by plants ” Bachhofer forgets
for the moment that in vertical projection, above
is behind; hence the trees are not on the
cankama, but both in front of and behind it, or
rather, i

the cankama is in the air between the
tops of the trees in front and the trees behind.
Ramparts, of which there are many examples,
at Saifichi, are always represented in a perfectly
intelligible manner, and even in the present panel
a small portion of the city rampart can be seen,
right centre above the horses’ heads. Plate 61,
the first century B.C, is a late dating for the
Besnagar Yaksi; the form of the head-dress sug-
gests at least the second century B.C. Plates 63
and 64 the same applies; on Plate 64, the lower
relief is in part at least a dancing scene. Plate 65,
these “transformations of wooden construction
into the living rock ” prove clearly, what has not
been generally realized, that 'tlxe caitya-gharas
R

Ct. Foucher, L’art Gréco-bouddhique
s 1, p. 473. Such water of gift is
inambu, and the vessel from which

G a bhimkara cf. Jataka, VI, 344

it is poured,
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were not always simple free-standing buildings like
the one ﬂl!"lvll;x l:he Chuirli, ln'l’t‘5 ft’I:md an
integral part, in fact the main part of the ground
floor of a A4 yed tr e, the
upper parts of which were provided with chambers
and balconies.

Plate 67, compare the figures with those from
Amaravati, Plate 122, lower right; I do not see
that the figures are clumsy, nor why the caitya-

. ghara itself (Plate 69) should be called of later
date than the figures of donors on the facade.
Plate 70, for Sakya read Saka. Plate 71, lfhvwlng
an early Mathura type almost identical in style
and detail with Bharhit. Plate 82, where is the
“Jandscape? ”

Plate 87, top: part of a door lintel; the
kneeling worshipping figure on the right is Indra,
next is Maitreya, recognizable by the amrta
flask held in the left hand, then Gautama Buddha,
then two of the six previous Buddhas, viz.,
Kas: and Kon (Sch , Miinchner
Jahrb. £, Bildenden Kunst, 1929, Bd. VI, Heft 2,
fig. 23, wrongly identifies the left hand figure as
Gaytama—actually, the logical order is -always
preserved). Plate 89, perhaps early Gupta, see
above. Plates 102 and 103, for “panel” read
“tympanum.” Plate 105, the garland is really a
Iotus rhizome, the bearers yaksas; for an early
form, see Plates 55 and 56, later forms Plates 112,
123 and 124;"Gandharan form in which the pairs
of yaksas face each other, destroying the sense of
movement, Plate 149, above.

. Plate 107, for the Cakravartin
A royal gesture, and other motifs, in the
Feestbundel of the K. Bataviaasch Genootschap,
1929; the slabs are from an enclosing wall
(pdkdra), nmot stupa -panelling (kancuka
silamaya); both panels are of great interest from
the standpoint of special representation (cf.
Bhaja); for “sta?” read “gem.” Plate 109,
torso, surely somewhat earlier (cf. Bharhat); in
any case the early Andhra sculptures are of the
highest interest, and prove artistic connections with
Northern India. :

panel, see my

Plate 110, the various scenes and motifs might
wel.l_have' been described, and something said about
the inscription, which records the slab as the gift
of a merchant from Adhisthana. Plate 112, see
above re Plate 105; for the lower panel, see my
Sri-Laksmi, in Eastern Art, 1928. Plate -113,
right, remains of a Garuda, like the brackets of
Plate 131. Plate 117, the left hand ‘medallion is
in the British Museum, not Madras’ Plate 118,
rather, the “Elevation of the
Plate 119, probably the Ahigundika Jataka, where
we have a man who owns both a ing snake
and monkey. Plate 122, upper right, Saddanta
Jataka. Plate 124, upper centre, Garuda holding
Naga; lowgr ::lﬂ, ll,Vlu‘c«llinda ‘sheltering the Buddha,

P! ly by on the coils.
!’hle 125, the Birth of Rahula is a good sug-
gestion; the -central
Maha hodhe and

compartment illustrates the
dant events—above, the

10

-Bowl-relic.” -

musicians. dl:hte 126, ::e ﬁee (Siddhartha?)
on is repeated se times, and per-
haps the subject is the “Four Signs,” the much
damaged figure of the monk occupying the centre,
the man upper right (that this could re-
present the Parinirvina is utterly impossible); the
scene is continued on Plate 121, rigl:!. l:ln'te 128,

right, the lete: stela is rep in my
History, fig. 140; in the Conversion of Nanda,
en the left, representation is not quite as des-

cribed(17)—in the lower panel, left, we see Nanda
and his bride, and right, Nanda following the
Buddha and carrying his bowl; next above, Nanda
still in secular costume, but about to receive
ordination, with Yasodhara veiled and weeping on
the left (for the covering of. the head i mourning,
cf.  Foucher, L ’art Gréco-bouddhique du Gan.
dhara, 1, figs. 276, 279); above this, the Buddha
and Nanda, both now in monastic costume, view-
ing the abode of Sakka (Indra),(18) who is seated
on the Pandukambala stone throne, s by
the most b. 1 d haras )
Plate 129, left, the Ramagrama stupa; the Nagas
head-dress shows perhaps the earliest known ex-
ample of a kirttimukha in purely Indian art, and
the raised right hand certainly the earliest known
example of the use of the kartarimukha hasta,
holding an attribute at shoulder level (cf. e
Mirror of Gesture, p. 28, note 2). Plate 131, for
“representation” read “ presentation,”  the
“griffons’ heads” are complete garudas, cf.
Plate 124.
Mis-prints throughout are all too frequent
(cf. the Index in particular), especially as regards
the use of diacritics, and in a few cases a positive
error, eg. Jataka, is several times repeated;
but personal experience has proved to me the
difficulty of avoiding faults of this kind. More
ishing are the ission of all ref to
the Gudimallam lingam, and the dismissal of the
Bhaja reliefs, so fundamentally important for the
d ding of special rep ion, in a couple
of limes. It is very surprising too to find that the
author of a book published late in 1929 should only
have “come across” Codrington’s Ancient India
(1926) and my History of Indian and Indone-
sian Art (1927) too late to do more than men-
tion them. Is it then two years since the author
parted with his manuscript?  In any case, one does

(17) What follows corrects also my iccount
in Ripam, 38-39, p. 73.

(18) Wearing the characteristic mitre-like
kirita with lateral projections, which first ap
at Safici.
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not “come across” important works i g :
field of study, but takes care to receive. them
7 on licati Like all work
Indian art, in the present state of our k:rowl;dgo:,
Bachhofer’s booklmust be read critically, and few

{I_AN ILLUSTRATED MS.

1

will agree with all the conclusions he has arri ed
at; on the other hand, the 4

definite adv. e s l"u n'“deolf v:;ye
cannot be

in our
stylistic development, and certainl
ignored by any serious student. i

OF ANVAR--SUHAILI: A

NEW. VERSION.

NE of the most controversial features
of M. Arménag Bey Sakisian’s
monograph on Persian miniatures

(La Miniature Persane, XII—XVII,
Siecle, Paris, 1929) is furnished by a
series of illustrations from the Fables
of Bidpay reproduced after a MS. in
the Yildiz Library, Constantinople (Plates
III to X,Figs.1to9), and the author’s

comments thereon (pp. 9 to 17) which have -

raised a good deal of protest principally on
the part of M. Blochet (Rapam, No. 41,
January 1930, pp. 2 to 10) and the anonym-
_ous reviewer of Riapam (No. 40, October,
1929, pp. 133 to 135).
. M. Sakisian has been led to attribute
these illustrations somewhat rashly to the
_twelfth century, postulating an Oriental
school in Persia in the pre-Mongol epoch,
that is to say, before the conquest of Bagh-
dad by the Mongols (Tartars) in 1258. - The
crux of the problem is involved in the exact
period during which the influences of Chi-
nese pictorial Art may be said to have l_!een
planted on Persian painting. The Yildiz
illustrations bear an obvious Chinese stamp,
particularly in the treatment of the land-
scape backgrounds—the peculiar manner
of rendering rocks, trees, plants and clouds.
Armed with the early references to the
influences of Chinese Paintings in the
Shaknamdh of Firdoushi, and the general
references to Persian admirations for

Chinese Art in literature much prior to the
thirteenth century, M. Sakisian takes for
granted that a wave of Chinese pictorial

traditions had taken root in P‘enin before

By THE EDITOR.

of C_hinese Art and Chinese msthetic con-
ceptions long {before the actual Mongol
conquest  of the thirteenth century.
The influence of Chinese ceramics of the
T’ang dynasty have been traced in Islamic
pottery of Samarra and Susa. The more
important data is furnished by the fact
that Houlagu Khan, the Mongol conqueror,
actually imported into Persia, in. 1256, a
hundred families of Chinese artists. But
these facts do not touch the problem of the
dating of the Yildiz illustrations. They
show in a very striking manner the
influence of a realistic phase of Chinese
painting which could not have come into
existence in  China itself before the end
of the thirteenth century.

Plotinus, in hisreview (Rapam, Octo-
ber, 1929, p. 134), has very ably analysed the
quality of the realism of these illustra-
tions :—* The gross tactile realism of
these miniaturesis very different from the
¢subtle realism’ of Southern Sung Paint-
ing (1127—1280).” It is well known to
students of Chinese Painting that ' the
realistic movement does not take its rise
before the retirement of Li-Lung-Mien
(1100) from court, and it was after this
date that Emperor Hui-Tsung ordered the
painters of the Academy to draw from
life.(1) The dreamy romanticism and the
mystical quality which Zen Buddhism
imported into Southern Sung Painting,
invested the brush  of the Sung masters
with an enchanting illusiveness and a
transcendal mystery to which one would
hesitate to apply the word realistic” in the

the twelfth century. It has btedly to.
be conceded that Persia and Mesopotamia
came in contact with diverse . phases

(1Y A. Waley. An Introduction to Chinese
Painting, p- 197.
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generally accepted sense of the word, And
it was not until the Yiian dynasty (1280—
1368) that Chinese Painting enters the
really realistic phase of its history. And it
is the realism of Yiian Painting that we see
in the rendering of the trees, plants, and
rocks depicted in the Yildiz MS. on which
M. Sakisian has laid the basis of his theory
of a so-called pre-Mongol Chinese influence
on Persian Painting. In fact the Yildiz
MS. is not the first of its kind, and is
probably a later’ and ‘a somewhat cruder
version of an earlier original.

This will be evident from the reproduc-
tions here, offered for the first time, from
an illustrated MS. of Anvar-i-Suhaili
(The Lights of Cauopus) in the collection
of H. H. The Nawab of Rampur. A
comparison’ with the Yildiz version leaves
no doubt that the Rampur recension isa
little earlier, and may have been the basis of
the former, or probably both are derived
from a common original. There-is an
obvious difference in the style in the two
versions, though the designs and the draw-
ings are in many cases ‘almost identical.
There is & freshness, and a freedom and an
impressionistic quality particularly in the
treatment of the leaves of the trees, in the
Rampur version which contrast very strong-
ly with the somewhat cruder, harsher, and
stereotyped realism of a “concrete” type
which characterizes the illustrations of the
other MS. In the latter copy the illustra-
tions are cut up and mechanically attached
and grouped together haphazard, while in
the Rampur MS., though somewhat water-
stained at places, the leaves are intact which
help us to study the method of the illumina-
tions, and its peculiar relationship to the
text which is such a well known charac-
teristic of Persian illustrated MSS. As will
appear from the two leaves reproduced in
Figs. A and B, the text of the stories is given
in a rectangular panel encased with a ruled
border of gold, red, and black, across which
the boughs of the trees frequently extend
their wild ramifications to encroach on the

12

every step by fine cluster of leaves, refuse
to confine its growth, as it were, within the
tiny space, under the text of the writing,
allocated to the illustrations and sought to
be bounded by the ruled borders. The
story illustrated in Fig. A is probably “The
story of the Rat and the Cat: to impress

.upon one the necessity of foresight and re-

flection, in order . to avoid evils and secure
benefits”(2).. The magnificent tree in this ..
composition follows literally the words of
the text which describes “That in the
wilderness of Barda’a there was a tree
which in height surpassed all trees, and
was pre-eminent in the forest by its size
and firmness. ‘Trees that bear fruit best

_decorate the garden and enrich its state.””

margins beyond the ruled borders, sometimes °

with very daring pictorial and decorative
effect, as in Fig. A. The rhythmic sway of

the' lively branches of the plane tree, with

its fine and subtle curves, punctuated at

The raven on the tree and the ichneumen
¢ crouching in ambush ” occur in the story,
and are ry el in the p

sition. “ The Story of the Birds who
assembled to make a Chief; and of the
origin of the Enmity and Hostility of the
Owls and the Crows,”(3) (Fig. B) is a very
lively composition, of great strength and
charm. The composition itself seems to
recall the earlier version of the illustration
in the MS. of the Baghdad School (thir-
teenth ' cenlury) in the Bibliothéque
Nationale, Paris, reproduced by M. Sakisian
(Fig. 13, Plate XIII). The owl does not
figure in this picture, so that it is not quite
clear if it is the same story as illustrated in
the British- Museum Anvar-i-Suhaili
(Wilkinson, “ The Lights of Canopus;”
Plate XIX). The illustrations reproduced
in Figs. C and D respectively relate to
“The Story of the Two Pariners, Sharp
Wit . and Light Heart ”(4) and “ The
Story of the Three Fishes.—*Very
Cautious,” “Cautious’ and ‘Helpless’:
inculcating the Value of Wisdom and
Caution”(5). We have here (Fig. C)
a very happy opportunity to study the
differences in the treatment in comparison
with the three versions of the Yildiz MS.,

(2) Anvar-i-Suhaili or “The Lights of
Canopus ” being the Persian version of “The Fables
of Pilpay,” translated by Edward B. Eastwick,
Hertford, 1854, Chapter VII, Story 1, pp. 419 to 425.

(3) Ibid., Chapter 1V, Story 3, p. 313.

(4) Ibid., Story 25, p.172.

(5) (bid., Story 15, p. 130.
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~ while the drawing and the general 'demit (Fig. F) illustrating tile story of the

of the design, including the figures with the
drapery, are identical—there is° a wide
_ difference in style. In the Rampur copy
the treatment is flat and decorative and
there is a general disinclination to emph
size on the shadows and a “chiarascuro” is
obtained by a relative degree of depth
accorded to the different elements of the
composition treated as so many separate
entities of space, the flames being distinctly
decorative and conventional. In the Yildiz
version the treatment is throughout in a de-
liberately realistic manner, the barks of the
tree being rendered with a crude emphasis.
In the story illustrated in Fig. D, there is a
considerable discrepancy in many details of
landscape. The rhythmic convulsions of
the tree shooting out of the rocks in the
Rampur version is replaced by a craggy
rock with patches of dwarf trees and bam-
boo leaves here and there, every detail being
emphasized with crude and exaggerated
lines and incisions. The most significant
feature is the treatment of the water in-
conventional and schematic curves in a
regular series of waves so common in Yiian
and Ming Paintings. This data alone is a
decisive factor in pulling down the date of
_the Yildiz version to the late fourteenth
or early fifteenth century. Relatively, the
Rampur copy may be earlier by about
half a century. There is an almost epic
quality in the design of the position
illustrating the * Story of the Crow,the
" Wolf and the Jackal: showing that the
crafty ~ confederate can overthrow the
Innocent ”(6) (Fig. E). The figures of the
different animals—a lion, a crow, a wolf,
and a jackal—between the legs of the pros-
trate camel, are given almostin silhouette,
but they combine to make up a very happy
pattern and an effective and dramatic com-
position. The gruesomeness of the pic-
ture is set off by the lyrical touches of the

bamboo leaves, a group of which oversteps

- the . limits of the border line. Equally
I dramatic_

nd original is the composition

“ Tortoise Geese”(7)—the origin of which
Dr. Coomaraswamy has traced to a very
early source in the Kacchapa Jataka
and illustrated in a late Gupta relief at
Bodhgaya (“ Miniatures from Turkish and
Persian Books of Fables,” Bulletin of the
Museum of Fine Arts, Boston, 1928,
Vol. XXVI, p. 89). Theillustration cited
by Dr. Coomaraswamy is one of five pages
of a Turkish Humayan-namah, a work
composed by “ Ali Celebi” in the first half
of the sixteenth century, being a translation
of the Arabic version of Kalila va Dimneh,
the Persian version being known as the
Anvar-i-Suhaili. The miniature in the
Turkish MS. has been attributed to the end
of the sixteenth century. The Rampur
version is undonbtedly the finest rendering
of the story told with much grace, force
and i ination. The t of the story
chosen to illustrate the subject is when the
tortoise drops down from its elevated posi-
tion in the clouds when carried by two geese
on a pole held in their beaks. The fall
is very significantly and effectively depicted
by a spray of clouds with a long tail,
indicating the path of the downward course
of the tortoise as it is landed on the earth,
the accident being keenly followed by a pair
of men who throw out their hands in
intense surprise.

The series of illustrations given in the
Rampur MS. offera very significant phase
of Persian Painting under the dominating
influence of Chinese Pictorial Art. We have
atfempted to establish, we hope success-
fully, that the character, evident in the style
clearly, relates to the late traditions of Sung
Painting and the early phases of Yiian
Painting and cannot, by any stretch of
imagination, be attributed to the twelfth
century. It. undoubtedly represents that
period of Persian Painting during the

: (7) “The Story of the Tortoise who fell while
being carried by the Geese.” lustrating the evil
results of not attending to the :dyulei.:f v_relg-
wilhl‘ng_frlendll. Story 23,‘ P. 15?,0 fmAr u::rrlc M:

Eastwick, Hertford,
P13

B 96 Anbarusanail; “The, Lights of
m:" % :“the i‘:r:l"ln version of “The
ﬁbﬁg’," Edward B.

Y 11, Story 21,
5 :ﬁ‘ 2 %

e itV

n the
Wollastan (London, W. H. Allen & Co, 1877)
the titles of the stories are slightly different,
though both Eastwick and Wollastan’s transla-
tions are based on the Persian version of Molla
Husain Bin ’Ali ’Al Wai'z-al-Kashifi.
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the similarity .of the theme makes the
relationship especially clear. Many of the \.
same formule can indeed be traced back
to a much earlier period, when they are
_ extant only in sculptured reliefs.(7)
The large painting now to be described
and recently purchased for the Museum of
Fine Arts from the Maria Antoinette
Evans Fund is, like the two last described,
of southern Rajasthani origin and may be
assigned to the seventeenth century. It
measures 1'76 by 1'885 m., and is painted
in tempera and gold on a deep blue green,
almost black, cotton ground, probably with
a glue medium. - The colours employed are
greys and a silvery white, buff, browns,
green, pink, vermilion, and a little blue;
the predominating tone is quite warm.
In its present condition the colour is not
easily affected by water, but it flakes off
readily when the material is folded. Some
injurious quality in the sage green used
for the leaves of - the central tree has
partially destroyed the fabric, a fact hardly
noticeable in the reproduction, as the whole
has been remounted on a dark background,
almost indistinguishable from that of the
original material. .
The composition is fundamentally similar
to that of the Metropolitan example, with
slight variations. The herd is composed
entirely of cows with suckling ‘or frisk-
ing calves, to which their attention is
directed, though some are grazing; they are
attended by herdsmen, and are gathered
round the large central tree, of which the
tall trunk divides the group into two
. symmetrical halves. - The sun and moon
shine in the sky; the water in the fore-
ground is full of lotuses and fish, and shows
the usual wreath of foam along the shore
line. There is no figure of Krishna; and
yet the presence of the Divine Cowherd is
5o essentially implied and felt that one only
becomes assured on closer inspection that
we are really given the environment and
not the actuality of the Krishna Lila.

For this reason there is used above the
designation * A Pastoral Paradise,” without

Cf. HILA,, g 102 ; Banerji, The Bas-
AR B, Mem, AS.L, 25, Plate 25a,
. right side (“The tending of cattle in Braja”).

p e :

s -

mention of the name of the essential figure.
The word Paradise is employed advisedly.
Let us briefly refer to the Vallabha
theology.(8) = Here Krishna is the Supreme
Deity, identified with the Absolute, Brah-
man, or Purusottama; and Vishnu is a
for_m of Krishna, not as more usually in
Vaisnava theology, vice versa. Above the
heaven (Vaikuntha of Vishnu is that of
K.rlshnu, who manifests himself variously to
his various devotees (Bhaktas) who have
attained spiritual freedom. To those whose
freedom has been reached by the path of
altogether  self-less impassioned love
(prema-bhakti) he manifests as Krishna
with Radha in Goloka (the “Cow-sphere”),
that portion of Paradise which is the divine
prototype of the earthly Braja Mandala.
There the emancipated Bhaktas take part
with him in a cycle of eternal sports,
assuming the form of herdsmen, milkmaids,
cows, birds, trees, rivers, etc., and enjoy his
company forever. The true Bhakta pre-
fers this heaven of association with the
Lord to the realisation of Unity with him,
which is attainable otherwise than by love
alone. In the words of Narada, speaking
in the Caitanya Candrodaya Nataka.
« On the banks of the river Viraja, where
earth, groves and creepers are supersensual,
there is a place abounding in birds and kine,
all saturate with uttermost bliss, and 1 see
before me in Brindaban its earthly counter-
part.” Inthe Caitanya Caritamrta this
place is described as “all-absorbing, end-
less, and immanent as Krishna himself.”
In various places the river Viraja is identi-
fied with the earthly Jamna; the word itself
means ©free from attachment” and it is
clear that in this sense it represents that
last river which all must cross who would
reach the Paradise upon the further shore—
and this accords well with its physical
position in the immediate foreground.

We may feel assured that paintings such
as this implied to a Vaisnava not merely a
pastoral genre (to any Hindus a represent-
ation of cows would mean more than this),

R. G., Vaisnavism,
M., Post-Chai-
Letters,

‘(8) See Bhandarkar,
Saivism, etc, pp: 76 ff.; Bose
tanya Sahajiya cult, Journ. Dep.
Calcutta University, XVI, 1927, pp. 54 ff.

»



but also more than a mere illustration of
the Krishna Lila conceived as an historical
event.(9) Like the Lila, it represents not
so much a given time or place, as a condi-
tion of being, a haunting passion of devo-
tion, a presently accessible experience. One
is reminded of Fra Angelico, and of St.
Francis. At first sight such ideas may
seem to be but remotely connected with art,
as we now think of art in terms of vision
rather than of content. Design, however,
cannot be understood alone in terms of

(9) The commentator Nilakantha says of the
Krishna Lila that it is based upon the permanent
relation between man and God: “The heart of
man is the seat of this Lila, which can be repro-
duced at all times, in the heart of every true
Bhakta.”

16

space; nor even merely as style (ethnic
“form”); to fully appreciate any art one
must do more than note its themes, one
must at least potentially experience the

feelings that are interwoven with its actual
renderings. Preconcepts cannot be separa-

ted from the form of the work itself; they,

and not a theory of design or any decorative

purpose, are, the underlying causes of the

arrangement of all its parts. If the result

is sympathetic (and few spectators will be

untouched by the charm of the “Pastoral

Paradise ’), even to those who may be

unaware of or indifferent to the theme,. this -
only demonstrates afresh the fact that real

necessities (the determinants of icono-

graphy) are more than any direct pursuit

of picturesque effects productive of art.

V.—AN EARLY SOUTH INDIAN “BRONZE.”
By STELLA KRAMRISCH.

HROUGH the courtesy of the Editor

' of Rapam two photos of a South

Indian metal figure lie before me.

They show front and back view of an image

of Gourl, the Sakti of Siva, or Siva Kama-

Sundari, as she is called, the beautiful lady
of Siva’s desire.(1)

The figure stands in abhanga posture on a
rounded pedestal. Her very large right
hand is raised in kataka hasta, whereas her
left hand, with fingers long and heavy, points
downward in 1ola hasta. This is the atti-
tude, sanctioned by tradition, for the metal
figures of Gouri.

The pedestal suggests a full blown lotus,
its bold profile is relieved by two fringes
of small and pointed petals; they do not
mar the architectonic simplicity of its
design. Above and below these fringes
further simple profiles are added and the
feet of the figure firmly rest on the upper
disc, borne by the pedestal, of which the
round movement, as if turned on a potter’s
wheel, comes to conclusion.

(1) The original belongs to the collection of B.
+N. Tr_euuryvalg, y. It is over 2 feet
, approximately high and it is covered with green

patina,

The figure ~with broad shoulders and
heavy arms carries a large head on a short
neck. A slim and flat body with very
young breasts is supported by wide hips.
They rest on heavy and round legs.

A high conical karanda mukuta which
rises in spirals of rounded fillets and
strings of beads and has an elaborate
triangular ornament at the bottom, in the
centre of front as well as back view, is fas-
tened round the forehead by a broad $iro-
bandha. Large ears with elongated earlobes
without jewelry surround the face, with a
broad, slightly bulging forehead, into which
quietly rise the long curves of eye-
brows. They start from a circular
mark at the root of the nose.. The large
almonds of open eyes are not marked by
pupils. They are not in one line, the angle
of the right eye being different from that
of the left, which appears as if raised. The
flatness of the eyeballs corresponds with
a flatness of full cheeks; their long oval
terminates in a short and rounded chin. A
straight long nose, with sharp ridge, shows
broad nostrils over an upper lip, still
broader, full, inarticulate, raised at the
corners and_ slantingly set into the face.
It is gently parted from a much smaller
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 lower lip, on the bulging fulness of which
. it seems to rest.
# and the upper lip,

Th.e s‘;an'ting right eye
, raised in its I

considerably higher than in its rizgtll}ﬂf

* part to the face the impression as if p'erpe-

teally and slowly turning towards the right.

A number of necklace chains are flatly

laid on the chest, they consist of a string

~ of beads, of plain bands and of a row of
- petals. A threefold plain upavita passes

under a heavy knot, in threefold curve
~ across the left shoulder between the
breasts(2) and rests on the right hip. Two
- heavy knobs form the shoulder ornaments.
A massive chain dangles along ‘the outline
of the arm. Armlets with triangular
_scroll motif, and a thick, spiralic wristlet
complete the decoration of the arms.
From the hips downward a plain cloth
_ with folds indicated by . horizontally
" curved and incised lines covers the legs
and ends considerably above the ankles;
anklets clasp the legs above the ankles
and a chain-like ornament rests on the
heels and clings to the feet. The tightly
clinging paridhana seems to be drawn up
between the legs, and is fastened at the
back. It isheld in position by a number of
chains, similar to those of the necklace;
the lowermost forms an apron-like shield,
filled by fourfold rows of petals, and dang-
ling across the festoons (urumalai) that
embellish the thighs. L
. The back view shows the ‘various
ornaments sketched in only. Its narrow
flatness  justifies a  thin and flat waist.
The transition however, from the upper
to the lower part of the body, sinuous
and organic in the front view, is abrupt
and angular in the back view. The more
striking appear the fully rounded legs,
which appear quite nude, as neither foll
nor hem of the paridhana are marked.
ogether the or ts are treated

Als,

not cast in metal but as if turned on a
potter’s wheel. Yet their bold roundness
has all the soft touches that were im-
pre-ssed on the wax model. The way in
which the abdomen slightly bulges, as if
animated by breathing, the way in which the
budding breasts slowly rise from the body,
ha.s the same rhythm of growth that also
raises the pedestal with the feet of the
goddess. The whole image is conceived as
one, th‘e same movement, measure and
mod_ulatlon in pedestal and body, the same
architectonic quality again in pedestal and
crown. The heaviness of feet, hands and
face keeps the movement calmly suspended
between their leisurely bignees. There is an
t.aleph_an_tine grace, an innocent budding forth
in this image of the “body of Siva’s desire.”

Its balance and linear composition are
of the surest. The parallel diagonals from
right foot to left hand, and from right hand
to left ear respectively, in their shortness

- and decisiveness, cross the languid sway

without much care; love of detail is the last

thing aimed at in this image. On the con-
trary, cloth and ornaments are treated as
accents only on the flattened roun_dnes‘s of
the figure, the modelling of which is as
summary as it is spontaneous. So round

of the movement that passes from the left
leg to the right shoulder, and which is
emphasized by the lola hasta of the left
arm. The diagonal between the two hands
balances the slight turn of the head in
opposite direction; the curves of the upavita
repeat vertically what paridhana hem and
waist jewelry perform horizontally.

An unfailing sense’ of organic composi-
tion distinguishes this “ bronze ”’ and marks
it together with its bold simplicity and
flatness in the rendering of the body itself
as an early creation, a “ primitive” among
the Saivaite bronzes of South India.

This is confirmed by comparing the
figure with those of the stone reliefs from
Mamallapuram as well as with some
South Indian “Bronzes” of later date.(3)

Of these, the Gouri from Conjeeveram
(Plate XXXI) bears an outer affinity, in
its poise and proportion. But the details
of jewelry 'and features are niore pro-

are i elaborate and
impart rigidity to the figure, which is of
later date than the present image.

This group of metal images is charac-
terized sby a heavy roundness of limbs

are the single limbs that they app
(2) Their surf: .j:hig'bly,"“in' il
rings around the nipples.

(3) O. C. Gangoly: South Indian Bronzes, 1915.
Plates XXV and XXXI.

by 3
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which show to a lesser d the reali
organism of the body, but incorporate: in
the highest measure an organic plastic feel-
ing. Subordination and relative simplicity
of jewelry, heavy faces and hands and
peculiar facial features, as specified above
distinguish this group.

i The statue of a “deified queen,” dated
about 1100 A.D.(4), . although -earlier in
date than the Gouri from Conjeeveram, has
little in common with the image under dis-
cussion. Apart from the high cone of the

karanda ‘mukuta and apart from a similar:
treatment of the abdomen in both the

figures, the slender maturity of the “ deified
queen” realizes an-artistic ideal widely
different from -the more boldly treated
and heavy limbs of our uril. - figure.
Various trends thus must have been at work
in the plasticicreations of South India, from
the eighth to the twelfth century, some
more conservative and indebted to the
Pallava school, whereas others visualized
the new spirit of the Cola period.

In the field of stene sculptures, those from
Mamallapuram show as close affinities with
our Gouri, although just in the opposite

(4) A.K. Coomaraswamy: AZNew South Indian
Bronze; Rapam, No. 41.

vt The st
figures; of the first group. e plastically
organic perception of the body, with limbs
rounded, as if on the potter’s wheel, the
small and flattened chest, the modelling of
the breasts, as if growing, the broad hips
and slightly bulging abdomen, the subordi-
nation of jewelry to the body, the high
cone of the karanda mukuta, are typical
features -of female figures, as carved in.
Mamallapuram. o

Our “bronze ” is the work of a lesser
artist those who carved the rocks at
Mamallapuram. Wherever in S. India he
may have worked, the tradition of Mamalla-
puram was alive in him, although some
motives; as for instance the pattern of neck-
lace, urumalai, etc., as well as the conven-
tional treatment of the left arm, point to
a later date. The plastic conception as
such, however, is intimately related to,
and derived from Pallava art; the trend of
which survived and co-existed with the more
refined and less elementary efforts of the
leading Cola sculptors. ;

Compared with their assured - elegance
the Gouri figure seems primitive in  trend
although it appears to belong to the earlier
part of Cola rule. A

VI—SCULPTURE IN EASTERN BENGAL: A REVIEW.’
By SUNITI KUMAR CHATTERIL -

HIS is by far the most considerable work uptil
now published on the art of pre-Musalman
Bengal, and it forms a contribution of first-

rate importance on,Indian sculpture and Indian
iconography. The author is a well known scholar
and antiquarian of Bengal, besides being a B: i

reputation of modern Indian scholarship, and
which the students of ancient Indian religion,
history, art and culture will welcome with plea-
sure and gratitude.

literary man .of distinction. His original contri-
butions to the history and literature of early
Bengal through his works on the Muhammadan
numismatics of Bengal, his publication of pre-
Muhammadan copper-plate grants, and his editions

value.

Mr. Bhattasali’s book professedly is a des-
) ipti 1 of the ‘scul in
the Dacca M with special refe to their

iconography as treated in the old texts; and thus
its main purpose is to explain the symbolism and
the cult-ideals underlying them. ‘But in reality it
is a very good handbook to the later phase of Pala

of early Bengali texts have each a p:
He has now hrought out.
which is a sub ial

the present monograph,
R Kanci the

e as preserved in East Bengal districts.
The  majority of the sculptiires described belong,
as Mr.. Bhattagali tells us, to the last period of

%] by~ of Buddhist and Brah

SO e

in the Dacca Museum by Nalinf Kanta

Bhattasali, M.A.,, Curator, Dacca Museum: with Preface by H. E. Stapleton, M.A., B.Sc., LE.S.,
i 146 -

Director  of | Public Instruction,

Bengal. lllustrated . by 83 plates containing 10 collotype and

“half-tone -illustrations -and-one -map. - Published by the Honorary Secretary, Dacca Museum Com-

mittee;. Dacca, 1929. Royal crown 8vo., pp: 30 -+

Rupees Twenty-five.

274, cloth bound with 'leather back. Price,
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the life-span of Bengal sculpture, ie i
s B e g e e i vl
represent one school only—the Pala school of
Eastern India (Bengal and Bihar). This school is
one of the most distinctive provincial forms of
Indian art, and, originating in the eighth century
out of the Gupta tradition as practised in Bengal,
had a most flourishing existence in Eastern India
fo_r some four centuries, down to the conquest of
Bihar and West Bengal by the Turks at the close
of the twelfth and beginning of the thirteenth
century. After the conquest by the Turks, the
history of this school in Bengal and in Bihar has
been one .of' swift decay. Sculpture in stone as
well as painting came to an almost abrupt end, and
only a little clay delling and brs ting
survived. The art, however, had been carried into
Nepal in pre-Muhammadan times, and there the
Pala tradition in all the branches of plastic art has
had a glorious existence uptil the present age, and
may still be considered to be a living thing there.
From, Nepal the art extended to Tibet, where it
met with Central Asian and Chinese scheols, and
became the basis of the art of Tibet.

The artistic achievements of this school are of
an exceptionally high order, and can take their place
in the forefront among masterpieces of early Indian
art. No history of Indian art can be complete with-
out a reference to the Pala stone images of Vishnu
and Siurya and of Buddha and Tara, or with-
out a discussion of the Pala miniatures which form
a link between the classic art of Ajanta and the
medizval schools of Gujarat, Raj the North
Indian plains and the Panjab hills. And although
any single large monograph is wanting on the
subject of Pala art, it has received some attention
from schol i ala sculptures
are fairly plentiful in different parts of Bengal and
Bihar. Good collections, both public and private,
exist in India and outside India, and these are fairly
ive of the Ipture of this school.
collections are to be mentioned those
Museum and the Vangiya Sahitya
Parishad Museum in Calcutta, the Provincial
Museum at Patna, the Varendra Anusandhana
Samiti at Rajshahi which has the yichest collection
of this school, the Museum at Dacca, and the
Museum of Fine Arts at Boston, U. S. A. I_Vote-
worthy private collections in Bengal are mentioned
by Mr. Bhattagali in his Introduction. Accounts,
though mot systematic, of Pala acllll"*“!e are to
be feund in the handbooks to the sculptures and
the journals and bulletins of the Vangiya Sahitya
Parishad, of the Varendra Aquundhnna Samiti
and of the Boston Museum of Fine Arts, as well as
in Indian ological and other journals and
papers, like the G t :

’:eports, besides thes Rapam ﬁ.:d‘l’?l: p‘f";‘:‘::
iew. ome very fine Pala pie

Modern Review. e tm Paris have been b

by V. Goloubew (Quatorze

“Paris, 58, Boulevard

A:;ong public
at the Indian

on collec
lished with descriptions
Sculptures Indiennes,
Flandrin).

A short study of Pala art by Mr. J. C.-

French, 1.CS, has appeared, with 32 half-tone
plates, some time ago (The Art of the Pal
Empire of Bengal, Oxford University Press,
1928, pp. 26), and this little work is suggestive
in some points, and is of high documentary value
owing to some of the illustrations. The well-
ll}ustrated.paper' on the subject by Dr. Stella Kram-
I:IM]I published in Rapam No. 40 (October 1930)
is a!m to be mentioned. Cf. also the Modern
Review fyr January 1930. The late Mr. Rakhal
Das Bnneryn:s big work on Medizval Sculpture in
Eastern. lr'ndxa with pictures of over 400 objects is
now printing, and it may be hoped it will be soon
available as ‘a Government of India Archzological
Surv.cy publication: that magnum opus when
published will be the standard work .on Pala
sculpture, at least for some time to come.

In the meanwhile Mr. Nalini Kanta Bhattasali
has published the book under review. Mr. Bhatta-
sali gives very good illustrations, and these, apart
from the scholarly aspect of the work itself,
render his work particularly valuable, especially to
the students of Indian art. He has not, fortunately
for the subject, confined himself to the examples
preserved in the Dacca Museum only: he has
described and given photographs of some rare
and unique images in different places in Eastern
Bengal, whether in the collection of private gentle-
men or preserved in village temples and actually
worshipped by the local people who would not
easily allow them to be seen or photographed.
Thus here are numerous documents of this school
which have never been published before. Ome
remarkable image, for bringing which to light we
are indebted to Mr. Bhattasali, is a figure of
Mahamaya, or Sakti, emerging from Siva (Plate
LXIV). This is reproduced in the present
number of the Rapam. We have not seen
the original, but the unique beauty of the
composition and the treatment will be noted
by all whe appreciate the spirit of Indian art.
The image is still being worshipped in a tiny
village shrine in the Dacca district, and
Mr. Bhattasali gives a good description of it in
his book. Later, Mr. Bhattasali found out a
passage in the §vetasvataropanishad (IV; 18)
which would seem to have furnished the text for
the relief:—

Yada ’tamas tan na diva na ratrir
na san na casan, Siva eva kevalah:
tad aksaram tat savitur varemyam—
Prajna ca tasmat prasrta purani.

« When there was the Light, there was neither
Day nor Night, neither Being nor not-Being; only
the eternal Siva existed. That Siva is the Unending
One, the One adored by the creator, the Sun: and
from this Siva, the Ancient Prajia or Wisdom (ie.,
Uma, or Sakti) emanated.” 3

It is a most successful visualization of a
spiritual and a mystic conception in terms of |
symbol and form, and is certainly a masterpiece
in its way. i .
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Mr. Bhattasali pref: ap!
Shtioncof Ha Seah T

Ip a General I
tion, in which, in addition to notes on the history
of the Dacca Museum collections and other matters,
there are some importnnt- .ol:semﬁt:ns on temple

in pr . Bengal
(pp. xii—xvii), on the materials used in Bengal
I the asthetic achi of these

P 5, On
sculptures, and on the evidence for culture and
society such as is afforded by them. By comparing
with the structure of temples or niches which are
carved in Pala reliefs as covering the images with
actual i of Mub d. templ,

deities. The descriptions of the
various images are given with full details, and the
author’s deep and wide knowledge of the subject is
amply evidenced in the sober and scientific accounts
he has given, ferming a model of what such studies
should be. The subject has been made eminently
readable by the very sobriety of its treatment, and
Mr. Bhattasali has written not merely for the
specialist—he has not forgotten the uninitiated
layman who, without immersing himself deeply into
the subject, would desire to have the cultured
man’s inf i on this ‘fascinating . topic—

Mr. Bhattasali comes to some conclusions about the
style of temples in vogue in Bengal at the time. In
this way some important side-light is thrown on the
history of architecture in Eastern India. From
the sculptures themselves, Mr. Bhattasali draws
some ions about ] y dress, orna-
ment and furniture. In the matter of dress, it-is
not always safe to draw conclusions from religious
art, as the figures of the deities with costumes
are based on earlier traditions, and can refer to
conditions prevailing in other tracts and other
times. Thus, the ivory-carvers of Travancore
now always dress the goddesses in the Mahratta
fashion, in which the sdri is worn with one end
tucked in between the legs,—the local Tamil and
Malayali ways of wearing it are not usually fol-
lowed by them. From the sculptures, we note
that at least two styles of wearing the sdri were
known in ancient Bengal—in both of which
the bust could not be covered by it: for that
another piece of cloth was used. 'One way has
been carefully noted by Mr. Bhattasali, in which
one end of the sdri was tucked between the legs and
gathered above the waist at the back. The other
was what may be called the petticoat-way of wear-
ing the sari (like the kain of Bali Island), with-
out covering the bust,” which still obtains in
Malabar: as, e.g., in the figure of Tara from Sukh-
baspur (Plate XX), of Gauri at Paikpara (Plate
LXVIII a), of Gauri from Arial (Plate LXVIII &)
and of Sarvani from Deulbari (Plate LXX). This
latter way is found in the sculptures and terra-cot-
tas at Paharpur in North Central Bengal dating
from the sixth century. It cannot be definitely
said which of these two styles was in
popular vogue in Bengal. Probably, classes and
ities distinguished th 1 by their
styles of wearing the dhoti and the sari as at
present.
3 In the main body, of his book, Mr. Bhattasali
takes the Budr:‘hi:ﬁ ‘and the Brahmanical subjects
= itk Mleinabine i St

ly, Buddhist and Brahmanical religions in
relation to their cult-images; and this class of
readers will thank our author both for his freedom
from pedantry and for his care in never omitting
the essentials. The work may be said to form a
convenient handbook of Hindu and Buddhist my-
thology, both for the general reader and the
specialist, and one is inded of Mr. G ha
Rao’s well known Elements of Hindu Icono-
graphy and Mr. Krishna Sastri’s South Indian
Images of Godsond Goddesses. Mr. Bhattasali
never misses anything important or interesting in
an image, and he frequently cites a text to explain
a point. We may refer for instance to his most
admirable account of Siirya, the Sun-God, with
constant references to the actual images. In his
account of the Sakti images, ‘Mr. Bhattasali it
seems has given the real explanation to the puzzl-
ing Mother and Child reliefs of Pala art, as being
that of Siva Sadyojata . (pp. 134 to 142).

The Dacca Museum has got together a few
pieces of pre-Muhammadan wood-carving, and
Mr. Bhattasali has described them with photos.
These are the only relics of what must at one time
have been quite a common art—commoner indeed
than stone, which had to be fetched laboriously
from the Rajmahal Hills. But the climate of
Bengal is not at all propitious to wood, which gets
worm-eaten and decays quickly; and we are thank-
ful for the fine fragments, quite typical ones indeed,
with images as well as decorative floral and erotic
motifs, as specimens of a great art that, like stone
sculpture, has vanished for ever.

The get-upiof the work is quite good for an
Indian provincial press. The Sanskrit texts
quoted, however, are given in Bengali characters
instead of Devanagari, but one may hope that this
will be treated with indulgence. The plates are
generous in number, considering everything, and
they are well reproduced too, not a single import-
ant item has come out indistinct or blurred. It
was a good thought to give some of the best

wi on the
iconography of the two creeds. Here the spirit of
the scientific historian has enabled him to give a
good sketch of Buddhism and Buddhist art in East
Bengal, with a preliminary introduction to the
scheme of Buddhist mythology, and a short
schematic survey, following the scriptures, of the

in collotype plates printed in Germany:
they will delight all lovers of Indian art.

No good collection of books on Indology will
be deemed complete without this work; and we
congratulate heartily both Mr, Bhattasali and the
authorities of the Dacca Museum on producing and
giving to the public such a fine and valuable work.
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. VIL—VEDIC ICONOGRAPHY.
; By Prof. 5. V. VENKATESWARA.

T has been tacitly assumed by scholars that
iconography is very late in Indian Culture
Y and that in Rg-Vedic religion gods are des-
cribed only as abstract forms. It is true that the
yvon"ls for “god” m the Indo-European languages
i /e no of a I deity. But
in A.sm concrete representations of gods were in
»hs]nu‘n as early as the Copper Age, and the dis-
coveries at Harappa and Mohenjo Daro show
some niches on the walls of two rooms and
some figures of gods and goddesses on the seals.
lt. is theref vy to ine Vedic
evidence in regard to this subject, and to consider
what indications the verbography of the Veda
yields in the direction of iconography.

First, in regard to the canons of interpreta-
tion. The characteristic mark of Vedic style is its
suggestiveness of prog ively higher 1
in accordance with spiritual improvement in the
reflecting student. When Yaska refers to canons
of Vedic interpretation, this very varied sugges-
tiveness, pliability and flexibility, contrasted with
the 'definitiveness and certitude of plain prose,
were to his scientific mind obstacles in the way
of a clear-cut interpretation. He is therefore
content with grouping the opinions of scholars
into four main schools—the Aitihasika, Adhiyaj-
nika, Suabhavika, and Adhyatmika (NiruktalV,
6). He notes that some scholars were for a
synthesis of the different modes of interpretation,
Aurnavabha, for instance (Nirukta VII, 15, VI,
13, XII, 1, 19). But the caution of Yaska and the
example of Aurnavabha have been lost in their

ccessors who have suffered from some sort of
intellectual myopia and sought to explain all
Vedic texts fron;l a silngle or particulax: pnil:t olf
£ e e b R o 3

This has led to their torturing texts in some cases
or explaining away ions which do not t;nlly

- 7,12: A, V. VI, 31).

images of Indra made and hired for what was in
all probabll_lty an Indra festival, and there were
apparently images of Urtra made for each occasion
whence the plural  Urtrani to be slain by
Indra.(1) Thnl this rk is.a truly ancient one is
shown by its appearing again in the Brihada-
ranyaka Upanishad (IV, 133). i :

In the fifth Mandala of the Rg-Veda is this
reference to the Maruts: Nit manvanah esham
devan accha (R. V. V, 52, 15). “We pray to the
gods of these (images) so as to get to them.”
Esham in this passage may be compared with
imam in that cited already, and would make no
sense unless it is referred to some concrete objects
which could be pointed to on the spot. What could
these be but images of the Maruts, as Bollensen
conjectured leng ago?(2) This passage is also in-
teresting in that it shows that there was no idol-
worship, but that images were used as concrete
representations of gods whose real form and
existence were conceived as different.

The existence of two forms of each god
apparent in this passage, one the concrete and
finite and the other the abstract and infmite, is
referred to in very clear terms in a passage of
the Yajur Veda which also appears in the Atharvan:
Svaya tanva tanum-airayata. ‘With your own
(real) body enter this (concrete) body’ (T. S. I,
The difference is that while
in the Rg-Veda text ' we have the image
regarded merely as a physical tenement of the
real form of the god, in these texts we have two
forms of god mentioned—that in the image being
only an apparent and evanescent form, and that in
the universe being the real and permanent form
(Sva tanah)-

A passage in the seventh Mandala of the Rg-
Veda shows the relationship of these forms of the
god—the finite and the infinite: Yadanyariipak
Samithe babhatha (R. V. VII, 100, 6. Also

with their preconceiv;.d mode of interpr
It is important to bear this fact in fnmd and to
‘onsider whether ob b hical

hically inter-

Sama Veda II, 975; Tait. Sam. II, 2, 12; Mait. Sam.
1v, 10, The context ,shows how Vishnu
k d his shape in battle. In his finite form he

would yield better sense if i
preted. 2 :
I. ICONISM.

In the earliest stratum of the Rg-Veda
(Mandalas II to VII), there are some passages
which give the student to think: R. V. 1V, 24, 10,
for instance:—Ka imam dasabhir mama Indram
krinati dhenubhih yada Ul:tr:ani janghanat
athainam me punar dadat, “ who will pur.clmse (on
hire) this my (image of) Indra at a price of ten
cows, and return it to me

after the Urtras are
slain.” “ This my lnT:" (imam

mama.hdrum)
would make best senje if referred to an image of

Indra which was !.aea out for temporary use.
The context shovhs that there were permanent

e

i

was the vehicle of Indra at the conquest of Urtra.
Indra who was on Vishnu (Vishnoanusthitah)

“Ssked Vishnu to expand into the mfinite space

(Sykhe Vishno ' Vitaram Vikramasva) elbowing
Urlra out of existence till he begged to be received,
into'.the body of Indra himself. The belief was
that the finite cabined in a particular form was
not cribbed or confined by this fact but was capable
of infinite expansion.

1) Cp.. ghanam _Urtranam
devah. R.V.IIIL 49, 1; 51, 8.

(2) Journal of the German Oriental Society,
Vol. XXII, pp. 587 ff.

janayanta



II. CASTING OF IMAGES."

We may _mext consider the pauagen wlnd:
seems to o the f:
images. QneuchumthamthMmdahoftbe
R. V.: ‘Asriram chit Krnuta :upratllum’ “ Make
that which was an ugly mass a beautiful image”:
(R. V. VI, 28, 6; cp. A. V. IV, 27, 6; T. B. I, §,
8, 12). Another in the fourth Mlndnh praises the
maker of Indra (images): ¢ Indrasya Karta Sva-

pastamo bhut’ (R. V. IV, 17, 4). Cp. ‘Indra .

karinam Urdhantah’ (R. V. VIII, 2, 29). ‘Indraya
Vishnuh Sukrte Sukrttarah* (R. V. 1, 156, 5) uruh
prthub Sukrtah Kartrbhir bhut (R V‘ Vl 19, l,

- \apibat
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In the fourth Mandala we have Tvashtur grhe
somam I ‘Indra  drank the
soma juice at the house of Tvashta’ which would

' yield sense if understood as referring to the wash-

mgofthelndnmqelﬂerltwuﬁmshedinu
decoction of Soma at the smlth’s house. Cp. Yaj
jayathah tadahar asya Amsoh piyasham
apibali girishtham_ (R. V. 111, 48, 2). ‘Thou didst
drink the Soma j juice the very day thou wert born.’

Tam te mata pari Yosha janitri mahah pitur dame
Asinchad agre. ‘Thee thy genetrlx who carried
thee about, soaked in this juice at the house of
thy flther' Reference, obviously, to the further
ng of the idol in Soma- after it had reached

VI, 62, 1). Itis
Kr in these passages in the sense of ¢ praise’ in-
stead of ‘make.’

Evm the m!mg of metnlhc images would
appear t indicated in various places: R. V.
VIII, 69, 12 A V. XX, 92, 9, M. S. 1V, 7, 8, have
‘Starmyam sushiram iva’ which allantyne
(Mahabhashya, p. 34), has rendered ‘a beautiful
perforated iron image.’ A variant of this expres-
sion occurs in the Taittiriya Samhita (L. 5, 7):
‘sarmi karnakavati’ which Commentator Bhatta
Bhaskara, 2 high authority on rituals, explains as
‘a metallic body full of holes (lohamay: sthuna

hi 7).

the owner’s (pitur) house from the maker’s
(mata). It is in this sense, probably, that Soma
is styled the father of lndn (R. V. IX, 69, 5), and
to have attained his godhood after hnvmg been
heated (tapah paritapya ajayah svah X, 167, 1).

A well-finished image was a Samdrs. Thls
is shown in some of the later texts: na Samdrse
tishthati riipam asya na chakshusha pasyati
Kascha nainam (Tait. Ar. 10, 1, 3; Kars. Up. 6, 9;
Svet. Up 4, 20; Maha N. Up. l 11) ¢ His form does
not lie in lhe compass of any rmage, his shape none
can see with the mortal eye’ This would explain

antah
probable in view of T. S. lV 2, 5, which hax

v Vichrta bandh t, ¢ Enter this
copper (or iron) mould, and of T. S. II, 2, 7,
which has: Indraya gharmavate lndrayarkavnte
—*'To Indra with the thunder bolt, and Indra with
heat’ (Bohtlingk). In other recensnons of the
Yajur Veda we have such expressions as Tvashta
dadhat Indrayasushmam: ‘Tvashta endowed
Indra with heat (V. S. 20, 4; K. S. 38, 6; M.'S.
1L, 11, 1; T. B. II 6, 8),

The last citation also indicates that the caster
of images was Tvashti. This can be supported by
numerous passages: Tvashta rapena takshya
(R. V. VIII, 19, 2, 8. Also S.V.1I, 297). Tvashta
ripani plmsatu (R . X, 184, 1; A V.V, 75 5)
Tvasbtasmm Vajram Svaryam tataksba (R 1,

32 2; A. V. 11, 5 6). Tvashta yad vajram
sukrtam luranyayam (R. V. I, 85, 9). Tvashta
yeslmm rupadheyani Veda (A. V II, 26). Tvashta

pipesa mnd}lyato nu vadhran (A. V. XI v, 1, 60),
would fit in very well with the casting of an image
where the beauty of the bust depended on the
fashioning of the waist. Though these texts are
from the latef books of the Rg-Veda and frun{ e
other Vedas, ‘the contmuxty of tradition is bo’ne
out by stray references in the earliest texts.

V. IV, 17, 4, says that the maker of Indra was a
most stalwart bemg a most skilful workmszin:—

“Spviras te janita Manyata Dyaur Iidrasya
Karta svapastamobhit| Yastam jajana svaryam
suvajram anapachyatam sadaso na bhiima ||”

And Indra had weapon in hand
was born: A bundam Urtraha dade jatah pl;i:ud
vi mtarnm (R V. Vlllhds 4) 'l'he wea| is
as the

des: a-Vajra
(R. V. VI, 2 10, 2).

as Samdrsas te ma chitsi (T. S.
l 6, 6) ‘May 1 not be put away. from the sight
of thy form (or image)’ Cp., Samdrshta Gupta
vah Santu (A. V. II, 9, 2) and the earliest Rg-
Vedic references: Samdrshur asya hiyanasya
dakshoh (R. V. II, 4, 4)." Taya sparhe varne a
Sandrsi Sriyah (R. V. II, 1, 12) Asya Sreshthah
subhagasya Sandrk (R. A 1, 6)." Sudrsika
Samdr$ (R. V. IV, 5, 15). Another word is Silpa
used in the Yajur Vedu: texts: Rk Samayoh Silpe
sthah ‘images of rk and saman (Keith) when
Silpa has only the 1 ive
or reminder (T. S. I, 2. 2) Sllpahpasuh (V. S.
29, 58), where the reference is to a manufactured
image of the animal. The word pratika is most
commonly used. in later times, .and it appears in
R. V. VI, 28, 6, already cited above. Another
word farm.lmr to us in later literature pratima (cp.
Devala pratima) does not clearly possess this
sense in the Rg-Veda: Vidat dasaya pratimanam
Aryah (R. V. X, 38, 3). Pratimanam Satah Satah
(R. V. 11, 31, 8), have the sense rather of value or
/welght Xn Narvngmdra.m pratimanani debhuh
(T. S. 11, 2, 12), we seem to have the first reference
to an Indra pratima conlrnsted with otl:er
pratimas.

HI. ICONOMETRICAL DETAILS.

A few expressions in the later Vedic texts
seem to point even to some iconometric details as
known tol us in later times. The RK—uru Vishno
Vlkral'muva uru Kshayaya nah Krdhi—is expla.lned
in the Kathaka Samhita (XX, 7)1—* Flre is to be
piled with ‘the navel of Vulmu. It is twelve
angulas only, for thn mucl: ig the navel of Vishnu.”
On t ‘s Brhad Samhita
whe're we hlve the earliest d:teable’ account of

N
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 iconometrical details we find (Book I,
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! Chap. 1I A 5 : 3 s %
twelve m"’:" hl‘“‘h:‘ mana or standard o% pr.ofq:n.tngu‘hz':i“::e:: i Hz-:e, tﬁm:h::
meas ﬂm“a i from t llell'il . hB the navel of an ' nose of the Aryan shown in sharp ’céntrast‘t‘:w that

other directions. But: this reference  of the snub-nosed (andsa) Dasyu. Varuna is con-

to the angulas does not exist in the Tait. Sam.
2, 8, which also comments on tll:li- R. K.m s
ence is indicated that when the Kathaka recension
of the Yajur Veda was composed iconometrical
ldeu’l':‘drefm into exli:t,ence‘ 3

e re erence to t| e angulas in the Kathak:
puts one in mind of the Purusha Sukta :f tll:

5

Re-Veda (Mandsla X) where the Putusha,
bviously an anthropomorph ion’ of_the
Uni , ds it by ten las (sa_bhiamin
Visvato vrtva atyatishthat dasangulam R. V. X, 90,

1. A.V.XIX, 6,1). This is perhaps a development
of an earlier iden of man being daséri¢ra(Dataritro
. Manushyah Svarshah R. V. I, 18, 1). The hymn
is for other reasons regarded as a later interpola-

tion. It is clear that some anthropometrical ideas.

% exnted at the time. ‘As the passage occurs also

{ in the A. V. (19, 6, 1) and V. S. (XXXI, 1) but
_ not in the Tait. Sam. recension of the Yajur V.

- and does aj in the Brahmana portion thereof
(T. A. 11, 12, 1) we get an indication of the date
of this passage similar to that noticed in the pre-
vious ,pgr’axnph. In fact, parusha in the T. A.
(1, 25) came to mean an image: Pushkaraparnam
rukm p ham ityupa dadhati (Cp. Puru-

sham Krshna pingalam T. A, X, 12, 1). In other

'passages we are told that the value or weight of

a purusha was 21 _mashas, a passage which has led
to the grotesque interpretation as the price of a
slave. Cp. ¢ a bhavati, where the mana
of a man i¢ a hundred, where by giving a hundred
gold pieces a man secures the baon of the full

_ ¥irm of hundred years of human life. The weight

“of 21 mashas therefore was that of the standard-
ized image of a man.

Iv. ICONOGRAPHICAL DETAILS.
Some elevation of iconographical details may

_be de d i i passages: Aruno bhri
Indrasya ripam. ‘ He is ruddy and has eyebrows’
(T. S, 1I, 1, 6). Indra is conspicuous for the
“4ipra ’as he is referred to in numerous passages as
¢ sugipra’ and ‘ harisipra’ (R. V., I, 17, 3; VI, 29, 6).
Sayana explains susipra as ‘ sobhane hana sobhan:
nasika va’ but sipra most probably means the
cheek or the chin as in one passage it occurs in the
dual Siprabhyam R. V., X, 105, 5). That this was
an ant| ogical character is clear from the con-
trast of ¢ susipra’ and * harisipra 7 with ¢ visisipra’ in
R. V., V, 45, 6, which says that Manu overcame the
“visisipra’ peoples (Yaya manuh 8

visiisipram

jiga: ie. le whose cheek-bones were pro-

ighya), Lo PP able Vayu (Wind) is addressed

‘of pleasi pp! * which could

images were made to look

}I& ¢yan appears to be one
o{ge i

as P!
only mean that Vayu
beautiful. The epithet
of the earliest applie

twin-gods and occurs

spicuous for his golden armour (bibhrad drapim
hiranyayam R. V., I, 25, 13). The individunlic:yvl of
Rudra is outlined by the epithets ‘ kapardin’ (R. V5,
VI, 55,2; I, 114, 1), * tryambaka’ (R. V,, VI, 59, 2)
krttivasas’ and ‘pinakin’ (T. S., IV, 5). The
Vedic l:ymms.t now refers to one, now to another
of these attributes, the sum-total of which makes
up the concrete: representation of the god. 3

In addition to these anthrop phic  details
there was the assoeiation of a god with some animal
or weapon. Sirya, for instance, is associated with
horses whose number is variously given as 5, 6, 7
or even 1,000 (R. V,, I, 50; V, 62; VI, 64). The

e 7 is definitely iated with the steeds
of_S!n:yu for the first time in a late text, the
Taittiriya Brahmana, where other passages also
occur which say that there is only one horse though
it bears seven names (Eko hayo vahati sapta
nama). And the Taithriya Aranyaka explains
that there were seven Suryas and not merely seven
stegd: of Siirya, and attempts various explanations
which are all symbolical. In actual sculpture, even
of the Gupta period, we find only three horses of
Siirya’s car (Catalogue of the Sarnath Museum G.
36) and four horses on the’ coins of Grazco-Bactrian
Demetrios and at Bodh Gaya. There is no evi-
dence, therefore, that the seven horses of Sirya
were characteristic of the god.

Nor is-it true to say that the two elephants
pouring water over her are characteristic or
represent the earliest form of Lakshmi. The
§ri Sakta mentions the lotus garlands of the
goddess (cp. a lotus in each hand, in the icons)
but does not mention elephants among the char-
acteristic accompaniments of Lakshmi, any moré
than horses or chariots. It is true that this Siikta
is a Ehila bymn, but it is considerably anterior
to any piece of evidence relating to Lakshmi in
verbography or in iconography (the earliest re-

. of Gajalakshmi—the godd

and

the elephants—are on the Sanchi sculptures).

We have weapons of vanious kinds described
in the Vedic texts but none of them is characteristic
of a god except Vajra of Indra. It is mentioned
in R. V. I, 100, 18 and II, 12, 10, and the Yajur
ic texts describe it as Yuktagrdva: “made
of \tone’ (T. S. 1V, 41). The guardians of th.e
quargers are all Vedic deities, but none .of their
4yaXbas (except Indra’s) is associated with them
dic texts. 4

It % therefore impossible ta accept th\. view
that ‘the individuality of the Vedic gods being
vaguely conceived was differentiated either by. the
specieg of animals drawing their cars or by the
distinktive weapons held in their hands.” There is
much’ more evidence of the individuality than is
imphed in this statement, whilf. t‘lxemli: not much

T

in the Boghazkeni /inscriptions. Yaska exp!
1 indicating the

the term -s'Ni,dzﬁprubllanan,

idk of the weap
gods in the Rg-Veda.
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V. DECORATION AND ORNAMENTQ
‘Images were decorated and were in
with ornaments from the . times:
nrpesqualn in R. V. 4, 5, is ‘explained by Roth
as ‘adorned by men’ Imtumorellkelytomeln
‘having the form of man’ Cp. Varunaya Rtl

pesase R. V. V, 61). Pipisé Ium’lyaxh (R. V.

11, 33, 9) is tnnalated by Wilson as shines with
gnlden ornaments.” But .other passages which
cmtlm derivatives from pis seem to indicate the
or perh ion rather

than ornaments:
pipise (R. V v, 57 6), tmhtn rupnm'!plmutu
(R.V. X 1 1

Virajata (R V l 188, 6) cp. pesasvati tannua
slmvylyuntl of the Yayw Vedlc texts (K. S. 38,
6 M.S.IIIL 2 1I; T. B. II, think the
sense is very dsar mR. V.1, 9Z 4 (Ushn), pesamsi
adhivapate nririva - Ushas puts on graces like &
dancing girl’
the epithets harikesa (golden-haired),
smasdru (golden-moustached),

hari
(harl-uarpnll

Indra’s decoration is described in °

3 % e
- habitations. lndn a grhosi sam tva prapadye
(AVVG,ll) oumthe&wem& ,(ndn,
I come unto you.' The worshipper went with his
s ‘you ure asti tena.’ These offerings at
Hue temple formed the portion of the god known
iyam bhagam. Cp. R. V. Vll, 55, 14

Gr iyam bhagam maruto jushadhyam ¢

: Mnruts, accept this your portion offered at. ﬂﬁ

Visva vah Srir adhi tanushu '

temple.’ \The Maruts are described as benignant
at the temple, in contrast ol:\nmn»ly to the storm
and thunder they caused in nature. Kridan vah

Sarhah marutam anarvanam gl;he arhg $ubham
¢ The troops of yours sporting in joy are benignant
in the temple as they are not let Ioose” In R. V.
VII, 59, 10, the Maruts are styled grhamedhasah,

« and thelr ‘grhmed!u m hhagam’ may be con-

(golden-bedied) (R. V. X, 23 and 96). Similar

decoration of Rudra images is indicated by the
epithets kapardin (with the braid) and krttivasa
(with the skin or arm) of Rudra. Rudra has lhe
eplthets strong limbed, many-formed, awe-inspir-
ing’ (sthirebhir nugnil: pururupah ugrah (R V.
11, 33, 9). Of course, the decoration of each i lmnge
: would be in conformity with the god’s

trnlted thh the ¢ devabhagam’ at a sacrifice. The
from these is supported by the

. finds of images of the utorm-gt;dl in Babylom-

There were p an
associated - vnth lndm an& the ‘Maruts. Th:v
R.V. I, W, i (cf
alsoSVlmz,694andT5 ) 6, 12).

tva

I

i%a yamire.
“worshippers, oh_Indra, recltlng the Veda, hold
thee aloft ‘as if: it were a pole” It is probably a
reference to the banner staff of lndra. and the

anting: of the ﬂag-staﬁ was a prominent event at
the lndra ‘festival.. It is described in detail in
V. ihira’s Brhat Samhita, in Kalidasa’s

the pantheon and with the deeds attributed to lmn
in mythology.
Adomments appear, too, in various

Raghuvamsa ~ and in the ancient Tamil epic the

Agni is spoken of as nuhkagrw (R. V.V, 19,
3) and Indra’s nishkas. are mentioned (M. S

10, 1). Nishkdsah here must have reférence to
golden ornaments. Su'nﬂarly, Varuna is ‘blbhrad
drapim hiranyayam,’ ¢ wearmg a golden armour’
(R. V l 25 13) Jewels set ll’l gold are certalnly

(R.V. I, 33 8). The general sense of sumbh m
this connection is borne out by numerous

passag
Sumbhamana Kanya (R. V.X, 106, 10) could.

refer only to the decoration or jewdlery on the
female person.

These reference.s make 1( less dx&cult to

Mammekhalm It wasa festival lnshnx 28 days.
d with this are referred
tou"" Bapey. S V.S

20, 74; K. S. 38, 9) in the later Vedic texts..

The moving about of Indra images in proces- -
sions appears indicatedin R. V. 1V, 18, 1: Anlhax.. -
vatsam charnthayn mata_svayam gntum tanve '
icchamanam “His ‘mother bore him in order that -
he may range abroad, ulung ‘pathways he ‘desired
for his image to roam.’ Tanve here apparently
means a frame or image. of Indra. return of
the idol to its resting place may be the reference
in R. V. IIL; 53,5 and 6 (an old refrain).. Yntra
rathasya brlmto nidhanam vimochanam'" yajino
rasnbhusya wlure thy chariot halts thy steeds are

explain such
narah (R. V. I, 21 3). ‘Oh men, decorate Indra
and Agni with crnaments’ (W'llson) Sayyﬁ

This sense wonlc} be most hppro- »
pmte also in lur.h 2 is Vis:

the as: . We hi
$obhitan kuruta. Similar expressxon oceurs also
in A. V. VI,54,1. Indram

p ‘your Indra among the people at
large as soaring hxgl: into the heavens. May he he

Tanvah S\lmbl:ata Svah (R. V. X, 95, 9) ard Sum-
bh: a tanvah (R. V. VII, 56, 11; 59, ). The
svih slgmﬁcant as it means deeorahng r adorn-

- ing one’s person ({anu) oneself as contrasted with
having it done by another. Sumbh in theie pass-
ages cannot be explained in the sense of ‘I\mse
merely.

V1. TEMPLES AND EROCESSIONS}’
. The word for temple is grha as apparently
the houses of gods were fashioned after human

y with us” This _Passage shows, in fact,a
transition to the idea in the Mahabhdrata, of
lluh*q belng regarded as ‘the highest of the gods

. urdh o, kham iva -

menire.”

One can discover similar reference& to the
festival of the Maruts where these gods were car-
ried about in cars or charits: Sardho Marutam -
anarvanam rathe Sub!~—'"The substitution of
rathe for grhe is significan and shows, that the
images were sometimes wor. hipped in temples
and sometimes taken out in proc. vsions. Convivial

\



parties connected with these are referred to in
samad, sagdhi and sapiti. Cp. Indrah samatsu
(R. V. 1, 130, 8), Indram samatsu bhashata (S. V.
'32‘9 . Sagdhixha me sapitischa me (T. S. 1V, 7,
4). Samad (Sam + ad) like Sagdhi was an inter-
eating party.

‘VII. SYMBOLISM.

. There was also the development of symbolism
su!e by sl_de: Taking Agni for instnnee,y':‘ve find
this description of the god in the fourth Mandala
of the Rg-Veda: Chatvari Sruga trayosya papah
dwe sirshe sapta hastaso asya! Tridha baddho
urshabho roraviti! ‘Four-horned is this great
bull, three-footed, two-headed, and with seven
hands. Bound in three places he roars aloud’
(R.‘ V. IV, 58,' 3). The hymn occurs also in the
various recensions of the Yajur Veda (K. S. 40, 7;
V. S.. 17, 91; _M S. 1, 6, 2; T. A. 10, 10, 2), with
the single variant of Tredha for Tridhain the
M. S., and in the Upanishads. There is a figure
of Agni cor ding to this description in the
Chidambaran temple (H. Krishnasastri: South
Indian Images, fig. 147). The seven hands . of

re d in these passages b the seven
tongues of fire in the Upanishads and they are

named Kali, Karali, etc., in the Mundakopanishad.

Other instances of symbolism are not far to
seek. We have that of the year (Samvaisare)
as a horse, the dawn being his head, the sun his
eye, his breath the wind, etc., explained elaborately
in the Yajur Veda texts (T.S. VI, 7). In the Up-
anishads we have the five sheaths of the body re-
presented as birds, the pranava (om) as a bull,
the senses as horses, the mind as a chariot, etc. In
the latest (khila) Vedic texts we have the goddess
Spi represented as a golden antelope adorned with

y-—garlands of silver and gold.

It is an unwarranted statement that ‘ideas of
symbolism grew up in South India in the present
century.’ Primitive man, even of the stone age,
made symbolical representations of the Sun and
the Moon, and we have the circle and the crescent
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antelope was always a sacred
Aryas, and the boundaries of Ar

were defined in post-Vedic times as ‘the
regions in which this animal was found to roam.
Lastly, the humped bull is distinctively Indian, and
references to the hump, while rare in the earliest
hymns, are abundant in the later Rg-Vedic and
other texts (R. V. VIII, 20, 21; X, 7, 2; 101, 7).
Some of ihe.postures and attitudes of the figurines
suggest Vedic life: the men with their hands about
the knee-caps remind us of the nijanuka posture
in the cold season vividly described in the
Taittiriya Aranyaka. One of the goddesses at
Mohenjo Daro has the padma and her the
sukhdsana posture of later times. There is some-
thing also in the structure of Mohenjo Daro to
suggest a temple or religious sanctuary. There are
square niches in the walls of two of the rooms.
Some of the icons on the seals would fit in with
this view, that of the god cross-legged in medita-
tion and that of the goddess with two animals on
either side, for instances.

The representations on the seals have to be
carefully considered. Ome is the cross-legged
figure of a god on a tablet of blue faience with
Naga worshippers to right and left of him, and
peepul leaves over the figure. Another shows
twin heads of antelopes springing from the stem
of a peepul tree. A third is that of a goddess
fighting with a lion, possibly Durga. We have it
in later legend that she fought with the buffalo
(Mahisha) who later became, like the lion, her
accompaniment at worship. A fourth is that of
the goddess of the Lamp at Harappa, whose figure
has extended ears to serve as cavities for holding
the oil of the wick on each side. Such Dipa-
lakshmi figures (but holding the oil in the hollow
of the joined palms instead of in the ears) appear
in the metal work of later India, (The earliest
literary refq is in the ManimekhalaiBk. I).
Lastly, we have the figure of the goddess which
was discovered by the Archeological Survey when
I was at Mohenjo Daro last November. It is a

ddess in Buddha-like (padma ) posture with

animal with the

in Egypt in the 3rd millennium B.C. and in H:
and Mohenjo Daro in the 5th millennium B.C. The
seals of the last named places are redolent of this
symbolism throughout, and it has descended from
them to the punch-marked coins.

VIII. EVIDENCE OF. PRE-HISTORIC
ARCHZOLOGY. .

The seals of Harappa and Mohenjo Daro be-
long to the Vedic age and are redolent of ‘!edlc
imagery and symbolism. The word Harappa xtse!f
is analogous to Hariyupiya, the site of a Vedic
battle described in R. V. VI, 27, 5. The brick
buildi are ch istic ‘of the Aryas as the
of the Asuras (R. V. IV, 30, 20).

The ground plan of e
rectangular. The pee)l!l (Asvattha) is the tree
of eternity in some exts and the tree of the
folk in other texts. e tiger is prominently men-
tioned in the Yz dr Vedic texts. The (black)

the edifices and the seals are |

g P
horns, on a square seal and beneath pictographs.
To the upper left of the goddess is an elephant, and
a lion or tiger lower downyfo the upper right is
a crocodile and below it a buffalo. Students of
Indian sculpture know that lion and tiger figures
not easily distinguished in early,enay, even in
iwval, art. In Hoysala sculptures, for in-
e, the tiger slain by Sala looks more like a
Iion than a tiger. Similar representation of four
anima round a central divine figure is expresse.d
verbogrhphically in the Yajur Veda. We Yead in
S., ¥, 3, an account of the central figdre of

|y surrounded by the gaat, sheep, tiger and

purusi
lion.

IX. CONCLUSION.

e’ will be clear from the foregoing that while
there were general sacriﬁcial. sessions in Vedic
times where all the gods were invoked and prayers



and offerings in fire were made to them, the re
were nho specxnl worllupa of md'mdlnl gods in
d wlnch theil dewntal:lmm
uring eir images were
adorned and taken out in popular processions.
'l'heformerclmofwmhpuppﬂledtothmore
of the ity, and the latter
was for the masses at large. Consequently the
popular gods the Maruts and lndn nmcuted wnth
them, were more d in

and and hi
interest appear largely in , the Vedl: l:ymns relabns
to them. The Indra festival was in univer:
servance ln poat-Vedxc India, and must lnve
originated in Vedic times. The goddess was also
one of the popular forms of iconographical worship,
as is shown by the concrete figures on the Indus
Valley belonging to the 5th and 4th Mm. B.C. and
the figure unearthed from Lauriya Nandangarh,
assigned to the 9th or 8th century B.C. This
worslnp of Indra the Maruts and the goddess in
its popular form appears to stand in contrast to
the worship of Agni and Soma which was in the
old abstract form and in the old manner of sacri-
ficial religion. But the individuality of gods was
clearly outlined and many of them were represen-
ted with unntumu—al features and associated with

or ding to the pheno-
mena of nature over wluch they were considered
to preside.

Were pamted lmages of gods in vogue in the
Vedic age?

The learned editor of the ‘ Riipam’ has drawn
my attention to R. V. I, 145. In this Agni hymn,
the last mantra runs as follows:—

‘Sa yimmrgah apy6 Vanarguh upa tvachi
aupamasydam nidhéyi | Vyabrait vayund mar-
tyebhyah agnih Vidvan rta chiddhi Satyah’|

This passage has interpreted as a picto-
rial represen!atlon of Ag'm on a cow-hide. But
neither ‘mrga’nor ‘apya’ necessarily refers to
pamhn

‘Mrga’ lmplles that Agni to whom this hymn
is addressed is usually ‘ fierce like a beast” Com-
pare ‘Mrgo na bhimah kncharé girishthah
whlch is applied to Vishnu as Trivikrama spread-
ing out into the three worlds (R. V., I 154, 2);
and to Indra as the conqueror of enemies (R ¥,
X 182). A similar passage (Tait. Sam., lV 5)

Mrgam neg bhimam upanatnum ugram, h- a
direct reference to the fierce Agni as ra
udré vd esha yat agnih).

‘Apya’ is apparently a reference to Agni as
born of the waters (Apam napat). ln t)'c same
sense £he Devas also are spoken of as ¢ Apyah’ in
R. Vs VI, 50, 11 and VII, 35, 11, probabl becau:e
the ‘slnmng ones’ are seen emerging fl'om the
ocean. That Agni is born of the waters is a well-
known Vedic idea. Compare ‘ Apsu me Somo
abrait antarvisvani bhehajah Agnimcha visva

Sambhavan. ‘ Some told me that in the waters are
the icaments and Agm, the nger of all
happiness” The same idea is reflected in later
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~upon’ Compare R. V I, 1,55

Gy RPaoh

lit XII, 4:
‘A bmdhanam uunhlm asan bibharti’ ‘ the ocean
bears the fire which

on mter' In Vedic
ritual we also have ’ in the waters:
‘Apsu hyuyam cluyate ¢ Agni is kindled in the
waters.” In one passag however, Apya’ seems
to lmne the sense of ing to mid-air (anta-
am). Cp. Sanno divyah Sanno dapyah’

(R. V ViI, 35,

‘Vanargnln’ occurs only in one other passage
in the R. V. (X, 4, 6): Vanarga taskara, and the
1ait, Sam. (1V, 5) suggests that the thieves of
the t were armec with ‘bows and arrows
(wsllallga lnd ulmdlu)

pama’ the sense of lofty or holy in
‘several passages: upamd divo vishtambhah (R.

V. IX, 86, 35). Indra is described as g in
'Upame rochane divah,” the bright heavens on
high (R. V. 11, Pavamana is divé-

vishtambhah upam5 vlchakahal_lah (R.V.IX, 86
35). InR. V. VII, 61, 2, we have ‘uta upamanam
prathamo nuhldall applied to Som who was

tween the two pressing pl-nks
(Dhishane). The idea of loftiness has here given
place to that of holiness.

‘Tvachi’ means the skin and combined with
‘upama’ may refer to any of those hides which
were used in Vedic rites: Gavye adhi tvachi
(cow hide, R. V. IX, 101, 11), wi is something
spoken of as bnghl nnd yellow' Hnanyaya
fvacha (R. V. VIIL, 1, 32); ‘Avye pari tuacln
(hide of the sheep), Krishnajina (hide of the
deer) which is spoken of as the ‘tva k’ of Aditi in
1ait. Sam. 1,1,6. In some passages the skin of
the Earth, Bhﬁml or Aditi, is referred to:
‘Bhiamya udneva’ ‘vitvacham bibheda’ (R. V.
X, 68, 4), which is also found in A. V. XX, 1 ,&4
in these passages ‘Upama tvak’ ‘would acquirs
significance if ‘fvak’ is taken in the original
sense of skin or hide.

‘Vayuna’ means the way or path of wisdom
as leading to perfection. Compare Visvdni deva
}g;yl;;')ﬁ"i Vidvan in the Agni hymn (R. V. I,

, 11).

' ‘Vyabravit’ : uttered or expounded, compare
‘Adhyavéchat’ in the Rudra hymn T. S. IV, 5, 1.
‘Agnirvidvan rta chiddhi satyah’: ‘Axm the
Knower of the Truth, who can be thoroug ly relied
Kavikratuh and
satyah and R. V. 1, 1, 8: rtasya didivih.

The trend of the passage would, therefore, be
nprayertoanmmgeongmmasu skin.

It is possible that the image was painted.
Painted images of gods were in fashion in India
in post-Vedic times. They are referred to by
Patanjali in' the Mahabhashya, by Bana in_ the
Harshacharita and in Jalna Works of a Ia!er date:

is not e, that the i
of ¢ Yamapatxka may go back to much earlier
times and was np01 some mode of icono-
graphic painting (Trzms.'of Harshacharita by
Cowell and Thomas, page .19). But the use of
painting for religious purpses was generally
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a Rakshasa by race, Mands-
vana being described as one
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ers. The Raksh ‘were experts in

of painting and their painted images were

true to life like those of Rama and Sita, which

ere life-like viewed from a distance. .Aryan

olue:tll ‘oft worghe‘ were images in the round. I
d t g L

$a6s
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toacham’ Krishnam Arandh ;

120, 8), ‘tvacham’ would mll:w:mfnm(:. b‘e,lu&
sense if taken as meaning *form’ instead of ‘skin’
ﬁrk figured rather than ‘ dark complexioned’ as
- been taken by scholars till now. am led to

is by Tiks -
garblu_ih and Krshna Yénih. ool
It is possible that ‘tvaksh’is allied derivative-

ly to tvashta, the fashioner of ‘form’? Cp.
Toashta, rapani pimsati (R. V. X, 184, 1.(3) No
tlnul‘)t it de a Varna Vyatyaya, ie,a ‘¢’
for ‘k’ and a interposition between ‘ sha ’ and
Sk AR s

o= 0 the
“tyak’ could bear the meaning of ‘form’

H

_ rather than of ‘skin.

Indeed in several Vedig. passages ‘ tvak’ seems

to have a meaning of ‘ form.” Some .of
th_sepnnn_guwn_uldmnkemnnuifwesub-
stitute, ‘skin’ for ‘form’: A Krishnah im juhu-

rané jigharti tvaché budhne rajasé asya yonah
(R. V. 1V, 17, 14) ; Tvacham pavitram Krnuta
svadhavan yad im Saryam na harité_vahanti
(R.V. X, 31,8). Similarly, in Atharva Veda XII,
5, 68 Toachamasya Viveshtaya, tvacham
prméanti uparasya yonan (R.V.1,75,3), tvache
rupaya samdrse

XI, 2, 5). Tvacham
grnhishva (T. S. I, 1, 8) i

can only mean in the

context “assume form (of Purédasa).”’
Similarly we find Tvacham m_rtg‘oriuho'mi
tvacha mreyum vasaye (Va.Dh.S. XX, 26: Gau.

Dh. S. XXIV, 6). :

It appears to me that the secondary sense of
“tvak’ in these passages can be derived from the
root tvach or tvaksh (compare Idrk, Idrsam,
Idrksham in later Sanskrit). Yatra narah dedi-

 iate tanushva tvakshamsi bahvsjasah (R. V.
~ VIII, 26), ‘ where athletes show off their contour,
must etc; Unma mamanda vrshabhé
maratvén toakshiyasi vayasa nadhamanam
(R. V. II, 33, 6) ‘Endowed my limbs with

gth’ cp. Tvak nah ati visva sahamsi
(R. V. X, 4, 1). Grossman in the Worterbuch
(p: 563), notes that tvakshiyasd is a comparative
of tvaksh : ‘A compar von tvaksh (dem vari-
bale von tvaksha), ® point missed by Sayana
in his rendering of tvakshiya as diptena. In

other passages also like * manave sdsat avratan

‘ta.’ As regards the former g

:;l:“" bha’ ’thmgled ta of interpositi
umne in the 2, e.g., S inj f

Sapsinjara (T. S. IV, 5, 2). Aa;g:;u:;: I.t::

y:cdlc ?e:liod nu.:l;( interposition was definitely
ognized, e.g., ‘ Kasyapah pasyaké bhavati’
(T.A.L 1, 8). In any case there is intimate
connection between ‘tvaksh’ in these passages
and * taksha ’ which later on came to mean only a
worker in wood, as wood was the most common
material in use in ancient India.

e original meaning of ‘taksh’ survives in
§he Indo-Germanic languages: techtonic, teixos
in Greek, toaksh in Avesta.(4)

I would therefore render the passage as re-
ferring to a fashioned image of Agni in the round
which was made an object of public or congrega-
tional worship. The passage may then be freely
translated as follows:—

¢ This god, child of the waters, was fierce like
a beast roaming at large and devouring the forest.
He has been quieted down and placed as an object
of concrete representation. This god Agni,
through this image expounds to the mortal men
who worship him the ways of spiritual living.
This god, indeed, knows all the paths of spiritual
progress. He is the Great llluminator of the Path.
He never fails to take His worshippers to their

?

¢ tvakdatre’ is found as a

(3) In V. S. VIL, 47,
T.B.1I, 2 5and K. S.

variant of ¢ Vayé datre’ in

IX, 9. 7 :

(4) Even Sayana takes ‘tvachi’ metaphori-
cally: ‘Upamasydm upamdyam apamds-
padayim tvachi Gshadhyadibhih acchadi-

tayam vedyam apanidhayi upasthapyate.’

VIIl.——RABlNDRANATH TAGORE’S DRAWINGS: POET
s AS

ARTIST.

FOREWORD.
N apology is due from me for my intrusion
A intotbeworldofpichrumt.lthnloﬁerms
- - a perfect ins ce to the saying that those
> know they know not are apt to
ar us-dte timidly careful. I, as
lﬁl any merit for my courage;

3 not
‘rash where
n artist, cannot

Bﬂ'i;

for it is the i of the histi-
cated; like that of one who walks in dream on
perilJnl path, who is saved only because he is
blind to the risk.

. The only training which 1 had from my young
days was the training in rhythm, the rhythm in

thought, the rhythm in sound. I had come to




know that rhythm zlvea reality to thut which is
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h 1 hed

the 1 form out

duullory,whichummlﬁun in itself. And
when the h mmy

It
mtolbelkorakeel undbdwld,-bwdwuﬂm
 the west.

cried, like sinners, for and d my Vi
eyes with the ugli of their irrel I oﬂg

took more time in rescuing them into a

d over a page became
so many ulands, e.ch ~one with its own forrm and
of reserves mmg out

finality of rhythm than in carrying on wht was
my obvious task.

In the process of tlm salvage work I came to

discover one fact, that in the universe of forms
there is a perpetual activity of natural ulechan
in lines, and only the fittest survives which has in
itself the fitness of cadence, and I felt that to solve
the unemployment problem of the homeless
heterogenous into an inter-related balance of ful-
filment, is creation itself.

My pictures are my versification in lines. If
by chance they are entitled to claim recogmhon
it must be primarily for some rhythmic signi-
ficance of form which is ultimate, and not for any
interpretation of an idea, or representation of a

fact.
RABINDRANATH TAGORE.
28th May, 1930.

The following is a translation of extracts
from an article on the subject of Rabindra-
nath Tagore’s drawings, by Henry Bidou,
which appeared recently in ‘the Paris Press,
on the occasion of the exhibition of some .of
these drawings at the Galerie Pigalle :—

Rabindranath Tagore says that there is no con-
nection between his work as a poet and
his work as a painter. As a poet, he has before
his eyes a vision which he describes, or, as he
it, a mental representation. He sees a landscape,
a garden, or a face; he imitates, as a painter
imitates, thic model impressed upon his mind.
His verses communicate images seen or created.
On the contrary, when he become%a painter (and
this is the strangest part of the ‘story), exactly
at the point at which others begin to copy, he
ceases to copy. His pictures do not represent a
scheme preconceived in his mind. So far from
seeing them beforehand, he actually does not
know, while he is doing them, what they are
going to be. So, in producing his poetry, he

worked as a painter; mow that he is a painter, he

works like a poet. The whole of this new work
is on the borderline of two sciences or of two
arts.

1 have seen the first drawtngs that he made.
On the manuscripts of poems written in Bengali,
he had made erasures. Poets are calligraphers.
These corrections took the form of horizontal
crossings-out, with thin threads of white

the black lines. This delicate surface of black
striped with white was enclosed by him in an out-
Iine like a cartouche.® Sometimes it extended over

two lines. It was then as though the cartouche
had become a capital. It was finished at the top
by a torus which rested on an ogee, but if the
lower line of erasure extended towards the left,

‘ sures and

of the waters at the capnee of inspiration, some-
. times was gro! in a corner, and sometimes
spread over the whole page, bound together by the
slender Hindu characters which looked like the
crests of waves under a steady wind. Tagore had
joined up these islands of erasures, not by dead
nmig&t lines but by soft and flowing curves which

f llmoat to breathe, and the stylised era-

curves made between them a
single arabesque with masses and di sconnecllons,
nerves and flexures, all obeying orzamc law.

This law held the poet’s hand in its control.
Far from realizing the precnncelved idea of a
decoration, he merely aided in the birth of a line
of which he knew nothing, and which was waiting
to be born. This line was not foreseen by the
mind. On the contrary, in the infinite number of
possible figures, all that the mind could do was to
recognize the particular one which was striving to
appear in that particular space, and which was, so
to speak, already completely traced and only
needed to be made vnslble Natunlly the reason-
ing mind with the subdi of its cal
and the experimental nature of its researches, is
incapable of discovering all at once so subtle a
h'llth1 and so it was snnp]y the hand itself animated
by its own elemental spirit, the hand which has
inscribed so many verses and in which rhythm is
already inherent, which, without consulting the
poet, produced from the irnmeue number of pos-
sibilities, the one predestined design. I have seen
several of these curves traced by Tagore across
the page. Their grace, their animated suppleness,
their inherent life, are 'unrlvalled

Nevertheless, he makes mistal
He himself has told me so. It is as though he
had broken the stem of a flower in trying to bend
it. The curve “drawn umss can only die. He

bandons it sadly, of having led it to its
destruction.” For all these shapes are like so many
little souls which expect their salvation from him,
and which he has to lead to their fruition. It was
a touching spectacle, this of the aged poet with
/;V his glory on him, turned shepherd of anbesquet
and gently leading. them from the limbo in which
they had slept until the moment of the determina-
tion of their form; and what mysterious beings are
these curves in which nature has hidden the most
subtle secrets of mathematics.

One line has scarcely been drawn before
another follows it, as though called mto existence
by it, and delmndmg to be created in its turn.
So, they a kind of canticle and response, and
even in the singing they are modified and changed.
They draw together, they dra: r apart, they become

eventually at having traced u,on the page the
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outline of a vase d d with incisions and d
and whose lines, in their movement towards and
apart from one another, retain a marvellous purity.
It is !leeexgc! counterpart in térms of space to a
fugue in terms of time, with its theme, its res-
ponse, ' its _e:llmt_eli‘-mll:jut and its variations,
wearied with the work of .copying in his
lovely handwriting for all time, u.pagegof the
“Clavecin bien éré,’ Bach allowed hi f
to drel'm for a moment, his pen might in just such
a fashion have wandered of its own accord over

the paper, tracing just such designs in play. *
Rlbm_dnmth Tagore has long since abandoned
the' starting point of turning erasuyes into a
design. Fate and the gods give him nowadays
other starting points, but there are recognizable
traces of this first manner even in his latest work,
and these explain certain forms that it takes.
Sometimes it is a design in layers which give to
the picture the appearance of masonry; often it is
the actual lines of writing themselves; at another
time, one motive superposed upon another, all
i d hori: 1 , and turned
towards the left. Such a one is a double figure,
a galloping steed ridden by a nude woman, who
leans forward and clutches the mane of her mount.
Given a word of which the sound was not pleasant,
- and lower down a verse struck out, no more was
needed to bring about the birth of the form which,
seeking in the familiar world fer external
bl d d into this Icad

P
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The starting point is changed, but the work

js the same. There is always, to begin with, a
given cell around which the work develops itself,
a nucleus, as Tagore says, and from this moment
onwards, the unknown laws which govern the
+ evolution of forms direct the hand of the creator.
These forms begin by having an abstract character.
Little by little whether by a kind of self-produced
lution or b the infl which guides
them is touched by some memory of the common
world, they acquire a certain resemblance to what
we call nature. They become a face. Sometimes
they hesitate to choose their destiny. A very
curious desigp shows curves lying across the page,
which seemed® to be shaping into an orchid, but
they changed their minds, and, the petal becoming
a wing and the foot a claw, a fantastic bird was
born from the flower. The resemblances so
created, reduced to their mathematical elements,
are sometimes astonishing in their firmness and
truth. At cther times, they possess a pathetic
strength which is very touching. 'The curves
which form them, moving freely, reinvent every
style and recall every kind of genius. One figure
is such as Modigliani might have drawn, a!n'l
-another might be the work of Pollaiuclo, or again,
if the destiny of the lines wns‘t_h‘at_tlley should
end in cloudiness, the, page upon which they are
traced becomes covgutl by_a sky.’ Only those wl:Ao

giv_rg its direction to a whole epoch, will be sur-
prised that this pure painting, absolutely sincere
and wholly uninfluenced by our studio customs,
should resemble now and then the most recent
researches of the painters of the west. There can
be no question of imitation, but the convergence
of spirit is remarkable.

This work is not a hobby or a plaything. For
the last two years, Rabindranath Tagore has been
wholly occupied by this new form of creation.
'.I'he drawings which he produces with pens and
ml.n, and which have the appearance of singularly
skilful and sumptuous water-colours, take posses-
sion of him, and once begun, leave him no peace
unhl'they are finished. They are done at a sitting,
and in a very short time, scarcely more than an
hour, without a single mistake of the pen, as it
threads the maze of .intersecting curves and blank
spaces. This new vocation is not so mysterious
after all. A latent genius was asleep; that is made
plain by the sureness of the design, the beauty of
the tones, the liveliness of every detail, the sense
of ornament. For almost a lifetime, this genius
has been kept in the shadows, for the highly
developed faculties of the conscious mind left no
room for the expression of this hidden force. One
fine day it revealed itself, and the poet felt that
another person was being manifested in him, but
the new minister has not changed the laws of the
state. In a story translated in 1929, “ Shipwreck,”
Tagore the writer created a very wise man, named
Ramesch, who carefully avoided crossing the will
of destiny, and. whose obedience to its orders
dragged him into some most complicated adven-
tures. Tagore the painter designs in the same way
that Ramesch lived.

POET AS ARTIST.
WORK OF RABINDRANATH TAGORE.
BIRMINGHAM EXHIBITION.

(Reprinted from ‘the Birmingham Mail.)

It is impossible to apply the ordinary standards
of artistic . criticism. to the drawings by
Sir Rabindranath Tagore now on exhibition at the
Birmingham City Art Gallerys Their classification
according to the date of their production, the w!-mle
of which falls within the last three years, is a
sufficient indication of the fact that they are in-
tended to be regarded as evidence of *the evolution
of the poet’s mind, as a new means of self-expres-
sion, rather than as a progressive development of
technique. Indeed, it is noticeable that the latest

“drawings of the group are apparently less spontane-

ous than the earliest—that to some extent they

. have become tinged with the deliberate intent to-

. wards representation which i so conspicuously
, absent from the work of 1928.

The firs: exhibit of all, a page.pf manuscript
in which the erasures have been linked together
into a k ious whele, lgiyea us tﬁ i:ll:le' to tlﬁ

have never reco those mysterious
of thought and ing, the outcome of the age
_ itself, which penetrate all souls as by osmosis, qd

a
form taken by the ori

all the drawings into being, and their author has
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Inm.ulf pomted out that there is in them no
primary intention of npresenhuon, but they are
rather an almost automatic submission to a
rhythmical impulse.

LINK WITH EXPERIENCE.

That this rhythmical impulse should Ilmnut
lmmedntely link itself up with visual experiences
in the material world, is a perfectly natural thing,
but if we compare the second alnlnt lel: some
others of the 1928 drawings,

representational art than the rest, and a very inter-

esting small group of the 1930 drawings, consisting

of landscape eﬂects, nu‘ht be compared without
to 1

by artists
of the Barbizon school.

But even in these, the rhythmic quality, whether
of colour or of line, is the predominant factor,
and it is a most instructive exercise to accompany
the study of these drawnngs by a mdmg of the
poems. of the a.rt.ut, for in both there is an out-

suggest human figures in movement, we see how
very sure and natural is the step frm the one,
ly devoid of

uality of quietude. .
Even tlmae drawings which dnplay the great-
est action, even those poems which contain the

a design
tmn, to the others, in which reminiscence of
natural forms is so strongly marked. There is no
essential difference between the two, for in both
rhythm is the commanding feature.

When we come, however, to the group of"

masks in the early part of the 1929 series we are
lmmedi-!ely :tmck by the fact that although the
artist is not in any way trnmmelled by close
* association with things seen, he has, in fact, b

ﬁna are calm and steadied by a wonderful
umty of spirit which delivers them from extra-
vagance without depriving them of power.
DRAWINGS BY AN INDIAN POET.
LOAN EXHIBITION AT THE BIRMINGHAM
GALLERY.

The Keeper of the City of Art Gallery has
been fortunlté in obtaining the loan of somec
of

a representational artut, illd the hnnun face is,
except in one or two , the domi factor

ings by the Indian poet and philo-
wpher, Sir Rnbmdran.th Tagore, and these are

in these masks.

Later on we come to a very interesting deve-
lopment, that in which the design is a dehberaie
aberration from natural forms, approaching in
some i the delib g

GERM OF DESIGN.
There is an i of enj in

* this group of drawings, but again the artist ln.s
started from what may ed a fortuitous germ
of design and has taken an animal form exactly as
he took the accidental form of his erasures as the
beginning of an enhrely fanciful development of
design. In one or two ‘we have

“displayed in the Loan Gallery, where
they will be available for public inspection' from
to-day. One cannot call to mind any previous
instance of a poet of world-wide reputation after a
long and fruitful literary career taking up the
serious practice of decorative design; and on being
confronted with this extraordinary collection one
is filled with _that the ial faculty

should have remained so long dormant, and that,-

being awakened, so much should have been accom-
plished in the space of about three years. To
communicate any idea of the general character of
the result of his labours the artist’s own words are

handling of line and form in which human figures
derive their beauty and their value as design, not
m direct resemblance to human figures, but
rather from the quality of the line by which those
figures are expressed.
These are seen at their best when the lma is
extremely fine, and yery formal, and enh

the most apt. In a foreword he remarks: “My
ict: are my versiﬁcation in lines. If by chance
they are itled to claim ition it must be

rlmnly for some rhythmic slgmﬁmce of form
which is ultimate, and not for any interpretation
of an xdea, or repreunhhon of a fact.”
If in conjunction with this statement we
glance at the history of the developrgent of these

d by
no colour whatever, and the range of artistic per-
ception is very strongly emphasized when we come
to the designs which depend wholly for their visual
satisfaction oh the colour.

Some of these latter are of astounding power.
Their very deep tones and wonderfully harmonious
sequence produce exactly the same effect of
rhythmical balance as that which is to be observed
in the purely linear work, and indeed we might
sum up the whole of this exhibition as being a
marvellous example of the sense of balance and of
harmony, even in the most fortuitous of its forms.

LANDSCAPE IMPRESSIONS.

The latest drawings, more especially the large
heads which form the conclusion of, the exhibition,
are, as has been said, more closely related to

of line and colour, % will perbaps
enable us to obtain some add:han-.l light on the
mysteries of artistic creation. We are told that
the artist’s earliest drawings were mere de

ments of manuscript corrections, which as a rule
render a written page unsightly. With no clear aim
;:n;lnl of bringing these correcting marks into

]

nious relation with -each other and the

written page, he allowed his pen to roam at will,
and some mysterious rhythmic urge has guided
hupennlm;lmeoofbe-my,mmmnm
very near to ression of natural forms, and
this, in all his ez:ypworh, independently of any
Wolition on the part of the artist, he being only the
medium as it were, :ub)ed to the control of this
mysterious force, which may be in some way re-
lated to that which determines the form of objects
in the natural world.



RABINDRANATH TAGORE

By the Courtesy of Visvabharati

DRAWINGS OF Dr.



This brings us face to face with but one of
the dual origins of art creation. It is not disputed
that some of the earliest known examples show
no concern with even the suggestion of natural
forms, but present simple units of arbitrary charac-
ter repeated at rhythmic intervals, and from these
styles of decoration developed full of intricate and
beautiful patterning. On the other hand, it is
cqu..lll_y certain that other pre-historic specimens
exl'flblt a mqtive entirely different. We see the
artist primarily occupied in telling a story—say of
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us that there are other and very beautiful .
whose contact with Nature is rr:mote‘,. ;inu“g:l:;
gepend upon harmonious lines and colours, and it
is upon these grounds that the quaint drawings by

Tagore make their appeal. It is almost ible t
trace in them the normal development ogo:suheooz
for with the i groping for

order and rhythm, forms such as are born of half-
forgotten dreams appear, some formidable, others
grotesque, but all taking their place in a beautiful
colour u‘:l_ieme. _’ln the latest examples there are
not ived design,

a monstrous beast; how it was slain, 'and inéid
of like nature which happened to touch his eye at
.vgtnl points. These two streams persist in the
?n':torial and plastic arts all through the ages, and
it is a very narrow art criticism which would deny
the importance or relevance of either. From time
to time we see one or the other of these two
motives predominate, but they frequently mingle
and the one is rarely entirely absent from the other.
With the close approximation to nature,
~ Western art has been mainly concerned, but more
intimate acquaintance with the Orient has taught

\ of a p

and in 9thers there are unmistakable signs of con-
tact with some of the latest developments of
We_stgm art and ytendenéy towards a more natu-
ralistic rendering of the human form. At this point
they seem to lose much of their particular charm,
and although there is in evidence a large accession
of technical resource, it does not seem to give the
same results as the artist’s earlier and more com-
plete surrender to that force which is the primal
urge to artistic creation.

: E.S. H.

IX._DRAWINGS BY RABINDRANATH TAGORE.
By ANANDA K. COOMARASWAMY.

N exhibition of drawings by Dr. Rabindranath
Tagore is of particular interest because it
puts before us, almost for the first time,

genui 1 d primitive art. One

may well wonder how those artists and critics who
have so long striven for and praised the more
calculated primitivisms, - archaisms, and pseudo-
barbarisms of European origin will respond; will
they admire the real thing?

Because Rabindranath is a great and sophisticated
poet, a citizen of the world, acquaintc_:d wi'th life
by personal experience and by familiarity with the
history of culture in Asia and Europe, it must not
be inferred that these paintings, all a product of
the last two\years of the poet’s activity, are

histicated or physical. It would 'be a
great mistake to search in them for hidden
spiritual symbolisms; they are not meant to be
deciphered hl les or code

Nor do

they bear an \tl;ﬁnite relation to the contemporary
ey gol of painting led by his nephews

Bengal
A;:flin:!r'nnath and Gogonendrana‘th l‘ngm-e,
or to the y t e. It

n;:;st have looked at many

of his long life; but there

work to‘how that he has
Oy ey

is obvious that the poet
‘pictures in the course
is nothing in his own
seen them. This is a genw i g %
naive expression; extraordinary evidence of etx

youth persistent in a hoary and venerable

ersonage. - ’ "
£ C’lﬁl(ﬁlgke, but not childish. It is perfec.tly legi-
" timate to be amused by, to laugh at or with some

of these creations, as one is amused by a child’s
vision of the world; it is not legitimate to ridicule
them. From a few examples one might gather
that the artist ““knows how to draw ”; but this is
not a consistent quality, and it would be as much
beside the mark to praise this apparent knowledge
when it appears, ‘as to criticise ‘the work as a
whole as that of a man who does not know how
to draw. In these days we have become familiar
with the cult of incompetence, and have professed
to admire the work of countless artists who do
not know how to draw, and in addition have
voiced sufficiently loudly their contempt of train-
ing. Rabindranath, on the other hand, has no
contempt for training or virtuosity; he simply
does not possess it, and knowing this he puts
before us in all simplicity, certainly not cynically,
the creations of his playful vision, for us to use as
we will. There is, indeed, one quality in respect
of which these pictures may be called at once
typically Indian, and adult in spite of their naivete;
this quality finds expression in satisfying composi-
tion, clear-cut rhythms, and defmiton of forms.
They do not mean definite things, but are in them-
selves definite; in this sense they may be’ called
truly mystical, and offer a réfreshing contrast to -
the vague and sentimental works of the pseudo-
mystics, in which more recoghizable forms appear,
but which none the less sprechen immer nur Im
Luft herein” A comparison with the work of
William Blake is naturally suggested; for here

too was a mystic poet who from the resources of



a vivid vmul imagination created forms not to
be seen in nature, but yet endowed with
cision and definition of natural forms. The parallel
can be carried even further, for most of the work
of Bhkemachm]lyaklndofmlrgmdmmmt
to poetry; while the separate paintings now exhi-
bited by Rnbmdranath are achnlly, as he himself
tells us, a d 1 and
interlinear pen-play enjoyed when composing, or
correcting mani t.

The poet gives no descriptive titles to his
pictures—how could he? They are not pictures
about things, but pictures about himself.. In this
sense they are probably much nearer to his music
than to his poetry. In the poetry, so far at least
as the content is concerned, he is. prnmarily the
sensitive exponent of a racial or
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exaggeration of a probable animal that had un-
accountably missed its chance of existence,” or
some “bird that can only soar in our dreams and

_ find its nestmsomhonpihbhku:lht we may

offer it in our “‘canvas ”; in others, human lermu
ness is made mh:ulous by

others rep crowd
player may embody some allusion both to Krishna,
and to the call of the infinite in the poet’s own
songs; another is a dancing Ganesa, far removed
from the canons of Hindu iconography; there are
portrq,m, including one of a young Bengali girl,
the direct antithesis of “ Ivan the Terrible ”’; group-
ings of coloured flowers; pages of actual manllscrlpt~
‘and soft eshereal l.nndscapes. The manner is as
varied as the theme, and this, despite the fact that
all the are done with a pen, usually the

not an inventor, and therefore his words are more
profoundly unctioned and more significant than
those of any private genius could be; all India
speaks and understands the same languaga e
poetry reveals nothing of the poet’s personality,
!bnugb it establishes his status But the painting
is an intimacy to the of
private correspondence. What 4 varied and colour-
ful person is revealed! One picture, that might be
taken for a representation of a cross between
Shylock and Ivan the Terrible has qualities strange-
ly suggestive of a stained glass window; others,
in the poet’s own words, depict “the temperate

back of a fountain pen, and coloured inks or tints;
any method is employed that may be available or
that may suggest itself at the moment. The
artist, like a child, invents his own technique as
he goes along; nothing has been allowed fo in-
terfere with zest. The means are always adequate
to the end in view; this end is not “Art” with a
capital A, on the one hand—nor, on the other, a
merely pathological self-expression; not art intend-
ed to improve our minds, ner to provide for the
artist himself an “escape”; but without ulterior
motives, truly innocent, like the creation of a
universe.

REVIEWS.

AT AJANTA. BY KANAIYALAL H. VAKIL,
B.A, LLB., 8 PP., WITH 38 ILLUSTRA-
TIONS. D. B. TARAPOREVALA SONS &
CO, BOMBAY (1929). PRICE, RS. 3, OR
6 SHILLINGS.

ARAPOREVALA SONS & CO. of Bombay
has, of late, started paying some attention to

Indian Art and Culture and a few books, of
different degrees of merit and aulhority, have seen
the light of day. Probably there is a demand of
such book from the public and the task of vul-
garization,” in the French sense, should d

the booklet is meant. As a commercial prodm:hon
it may be a success but as an sthetic torch into
that primeval forest of Indian Art—Ajanta with
her pillared lyrics and painted epics—the book will,
we are afraid, be considered as “Love’s Labour
Lost.” With this bock we are “At Ajanta,” yet
feel perpetually out of it. Mr. Vakil’s genuine
enthusiasm, for Indian art leads him occasionally
to transgress'the fateful llmltatlon of publication
and to blow through the magic ﬂuy_ of profound
communion broken also too ofter %y “he intrusion
of m-dlgesled qunlat:!nns Mr. Vakxl, a ctarming

‘ upon those who are more than mere publishers or
enthusiasts in Art. - The book under review brings
these considerations the more to our mind because
“At Ajanta” by Kanaiyalal Vakil, a real lover of
Indian art, has failed according to our opinion to
serve the purpose of a real and handy key to the
treasure chaiaber of Ajanta. The illustrations, the
most lmportunt nlements m such a work, are

d and below average,

while the style of € exposition is erratic and sophisti-

cated—just a little below the consciously academic
and above the naively popular. Hence we are at

a loss to discover exactly for which group

(excepting to all-knowing all-forgetting tourists)

in art pro-
menades, has here by irony of fate posed now a
scholar than as.a critic and consequently lost the
paradise of perfect entente betwe-a the Man
and the Monument which, as a self-denying guide,
was _his “grand prerogative” to evoke.
Mr. Gladstone Solomon, who has foreworded the
volume with a very non-committal tribute to the

“ enthusiastic fraternity ” of Indian art, has opined
lhat“theoppoﬂ ist is badly received in Indian art
n-day Neglecting his word to-day which sounds

st=angely belated note, we may submit that un- -

q ﬁedophnutmmdealmgmlhaﬂand Indian
art in particular is an equipment of doubtful value.
Optimism breeds a sort of self-complacency which



leads the optimist to imagine that all he is doing
is providentially called for and perfect. Thus
optir may degenerate into a naive dog-
matism and lead to all sorts of wsthetic vandalism
to btlo(.l Tl'le ‘:Gllide to Ajanta” published by
th_e Ar l D of Hyderabad,
mth_a more modest price and infinitely superior
illultrl‘hons as !ﬂell as letterpress, should have

blish inst issuing this
bocklet with so much unceremonious h:lsltf and
funfaronnade.; More taste and less haste.

GUNA-SEKHARA.

JORG TRUBNER: YU UND KUANG, ZUR
TYPOLOGIE DER CHINESISCHEN BRON-
ZEN, KEINKHARDT AND BIERMANN
VERLAG, LEIPZIG, 1929, 32 PP. TEXT, 69
PLATES. PRICE 66 MARKS.

HE text, concise and sober, succeeds in assign-
ing relative chronological sequence to a series

of ancient Chinese ritual bronze vessels, on -

the basis of stylistic analysis. The Chou bronzes, it
is definitely shown, date from a period prior to the
Han dynasty. Vessels of the Yu type are selected
as a digm for d rating the inner evolu-
tion from the primitive stage, with its uncouth
vigour, of architectonic bold S5 Cealstical

treated animal forms, jutting out in bold relief
from the shape of the vessel, to the classical type

with its sophisticated smoothness of the metal
rf: ing in jon and elegant in
lacing by an abstract, i.e.,

abbreviated form the poignancy of the earlier
decorations. It is also convincingly shown. that
the early Yu vessels must have been copied from
wooden prototypes, and that slowly only a treat-
ment more and more.“bronze-like” in character
had been adopted. This developr?.ent goes hand in

#sthetically satisfactory form is surely far awa:
from the “primitive,” but need not beihmqm;
gnlmu’llltofthis..'l'hedeﬁnitim(ooof

baroque” (on p. 21) is slipshod. Referring to
the single animal motives the derivation of the
Tao-tiech from a fusion (p. 18) of a stag’s or
bu!h.l!fs head in front view, with two elephant-like
animals and two dragons in side view is not con-
vincing. The spelling of names is frequently irre-
gular and Plate VIII appears twice, instead of
Plate XXVI, for the second time. Apart, however,
ﬁ'am. such. minor shortcomings the text has its
deiérute ‘{alue and is full of suggestions. The
objgets. illustrated too, except Plate LXIV,
maintain a high standard of quality and the chro-
molithographic plates are excellent.

St. K.

GUSTAV MENSCHING: . BUDDHISTISCHE
SYMBOLIK, LEOPOLD KLOTZVERLAG,
GOTHA, 1929, 46 PP. TEXT, 68 PLATES.

T is expressively siated in the book under review
that it is written from the point of view of
h ian of religi t has no aspirati

a

to deal with Buddhist art. A very detailed table
of contents gives a fair idea of how the author
tackles his subject. In the introduction Hinaya-
na and Mahayana; the spread of Buddhism;
Lamaism as a “sunken” form of religiousness;
the mutual inter-penetration of religions and their
symbols; the attitude of Buddhism:  towards
religious art and the philosophical structure of the
symbol are discussed, with a few words (in 6 pages)
so as to give an idea to anyone who hitherto has
been unacquainted with the subject. In the first
chapter, dealing with “general symbols of the
doctrine of Buddha, the following subdivisions
are made.” The idea of “evil ”; the wheel of life;

hand with a change an p
tion and squarish forms, to shapes more rounded
and vessel like, The bronze, too, very thick at
the beginning ends by being as thinly used as pos-
sible, and- here, too, refinement replaces vigour.
‘These conﬁ;.:lsq_s are arrived at by an almost
mathematical exatfitude of observation. ' In-
scribed vessels, etc., are brought in at the end of
the paper only, to corroborate the stylistic
findings of the author. Vessels of the Kuang type
then are “=gated analogously. From the point of
view of stylistic analysis nothing more exact can
be expected. With regard to certain details,
however, errors occur, due partly to an influence
of the all-powerful notion of ‘Western art criticism

of a development from the pri jtive to the baroque,
and paﬂ?; to an insufficdnt discrimination

first is apparent
22, where bagsfjue
in order to justify

of the single motives. The
_ reference to Plate XXXIX, on 11.
tendencies are seen into a yessel, In
the author's conclusiontelt, v o0 LS
i i e to 8
ing a rdaml# very 1 t‘e e a w
\

the red force of the “doctrine”; general
conceptions of the creed and their symbols. The
sécond chapter, Buddha and his community treats
of the three great events in the life of Buddha and
their symbols; the tbree great miracles in the life
of Buddha and their symbols; the representation
of Buddha; the Mudras; the form of Amitabha;
the attributes of Buddha; the community of the
disciples and their sy ls. The ,third chapger
describes the symbols of the cult, such as worship;
the altar; the implements on the altar; drum'and
bell; the prayer-wheel, a symbol of cult-mechnplsm;
and the Yantras. The fourth chapter insufficiently
deals with the “symbolism of templ truc-
tion.” The author refers to the stiipa  only,
further, to the pagoda and its, significance, to_the
lanterns of the world—law in Borobudur and to
the bell on the stapas. It’ is evident that the
author ignores the “symbolism” of Buddhist
buildings other than the stapa and that t-l!oge_the;
India in this book app as a “terra gnit

almost of Buddhism. Out of 68 plates _only
two Indian monuments are shown, the Dhamek
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stupa (Plate 41 and Plate 9, detail, and the Lyon
capital from Sarnath on Plate 61). In the fifth
chapter the Borobudur is tackled under “sym-
bolism of the building-plan” under the able
guidance of Zimmer. Its character as Mandala,
and the idea of the “path” are emphasized. The
sixth and last chapter speaks about animal sym-
: itude of Buddhi )

The e
animals is indicated and the lion, eleph bull and

@ .
sharp classical lines; aquiline features, that wavy
dressing of the hgir, and, above all, that pleasing

smile characteristic of the early Gandhara sculp-
tures. They ean well be compared with the in-
numerable stucco heads found at the ancient sites
of Gandhara, and a study in comparison is sure to
lead us to believe that this art was carried along
with the Buddhist p da into Turk

ime during the first century of the Christian

other animal symbols are mentioned and super-
ficially explained. It is clear from the above that
the book, far from saying anything new, alludes,
rather systematically, to most of the well known
Buddhist symbols, no attempt is made to trace
their origin or the growth of their significance or
to analyse the frame of mind that created and
realized the meaning of these symbols. The illus-
trations, as far as they are new, i.e., the majority
of them are taken from Far Eastern temples, of
later date and are of little artistic consequence.
More than one-third of them lacks indication of the
,locality. To readers inted with Bwidhi:
the text will be of interest. To those, however,
unacquainted with Buddhist works of art,
the illustrations largely are likely to serve as
a deterrent. The merit earned by the text, not as a
scholarly, but as a popular treatise, is counteracted
by many of the objects selected for reproduction.

St. K.

BURIED TREASURES OF CHINESE TURKES-

TAN. AN ACCOUNT OF THE ACTIVITIES.

AND ADVENTURES OF THE SECOND AND
THIRD GERMAN-TURFAN EXPEDITIONS.
BY ALBERT VON LE COQ. TRANSLATED
INTO ENGLISH BY ANNA BARWELL.
177 PAGES AND 52 PLATES WITH 96 OTHER
ILLUSTRATIONS, 1928. PUBLISHED BY
GEORGE ALLEN AND UNWIN LTD,
RUSKIN HOUSE, MUSEUM STREET,
LONDON. PRICE 18 SHILLINGS NET.

HIS volume which is the outcome of the
second and third expeditions led by the

I German archzologist Albert von Le

Coq, under the orders of the National Ethnological
Museum in Berlin, and covering the period from
_September 1934 to June 1907, was first published

in German under the title “Auf Henas Spuren in
'Osthiirkistan ” in 1926. Coming as it does from
one of the pi 1 hzologists who

of P

have unlocked the gates of mystery into Central
Asian antiquities, the book makes an important
contribbisn to the I'brary of literature on the rich
discoveries made if:’ the same field by Russian,
English, German, French and Japanese archao-
logists. : :

The exploration of the first of the two expedi-
tions related in this book was concentrated on the
old ruined town at Khocho where were di d

era. Dr. Le Coq thinks that this penetration
was made along two roads, viz., “ The longer but
easier'way through Bactria over the Pamir Plateau
to Keshgar, Yarkand and Khotan, or by a second
route, p) ly not used until a later date, through
Kasmir and over the Karakorum passes to the
same destination. On the first of these routes this
art would come under modifying Iranian influence,
on the second under Indian,” the two most deter-
mining factors of the art of Central Asia. This is
confirmed 2lso by the ruins of old buildings which
are all invariably religious edifices. “The architec-
ture in every case is either Iranian (with dome-
shaped roof) or Indian-stupa. No Chinese build-
ing is to be found either in Turfan oasis or in any
other of the old settlements visited by us.” There
are no doubt temples that show a combination of
the two types just noticed, where the stapa takes °
the form of a simple rectangular or square pillar
in front of which is built a square centre with a
domed roof and from this narrow corridors covered
with cylindrical roofs surround the pillar. Of the
important sculptures found at Khocho, one is a

magnificent torso (Plate 10), five feet high, which
certainly is reminiscent of types in the Gandhara
art, this is discernible in the drapery that falls in

noble lines and the heavy side folrlslthat hangs

down frem the shoul Such p and
heads of the type referred to above have been
found in abundance, and stylistically they cannot

but be taken to belong to the early Gandhara
school. We would have set down with this con-
clusion had it not been for the fact that whilst in
paintings_discovered in the same locality and ad-
joining districts, the Hellenistic elements already
showed signs of Eastern Asiatic influence. The
sculptures still retained the mod-lling of ‘*he
Hellenistic art of Gandhai- ‘chis proves an
enigma to the di s of these |
The question before them was: “The sculptures
most undoubtedly belonged to the same period as
the paintings—why had not they too bes_Lclist
in the same way? At the time of the discovery
we did not yet know that the sculpture of Eastern
Turkestan is a casting art and that they used
moulds for making all statues.”
The di: y of some i of casts
made of stucco ipf the monastery workshops of
Kyzyl during therthird expedition showed this rid-
dl-\";ﬁor the old type was just cast again in their
moulds, and if a mould happened to get either
broken or was worn out, a new one was modelled
a mechanical over the original #ype, and

beautifully modelled heads of clay (Plate 7) with

by
then fresh ones were cast as before.” _

o
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But the most i di
e P all of
relics

of .
e fn_:fond up?dig'o'nant Khocho were the rich
rel Hellhn: it
ings and Manichean manuscripts. The mural

tings discovered here mostly belong to ln::om-

- painf Ing d
 paratively later period when Hellenistic types had

already come under the modifying Sassanian in-
fluence. On l_’lnte I is an illustration representing
a man over life size in the dress of a Manichean
priest, sllrroun_ded by Manichean monks and nuns
s _dreued in the white garb of their order.
Their very features, lines, drapery and no less their
ion would us to relegate this kind

del has
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the south of the great village of Murtuk, was .
diuu_vered. A total of some hundred templ:n are
still in existence there, and on the walls of these
zemples.Dr. Le Coq discovered a rich treasure of
splendid paintings in colours as fresh as if the
artist had only just finished them.” There were on
the entrances of the corridors of a temple paint-
ings of Indian monks in yellow robes, and of
Eastern Asiatic monks in violet—the names of
Indian Kings being in Indian (Brahmin script of
Ce_ntljall Ani.a), whilst those of Eastern Asiatics
!:emg in Clynese and Uighur character. There is,
in ‘t_h'efe ?.amtings, plain evidence of an attempt to

of .pninﬁngl' to what Prof. Grii
d‘lrl.ltﬂ:IEd, earlier Turkish style® displaying
mixed ch since it embodies

latent traces of Gandhara style and the Indo.
S‘cytblan (= Tocharist) style which, from time to
time, modified itself under the influence of the sub-
jects represented. Moreover, in this earlier
Turkish style, Chinese elements are marked in the
framing of the pictures on walls and ceilings by a
rich floral ornamentation of unusual charm, as also
in the features of the personages portrayed.
ongst other more or less interesting dis-
coveries made at Khocho we would like to take
into t two m d ] ids, one with

y P:

* three terraces illustrated on Plate 1V and the other

with not less than six on Plate XV. In former
times the many niches at the different terraces of
the former were filled by large figures of the
Buddha. The second one is a similar monument
only with less sharply defined terraces, but in the
arched niches of the monuments there still survive
remnantc of painted Buddha figures. As regards
the architecture of these two monuments we would
like to make one suggestion that may throw some
light on M. Parmentier’s theory about the “com-
mon origin of Hindu architecture in India and the
Far East” (Rapam, January 1928). We have
no extant examples of this type in:India or in the
Colonies, but from the descriptions of brick-storied
Sangharamas as supplied by Fahien we are not
very far from facts if we imagine that they were
not much unlike the buildings referred to here.
‘«_It is difficult to agree with M. Parmentier

= !hNe Ingo-Ary ~n Skhara was an adaptation from

. these many-storied

\\_/ N

angharamas but it is not so
difficult to see in these buildings attempts at adapta-
tions fy»m this particular type of monuments with
do-—- 7and_cells at every terrace with a corridor
running on =il sides. ; i
The expedition next transferred its activity
into the gloomy ravine of the Sangim situated
to the north of Karakhoja. The left or western
side of the ravine is studded with a line of
temples (Plate 16), whilst the hﬁi’ghh of the ng_ht
‘were found to be ied many India
' relic memorials, in one of which, the almost ps<®
fect page of a Manichean book was. found amadgst
the fragments of m-gy Bqﬂdh}u. ‘lnd;-hn nunu;
1] \From the im ravine the grea
i v \,( lement of ‘Bazakalik, which Lies to

\\B’.

d the face of each of those represented
—in other words to paint portraits (Plate 20).
Apart from Indians (including Buddhas, Princes
and Brahmanas) and Central Asiatics, there were
representations of Persian, of red haired, blue-eyed
men with faces of a pronounced European type, as
also of per of pr d Semitic ch
proba}ly Syrian.

Ti% sicsc-Tmportant discoveries of the third
expedition were made in the cave temples in the
mountains near Kyzyl close to Kucha. In contrast
to the Turfan ' setilements where were found
paintings almost exclusively dating from the
Turkish pericd (after AD. 706), these Kyzyl
paintings mainly belong to a more remote perio:
(up to A.D. 800), when Aryan peoples still occupied
the country. Yet here, too, there were témples
where the paintings began to show .signs of their
Chinese origin. The temples of Kyzyl belong to
two different styles: “the most frequent of these
consist of an elaborate entrance hall opening at the
back into the shrine, the square or rectangular
cells. On the farther wall of the cells is fixed
the sacred image, a clay statue of the Buddha. To
the right and left of this sacred image corridors
are hewn out of the rock and joined to each other
by a third corridor at the back.” The second type
is the Persian buildings with a dome-shaped roof—
the sacred image being placed on a finely moulded
pedestal in front of the farther wall of the cells.
Here, in these temples, were made discoveries far
surpassing any earlier achievements. Everywhere

*were found fresh untouched ,temples, full of the

most interesting and artistically perfect paintings’
all of early date, earlier than those hitherto found.
There were no signs in these paintings of any East
Asiatic influences. “Everything in' culpture and
painting alike was Indo-Iranian, following ‘late
antique principles.” . According fo Dr. Le Coq, this
settlement flourished between the fifth and eighth
century D. The two sketches on page 125
would show in the features "of the personages
represented in their dress and{l:ﬁ'lﬂm‘e},—pﬂ‘w and
composition, that they are ‘&nbx:e!y Indian in
character. From Kyzyl the &xpedition moved to
the oasis of Korla-Karashahi—along the west of

i parallel mountain chains were
found innumerable temples and a great m.nnber
of Persian-domed buildings. These temples yielded
a splendid harvest of pieces of sculpture and

.



manuscripts with whole. layers of splendid

pages written in early Indian script as well
‘Tochari; ipts. This was in
fact the last important di by Dr. Le Cog

discovery D
in course of his third expedition, which shortly
came to an end. But as we read this
i ing and readabl t of these di i
we must keep in view that the book is strictly “a
personal narrative—free from scientific ballast—of
our experiences ” ‘as the author himself says, “in
those distant sunny lands, which remote and dusty
as they undoubtedly are, will ever be endeared
1o us by the memory of many efforts crowned with
BUCceak 2N RO XA R is narrative is in-
terspersed with all kinds of remarks referring to
the life and character of our native friends—
Eastern Turkestan and Chinese alike—and to
interesting developments of the history of art, etc.
But the main object of the book is to give toue:
public at large a general idea of our exped'tions
and their results.” And this has been so a ly
and so beautifully done that even layca s #vould
find here materials as attractive as in a book of

BUDDHIST SCULPTURES FROM A STUPA
NEAR GOLI VILLAGE, GUNTUR DIST
(BULLETINS OF THE MADRAS GOVERN-
MENT MUSEUM: NEW SERIES, GENERAL
SECTION, VOL. I, PART I). BY T. N. RAMA-
CHANDRAN, MA, ARCHZECLOGICAL
ASSISTANT, MADRAS MUSEUM. QUARTO,
44 PP, 12 PLATES. MADRAS GOVERN-
MENT PRESS, 1929. PRICE Rs. 2-12.

HIS beautifully got-up volume gives a very
g well-written account of some important
documents of Indian sculpture now housed

in the Government Museum at M: . These
consist of a of relief scul in white

marble—friezes depicting the life of Buddha.
. These in their provenance, material, subject-matter,
style and execution, and date, form a pendant to the
better known Amaravati and Jagayyapetta sculp- -
tures. Mr. Ramachandran has given a very full
account of these beautiful relics from India’s
past, and he has done it in a way ‘which deserves
high commendation for attention both to clear and
ks ition of details and to the statement

adventure, as interesting as in a book of r
Throughout, the style is lucid and delightful and
even where there are passages for the specialists to

of the wider issues. There rather longish friezes,
one of which is rather fragmentary, form the greater
part of the.u remains, and they narrate in the char-

take interest in, the ordinary reader is sure to
find something that would enlighten his | ledg
and enliven his imagination. Dr. Le Coq knows
his business well, and knows too what he is re-
quired to do in such a narrative—he never burdens
his account with scholarly treats, on the contrary
he lightens his story of adventure by many
h hes an i dotes. Nor
does he lack in presenting before us his admirable
pen pictures of frightful sandstorms of the desert
for instance, or of the spurs of the great mountain
ranges. The book is profusely illustrated and a
useful bibliography for readers desiring more
* detailed information regarding Central Asiatic
studies appears as an appendix to the narrative.
Not. in the way of criticism, but just to caution
our readers we would like to point to one short
para on the opening page (page 17) of the
narrative: “When Buddhism first penetrated
these districts, the type of Buddha was not yet
fixed, since the Indian artists lacked either ability
or courage to venture upon a graphical representa-
tion of All Perfect. But the artists of Gandhara,
by virtue of Gheir mixed parentage, created the

jmage of Buddha after the type of Apollo or of -

Dionysus.” We w that old theories die hard,
but this is nothing if not a very summary presenta-
tion of the facts of the case, with which we, on
our part, cannot umfortunately agree. We would
like oursZaders”iv-xefer to the admirable mono-
graph on the snM%t by Dr. A. K. Coomar-
swamy (The Art BuXletin, Vol. IX, No. 4, 1927)

where the whole theory has been very carefully
examined and where, according to our judgment,
the right attitude has been taken.

N.R.

ti style the following scenes, in
addition to giving some Nagaraja and Mithuna
figures: the Chaddanta Jataka, the Buddha’s visit to
Yasodhara, Subjugation of the Elephant Nalagiri -
in the first frieze; the Vessantara Jataka, and scenes
with a Yakshi figure in the second frieze; and scenes
from the life of the Buddha—his temptation by
Mh.iE, and Sujata’s bringing food to him, in the
thy

Mr. R.amncha.ndran has given a comparative
table sho‘wmgfx variations in the treatment of the
same episode these slabs and in the various
Amaravati sculptures in Madras and in the British
Museum and elsewhere. This forms a valuable

addition to the lit on the A
sculptures.
From a consideration of their

style,
Mr. Ramachandran places these sculpturesyil;
the same age as the fourth or last period of
Amaravati; ie., the third century afer Ciyist. e
general artistic’ value of. these ancient pieces of
sculpture is of a high order. The sculp-
tures show a wonderful exuberan of

life and movement, and although cg in
a finished school “there is a fackicy: and a
vo!lx'bilit'y, cojntm(ing with the calm restraint and

 of the vati school at its
best, the general effect is not merely charming—it
is deep as well. In some of the female

especially in the Msthuna groups, there is a ten:
c:!gncy to exaggerate some parts oof the human body. "™
Iie story of taming of Nalagiri is less happily
concived than in the famous medallion from
A the . charmi iy back-
ground of the life of the people in the fown as

d d in tlux‘ i medallic~. by the .
1




| women looking from the window and the girl cling-
ing to her lover in fear of the raging elephant, is
bsent in the Goli relief, but there is plenty of
nt and movement. The Vessantara Jataka
3 ; vggy"ﬁne, and present a vivid pano-
. rama of the moving stream of the life of the period:
- some _;m%;iirxows,. like Vessantara and his wife
»ljﬂ,qdrx‘qar “their children, with pigs and deér
n ﬂu:. fwreqrolmq, are like a moving scene out of
the life of the times, which was after all not so

_different from that of the present day.
On t.he‘ whole, both from the worth
?f the .mbj.eet-mntler and from the admirable way
. oin w'lnch_ it has been treated, the work is a
centribution of high value for the history of Indian
art, and we'holsle more of this nature will be forth-
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THE SPLENDOUR THAT WAS ’IND: A
.~ SURVEY OF INDIAN CULTURE AND CIVI-
LIZATION, FROM THE EARLIEST TIMES
TO THE DEATH OF EMPEROR AURANG-
. ZEB: BY N.T.SHAH, BA, B.Sc. (LONDON),
- BARRISTER-AT-LAW, PROFESSOR OF
ECONOMICS, UNIVERSITY OF BOMBAY.
WITH A FOREWORD BY THE MARQUESS
OF ZETLAND, G.CSlI, GCIE. (FOR-
MERLY EARL OF RONALDSHAY,  EX-
GOVERNOR OF BENGAL). WITH 11
ILLUSTRATIONS IN COLOUR, 324 HALF-

TONE ILLUSTRATIONS AND 5 MAPS.
BOMBAY: D. B. TARAPOREVALA SONS
AND CO, “KITAB MAHAL” HORNBY

ROAD. QUARTO, PAGES XXV -+ 26, FULL
CLOTH. PRICE RUPEES THIRTY.

HE author of this rather voluminous work
has had a laudable end in view: to .give the
general reader some idea of the culture and

civilization of India—especially of Hindu India.
As it is always easy to_conceive of somethi'ng
better, one should judge a work on its own merits,

d should try to find out the best that is in it.

Bus from,‘..oui i~ 'rapjd survey of the present work:

‘and From a careful study of considerable poyﬁrms
of it, one feels a great disappointment, wondering to
what extent the book will serve its purpose, and
om- not help thinking of something better.

¥ Te authoiseeks to bring before the world outside

Indian wisdom and Indian learning, Indian art and
' Indian literature, Indian legend and Indian history,
*  Indian economic life and Indian social idguls, all in
one pareei, as it were. He has scholarship, and he
has imagination for the worl he has taken in haml,—
although at times he relies more on imagination
@nd hearsay than on actual information; and, al ’,’s"e
all, he has patriotic nthusiasm.  This last =t in
=" our author is not so obtrusive; and it ensures that
sympathetic and appreciative standpoint without

| S

which no proper approach is ible for an

ject of Iugman interest. Thep::’sk he unde{t:;-t
however, is not a very easy one. Indian life and
culture in all its aspects and throughout the greater
part of its history ding' over three th d
years, is a subject of unparalleled c i
presenting the bewildering pga:owtl: of :m:-l‘:;ty,
fo.rest. To cut out a path through that jungle which
will enable the average intelligent person, especially
of the West, to form some clear idea of the nature
of the ground traversed, would indeed be an achieve-
ment of which any writer can well be'proud. To
be able to do this successfully, a profound know-
ledge of the.r!:ain currents of religion, art and cul-
ture, a requisite power of visualization, as well as
literary gifts of an exceptionally high order will be
necessary.. T!:e late Romesh Chunder Dutt sought
to do that inhis History of Hindu Civilization,
and he succeeded in his day in a most conspicuous
oagner.  His book is still an authoritative work on
the Sybject—only it did not bring down the tale to
the rki, Pathan and Mogul periods of Indian
history. - Bgfo(re him, Raja Rajendra Lala Mitra
attemp&d Something in a smaller compass in his
Indo-Aryans. Indian art had to be studied and
appreciated in relation to Indian history and civi-
lization, and recent writers on Indian art, which is
at last coming to its own, had to take up the study
and exposition of Indian civilization and Indian
ideals. We have a number of brilliant contribu-
tions in the shape of entire works or articles from
acknowledged authorities on one or more aspects
of Indian art, like E. B. Havell, Ananda K.

' Coomaraswamy, Ordhendra Coomar Gangoly, V.

Goloubew, and René Grousset; and there have been
other writers, both Indian and European, who
have discussed Indian art and culture ‘with more
or less sympathy and insight.
Mr. Shah comes latest in the field; his end is

more definitely and avowedly popular, and he treats

the whole of Indian culture and civilization. He has
been inspired by J. C. Stobart’s popular books

The Glory that was Greece and The Grandeur
that was Rome (the name has been given as

« Stoddart ? by Mr. Shah) in finding the title for his

work as well as in its treatment of the subject. The
title concentrates the _sixteenth and = seven-

teenth century European view of India: “ the wealth
of Ormus and of Ind” as Milton wrote.
Mr. Shah writes ’Ind in the title of his book.

Sindhu, of course, became Him?; in Iranian,
whence  the Greeks got their 'ndos, Indoi;
Greek had ignored the A-sound of the Iranian form
in the beginning and there wasno k in the Grzco-
Latin name for the country, di Ina: and as the
English names for our country came from Latin,
one cannot understand the raisag étre of the
inverted comma at the head of ‘this poetic contrac-
tion of India, since the English Ind is not a con-
traction of Hind or Hinduastan, the Arabic or
Persian names of India. Mr. Shah indulges
other alterations in the orthographies of names—-
he corrects the spelling of Dr. Coomaraswamy’s
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“ the bro:d _fnr lwosol:: ?‘f“tlls Daugl:lel’-'

name—in which the older English usage is con-
jously followed—to “K Swamy ” and
“Kumaraswamy.” But this is by the way.
The topics he discusses in the
chapters of his

various
book indicate sufficiently
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the wide scope of the survey he has attempted. '

Chapter I has the caption “India: A Panoramic
View.” In this a rapid bird’s-eye view of the geo-
graphical situation of India as a background to her
cultural evolution has been sought to be made. In
his desire to emphasize duly on the vastness of the

hical limits of Indi its continental
acter—he has not been able to avoid a grandiloquent
and sentimentalizing verbosity, and has brought
in references to a variety of topics which would
only bewilder one who has not lived in the atmos-
phere of Indian history and culture like Indians
of better education. Incidentally he speal;s ﬂz:f
of the

name shows, means the son of Brahma LD
nada, like the Son n:t la"hnndi. N%r.
rhetoric takes no note of the Indian way of 3

of these things. One might sim{irly réréwto the

mother of the mountains—the goddess

Himalaya. S :
The second chapter, with ' its heading

“The Pageant of a People” gives a sketch of
Indian anthropology and history. Mr. Shah is con-
tent not only to take the arbitrary official classifica-
tion of the Indian people into various groups, but_hl'u
account also is vague, and does not give the unini-

tiated any clear notion of the problems connected !

with the race-types and races in India. Under one
of the anthropological types (Plate XVIII) we ﬁnd
printed . “Oraon Cole” which is quite curious
indeed as a bit of aboriginal nomenclature,
despite the authority of Watson and Kaye’s
book “The People of India” from which the
picture and the description both are taken. About
the Vedic god Indra it is said that “drunk with
soma, and fed by welcome oblations of milk and
meat and curds and ghee,” hé slays the Dragon
Vrtra, set at liberty the fairy princess Ushas (the
Dawn), and brings home to the Aryan the much
needed kine (ram clouds). In our artistic con-
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The i of the be-
tween Indian culture and Islam is generally
lost sight of in its true aspect, and un-
£ instead of atte ing to look into the
matter more closely, Mr. Shah is content to

to be manifest. than anything in the past
of India during the historical period has been the
impress of Islam on the culture of India, especially
in the North. . The range and extent of Persian and
Perso-Arabic vocables which are in common use in
the Aryan languages of the North are a sufficient
proof of this. Then, in talking of the Muham-
madans in Jndia, the erroneous notion that the
Muslims of India are an alien people who came to
India from Central Asia and Persia and settled down
as conguerors has tacitly accepted: other-
wise we would not talk of “Muslims [evidently of
foreign origin] being Indianised” when we refer
to the prevalence of caste usages and of hagiolatry
among the masses of Indian Muslims. As a
matter of fact it is nothing but imperfect Islamiza-
tion of certain forms of Indian worship and religion.
The real conversion of the Indian Muslim masses to
Islam has commenced only a few decades ago: and
this conversion in many quarters has very little
positive about it, except in the closer observation of
the ritual of Islam and a greater acquaintance
with and acceptance of the creed as well as
the mythology of ‘Islam  (for popular
Islam  with its hierarchy of angels and
miracle-working saints and heroes has a mytho-
logy, like any other religion): and frequently this

ion has di d into hing merely
negative only—by denying the art and culture of
the Hindus as something foreign to the converts;
Tand this is one of the strangest and at the same
time most grotesquely tragic things in the world.
It is time that our Indian Muhammadans, and
others who ought to know better, ceased to think
of ese Muslims as a race apart. Indian
Muhammadans who are over ninety-nine
per cent. Indian, and who are in many cases the
descendants of those very Hindus—Brahmanists

sciousness we in India do not always app!

the difference betweerr the epic and the romantic;
we do not always appreciate the brutality and the
rudesse of the heroic, as in the Vedas and in the
Mahabharata; we are nurtured in the romantic and
softer if pleasanter atmosphere of Kalidasa aqd
the classics, Evidence of this is not wanting in
the book under review. As a result the Goddess
of the Dawn as conceived by that race of splendid
barbarians who invaded India, the Aryans, be-
comes a “fairy princess”: the elemental and the
superb is wl:it!l%d' down to the pretty and the
dainty. We need not refer to the Medizval and
Christian paladin Sf. George as the rescuer
of the distressed lady from the dragon, which
character is attributed to Indra in this connexion
by Mr. Shah.

and Buddhi ho fought the Arab, the Turl
and the Pathan invader, now frequently claim ragfal
kinship with these latter, and their hearts éften
glow with patriotic pride when they talk of the
conquest of India by the Muslims, and of the
achievements of a Khalid and an Omar, a Si'adin
and a Solyman, a Tamerlane and a N=ziir >nam;—
and even of a pre-Mohammadan hero of Persia
like Rustam. It would" be like an Indian
convert to Roman Catholicism waxing eloquent
over the achievements of his people in discovering
the New World and in conquering the empires of
the Aztecs and the Incas and in building up a great
Empire in Asia—that of the Portuguese. e
Yhe' third chapter isc on the “Heroes
and S3nts,” in which the Sanskrit epic legends
and the legends and tales of Rajput and Mogul
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saints in this chapt, ite g -

hstar (I;%:;imert.hm :k the title. The next
ers of pires,” in which the main curren
political history of India is s

narrated. There is not much about the
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A word about the illustrations. Unhappil; :
Vthemisno Iation hebvs h:r:'u mz
the text. We wish that some competent person had
~seen to the matter of selecting and arranging the
ill It seems there was an anxiety to make

s V (“Poetry and Drama”) and Vl;
3 igion and Philg.;q)hy ”) we wish these sub-
b e::‘:.n:i aJh;uted a Ilt:le mnlsdoyltanatically, and

‘were nof 1
strikes one as mere va?'r b\SIv'WIu't iy

a brave.ditplay, and a quantitative one: “Eleven
illustrations in colour, and Three Hundred and
Twenty-four half-tone illustrations” of course
sgunr_ls very nice, Here the absence of taste and

, th
_ author of the Kamasitra, is, as our autho:
gravely observes, “a genius, in no way inferior to
a Frgud or even a Marie Stopes.” The author’s
treatment of these most essential things in a
nation’s cu!tm is not very convincing. Lack of
a systematic treatment of the subjects under dis-
cussion is equally evident in the next two
chn.ptgrs (VII and VIII, on “Music and Dancing,
Paiting and Sculpture” and on % Temples and
. Tombs: Palaces and Pleasances”). Mr. Shah
x & Lasunstic olat 2

ulg a teriein g
the dex:ivah'on of “Ajunta” (as he spells it) from
Sansk adi-anta — * the beginning and the end ”
—the junction of the Aryan North and the Dravi-
dian South. The “ spiritual ” and “ creative ” char-
acter of Indian art, as contrasted with the
“ aal 7 and 48 s = ”» . +, of Gmk
art, is digressed upon, with the usual complacency
of many educated Indians, but here the author
himself appears to have his misgivings. These
chapters are disappointing: indeed, Mr. Shah does
not evince much knowledge of the subjects—he has
nothing special to say, and he seeks to make it up by
giving strings of indiscriminate quotations prais-
ing Indian art. In his treatment of architecture,
Mr. Shah is equally content to follow the standard
or popular books on the subject. The ‘connexion be-
tween the fire-hall of the Aryan worshipper and the
sanctum of a later Hindu temple with its vimdna
is open to objection. Aryan fire-worship and later
Indian pajd with an image or symbol represent
two distinct religious ideals and rituals, and the
evolution of the temple spire, to adorn the shrine
containing the image or symbol, from the bamboo
hut of the Aryan fire-worshipper, as proposed by
some, is exceedingly problematical. Mr.
Mges not seem to be familiar with the latest discus-
sidns onghe subject, e.g., in the pages of Rupam.
Chaptér IX (¢ Industry and Commerce”) gives a
sketch of Indian foreign trade from the earliest
peri The last chapter deals with 'the a?cml
. _#— _caste, and the position of women in society,
and slavery; with ancient Indian polity; with dress
and ornament, the home and ihl fulrnlture; food and

: and the very apparent journalistic
attitude are often painfull: ident.

lishers had a wide Slesti if Sliche P‘f‘l‘mb-
blocks 95 all sorts—to choose from, and evidently
ghe dealre‘ was not to miss any that could be put

in But a jud restrict-
ing the number to less than even 200 would have
been far better. A ber of il 1

- &

of -Indian art would never lose their value: but
they have suffered by being juxtaposed with others
owhich ought not to have featured in a work pro-
fesshg to give an exposition of Indian art and
cultfre. We have Mogul paintings cheek by jowl
with Scsthera~pdian bronzes and early and late
North Indian scifiptures, and with Ajanta frescoes
and Gupta pillar§, all in the same plate; and Asoka
inscriptions egends from ancient and medizval
coins occur side by side with hideous bazar litho-
graphs of epic scenes done in a most atrocious style,
emulating the modern Indian theatre in theatri-
cality and lack of taste and sincerity. The modern
paintings could have been all omitted, including
Rao Bahadur M. V. Dhurandhar’s sketches in water-
colour of types of Indian womanhood—offersd
here as a rechaaffé from Mr. Otto Rothfeld’s
book on Indian Women. The coloured frontispiece
which seems to give the tone to the book is a very

weak sketch, with a Sanskrit title “ jagad dya
devim ushasam api vande bhagavatim” (I also
adorn the Goddess Ushas, the adorable one of the
world, endowed with all wealth), which has
been Englished as “ Hail Ushas! Virgin goddess
of the Dawn” It depicts a dwarfish lady with
European complexion, dressed in a pink sari in
the Mahratta style in vogue at the present day;
floating through the air like a regular fairy and
turning back in a pose made familiar by a popular
picture by the late Raja Rayi Varma. At her back
is the Sun’s chariot, with rays flashing forth, and
a stream of light issuing from the Sun has pierced
the brow of an ogre in the other end of the
picture half hid among dark clouds, much to the
Jatter’s = discomfort. Vague figures of cows
are seen in the clouds below Usha’s feet. The
Vedic Ushas is here in a worse plight than her
fi tion into a fairy princess in distress. The

it e ;. and
e e exceedingly insufficiently treated.
tly been inflated

most attractive feature of the book is in the pictures
i h and in colour—reproduced from

i has
-matter has freq

by umuece ’es:;cry verbiage. The result has been
rather unh Singularly little il s
obtained after going, through a number of closely
printed pages, in the

and insignificant
the paze.

when compared with the size of

phy loohs small

well.kifown book “ Studies
in Indian Painting,” of which also .Messrs. Tara-
porevala are the publishers. One might also men-
tion a few other small reproductions of old Indian

S.K.C.

-—INn
Mr. N. C. Mehta’s

art.
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nmwssmumpmmt KUNST: BEING preseted to ndia i o e $ubjece oF sbuly, U oaly
.. VI, OF ANTON SPRINGER'S HAND-' mp,h&mmumﬁm,'mmu
KUNSTGESCHICHTE. LARGE

719. PP, WITH 812 ILLUSTRA-

TIONS IN THE TEXT AND 16 FULL-PA?
ILLUSTRATIONS IN COLOURS.. LEIPZI
ALFREDKRONER. PRICE, FORTY MARKS

HIS hud.uome and magm.ﬁmﬂy illlutnted
3 volumé deals briefly and succinctly with all
* the higher manifestations of art onmdc

htcnlly fron China to Peru.

l:e six sections ere apportioned as followi'—
“Professor Glaser of Berlm deals with Chinese and
Japanese Art; Dr. Stella Kramrisch of Calcutta

. with Indian Art Prof Kiihnel of ‘Berlin with
Islamic Art; Dr. German of Leipzig with African
Art; Dr. lﬂ:belohde—Doehring of Marburg with
the Art of Amerindia; and Prof. Krimer of
Stuttgart with Malay-Pacific Art. Naturally
greater part of the book, four-fifths to be a ate,
is taken up by the Survey of Oriental Art. It is

. recorded somewhere that in the h of ‘Herder
and Goethe the poetical spirits of this great period
of awakening to ‘the beauty of the world were

‘foused to enthusiasm by any new mpde of appre-
ciating a work of art. How this ious book,
which ‘is in direct descent from the efforts of
Herdér himself in' comparative lxterature, would
have stirred the immortal pair of Weimar days!
And where are the poets of to-day who are to
respond to the appeal of the East as Goethe and
Keats to that of the classical world?

The book is full of a kind of criticism whose
object is to take us back to the days when these
monuments of art were created, to give us, the
stark facts, and let who will draw the cq

bﬁnx joy and alleviation into Indian classrooms.
~This is the first time that a history of Indian

Art has been able to lay down the lines along a

potamian or Chinese Art. A g 1

sun-dried tiles, tile ﬂoonng, bathroom and wells.
The house-plan typical in later times, a square
court, surrounded by dwelling rooms and verandah,
is also found here. There are no columns at all,
but square tlled lnl]m The disposition of the
towns of
streets, and g:ves the impression of a uniform
plan, and not of one developed to suit growth.
Both these sites of finds are for the present
isolated examples. ‘The high culture of the Indus
Valley is not conﬁrmed by the other pre-Aryan
The and kist-g of -
South India are to be regarded as the work of a
pre-Aryan Dravidian population, although they
belong to the Iron Age of India. To the same
period are to be ascribed the erections in stone
of Central India. The people who introduced
them, however, are not the Mediterranean
Dravidians, but the Austro-Asiatic Munda tribes
who migrated in after them. These three layers of
population, the Aryan, recognizable about 1000
B.C,, the Dravidian, who have left their most
h isti in South [ndia—though

historical or hysterical, and so to give the studyof
art a sound Basis for academic treatment in the
best sense of the term. It is, to speak typically,
Socratic as opposed to Platonic criticism, austerely
objective to the exclusion of the lyrical mood, yet

something of "the lattér has to be countenanced -

before any hierarchy crystallizes in the mind. It is
a treatment which is artistic to this extent, that
as much is left as possible to the imagination of
the reader. What it gdoes not provide is to- be
found in the exemplary series of illustrations,
- one of the finest achievenients in modern popular
education. One of the colour plates is  here
reproduced - byt . the courtesy of the “ pub-
lishers. Without these illustrations the criti-
cism would often have little meaning for the
general reader. And, of course, both pictures and
leuerpreu hnve to be supplemented by actual and
lingering experience of the works of art them-
selves, before their fuller significance’ can be
understood or . their’ deep human appeal felt.
In this notice we are limited to an account of what
Dr. Stella Kramrisch, whose work is so well

known to readers of Ripam, has done with the '

mhmmu presented to her. In brief, this

volume, if understood aright, shows that she has

there are linguistic traces (Brahiii) in Beluchistan

—and the group of Munda tribes, are later in the
peri ible for the d

as well as for the reactions mthm Indlan Art.

The the

Dravidians, then the Austro-Asiatics, and finally

the Aryans, mingled with each other, and also with

the primitive Melanid population of India.”

After a vivid account of the Indus finds,
Dr. Kramrisch contmsts them wnth the pre-historie?
rock Th rodk-dratv-
ings_of Ghatsila, Si (Orissa), Sing
in the dxstnct of Rzu%v_irb, are. of mesohtluc and

is

oxide of iron. Reduced to outline drawmgs, Sy
present at times detailed and lively, al other times
extremely abbreviated and p of
beasts, human beings, hunting sceneo, etc. Be-
tween their form and that of the Mohenjo Daro
finds there is no close connection. While the
works of the Indus Valley pertain, in descent to
high art, the rock-paintings are famllmr or trite
formulz of popular work.”

esauthornexlhutsofthznrtofkhemne

from Bimbisara to the end of the Maurya period
(c. 550 to 185 B:C.), of the city types of Rajagrha
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and Pataliputra, am! of the cave-temples of ;

Asoka’s time. She also gives a careful summa
of the facts relating to the early stipas, of wh:l{
legend says that Asoka erected 84,000.
~ “From his time the stiipa, originally a grave-
mound over the ins of a chieftain, b al
Bud{lb!st monument, an object of worship, and a
s of the last ion. The round tumulus
fom3 _of ghe stapa goes back to Eastern Indian
tradition, in contrast to the square stiipa mentioned
in the Satapatha Brahmana. The few' stipas
remaining from the time of Asoka, which have
lly been led later, ar posed of
sunburnt tiles. On the high foundation rests the
hemisphere (n,:gla), crowned by ,a small square
e;ldosure (harmika) from which a stone umbrella
rises. Such stiipas still remain at Pataliputra
Sarnath, and Safici, and the relics of a stone
umbrella, with fine ribs, like a mushroom under-
neath and highly polished, in Sarnath. There is
often a separate pillar attached to the massive
monumental structure of the stipa and the round
grave-mound, whose origin goes back to the
menhir. Such pillars (sthambha) also, though very
rarely, stand isolated. They all bear, on a smooth
. polished shaft, a lotus capital over a round
abacus, and over that one or more pairs of animals,
such as the lion (Basarh, Rampura, Lauiryad Nan-
dangarh) or fours of paired of the fronts of lions
(Sarnath, Safici), the bull (Rampura) the elephant
(Sankisa), and in latér times Makara (Besnagar),
or even a palm-capital. Often (Sarnath) the
lions bear a wheel. The smooth mendlithic pillars
are in many cases inscribed with the Brahmi and
Kharosthi characters of the edicts of Asoka.
Many pillars were speci.lllg raised with tl;f object
oF ol s i =

.new hierarchy.

The round shaft are connected with the ital b,
the 5%- copper wedge. The bell of t::“ up!!ll’,
at th_e eginning low and broad, became in caurse
of time higher ‘and slenderer. The pillars of
K?Ihua (Bakhra), and of Lauriya Nandangarh, '
with their wholly flattened, flump bells, form the
oldest extant types.” One is tempted to quote from

every page of thg richly detailed survey
of the eclectic ngiture :f Maurya Court
sculpture, and its connection - with Persian
and Babyloni Art, str } as it is
by ical, chnical and hetic _criti=

cism of such a fresh and convincing order. These
unresting eyes have seen everything, and have an
uncanny power of giving things their place in a
Much is written on the architec-
ture of the Sunga, Andhra and Ksatrapa period
which we must pass by with admiration, enjoying
too the choice illustrations. Of the painting of the
period Dr. Kramrisch writes: “The early paint-
ings of the Jogimara cave, a rock-hall in Sirgiija,
Orissa, established as a theatre-hall, are badly pre-
served. Those of Cave IX at Ajanta signify in the
development of Indian Art what the reliefs of
Safnici do for sculpture. A rougher, mortar-like
layer with a chalky finish, thin and smooth as egg-
shell, preserves the painting from damp. The out-
lines, which were first drawn with the brush in
red modelling lines and at a later stage in brown
or black, are filled with uniform planes of coloor.
Competition and types show that the painting of
the Dekkhan throughout kept pace with the sculp-
ture of Central India, but what the modelling of the
stone shows there in bodily rounding, is here only
preserved in the modelling of the line: the colour
as yet contributes nothing towards it. Also the
intil as clearly as the sculpture, with

} P! an: the
of the message proclaimed in the edict. In other
~places these edicts were carved on already existing
pillars, while there’ zre ‘others that are simple
without inscripti From which it
follows that the erection of pillars was in vogue
befors the 'me of Asoka. That they are generally
crowned with the animals which are known as
“conveéyors (vahanas) of gods, such as the lion, the
bearer gf Durgs, the bull of Siva, the garuda of
auriya Araraj) and cthers, on the one
-s that the objects of worship were of a
In the deity was represented by the animal
“ to it, and not
the other hand the use of the figures
“animals is no denial of their original

by Asoka for his new_teachings,
The relationship of these pillars
from Persopolis and earlier
ck. Starting fram
rm, the fully deve-
ndian ch

employed
his new justice.
with similar ones
Mesopotamian reliefs goes far

a common aspect and a bnu.c f¢

in human form, .

ection with the cult of the dead. These pillars

artistic conventions. So the usual space formule
are also used here, above instead of behind each
other, as cubic abbreviation for buildings, moun-
tains, etc., but the main thing is that a peculiar
spaciousness is brought about by shortenings
which lead into the depth, but only so far as the
bodily extension of the grouped bodies demands.
In this way the figures are gmbedded softly within
their surroundings. They are far  from being
harshly set into planes, and their increasing and
decreasing contours give them roundness and lively
charm. Here, as also in the reliefs, miracles fre-
quently are illustrated that carry the same evidence
of conviction.

Here also again the representation of a flying
figure whose hovering without wings has a com-
pelling appearance of reality, just as {he_unp.etu-
ous flight of the Gandharvas in the Orissa r.el'lefs.
Only the tempo -here is Slower, the spiritual
atmosphere more languid than ; there. Like the
Boddhict . of ' the

Ruddhi

alsq give clear stories and representa-

oped rts its p in
la snio% 5;:;: v:ithout a base, in_the downward
turning lotus-bell with double profile, and in_the

round drum of the abacus bearing the animal
symbol fully modelled in sculpture in the round.

tions of the life and the earlier incarnations of the
Buddha, who appears during ﬂn§ pe!-lod not in
human form, but only by suggestion iz “’ﬁ form
of symbols, or by the void that is present.” The



mmﬁm,ann;ipnmdhthArg(ﬁn&
to third century A.D.) contains a u of
Candha bt iad . 2 the
formet Dr. Kramrisch says:—

“The architecture of Gandhara is in the main
a corresponding separate form of Indian building
method, belonging to a rock tai i
among which isolated b
origin are scattered. In® the
Hellenistic pillar plays an llndoubtedl)_" great role.”
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decoration the -

a suggestion of spatial depth, the pictures
represent a kind of stage, whose wings lead from

ba to the foreground and back. The
arranged in shallow curves;
space formule and actual observation counter-
balance each other. The movements of extra-
ordinary diversity and grace are calm, in spite of
all the vivacity, and charged to a certain degree
with sadness; the expression of the faces, which
render the various types, in the various stages of

After an \ of the co made ion, joy,
by Gandhara to Indian sculpture, Dr. Kramrisch  of min at bottom
P ds, before ting of Mathura 1| to for life that, in
an examination of the wider influences of the i
movement.

“The influence of the Gandhara school on the
other art-centres of India is seen in the migration
of motives, such as the acanthus, or in the treat-
ment of drapery; but in the new art narrative
reliefs, no longer continuous, but in a series of
separate illustrative relief panels, have become
standard. The Hellenistic Art of ing the
body at best finds limited imitation in Mathura,
and has penetrated in single instances far into the
country. The statue of Manibhadra from Pawaya,
Gwalior, is one of the least happy results of the
influence (first or second century A.D.). Hellenistic
motives 6f movement are found, much livelier than
in dhara, in many reliefs from Amaravati in
South India, where they are in strong contrast

and many other states

d by a feeling
spite of all sympathy with the
iate action, is not moved by it and remains
sunk in itself. This sinking back into all the full-
ness of life, in &ll wisdom of life into a vegetative
state of 1 , at times ives stronger
accounts of an erotic kind that blaze up here:and
there. The landscape bears its own significance,
in the full bl ing, in the sp ing of plants,
in the presence of water, rock and creatures. It
is background and basis; it bears man and encloses
him. Of the same season are their meadows strewn
with flowers, with the stripes and patterns of
garments forming a light scale of tones to the
heavy flow of the whole picture.” The remaining
sections, from which it would be difficult to choose
more characteristic quotations than those already
given, deal with the art of the middle ages, includ-

with the flowing rhythmic swing of the jority
of figures.” The next two sections deal with Gupta
and post-Gupta Art, covering the period from the
fourth to the ninth centuries. They discuss work
from such important localities as Ajanta, Aihole,
Sarnath, Badami, Udayagiri, Mamallapuram,
Pattadakal and Elira, and contain much neces-
sarily abbreviated hut valuable description, based
on personal cbservation. It is only possible here to
guote from what is perhaps the most generally
i ing of these descripti those of Caves
XVI and XVII of Ajanta. “ The paintings illustrate
the life and legends of Buddha, and are the last
collection. of clearly Buddhist forms of narrative,
as first they appeared in stone at Bharhut. They
cover the walls like ‘tapestry, scene after scene,
and their close connection appears to-day violently
broken only where the door openings lead to the
cells of the monks. The original wooden doors
were certainly covered with continuations of the
scenes, so that the complete wall-space offers an
uninterrupted wealth of figures. The human form
is the main motive, and to these forms the open
houses or scenes of dscape serve as frames.

The houses are done in ‘grotesque’ perspective;”

the landscape, mostly mountain scenery, unfolds a
rising background; the rock often lies bare, and is
always rendered cubically abstract with irregular
ashlars whose arfangement produces just as much
depth as the ramifying inner an

ies do, so that the groups of people have ]'mtv

room enough to be able to move unhindered with
. free use of all shortenings. Far from aiming at

ing such subjects and such scenes as Madura,
Halebid and , Khajurahd, Mount Abu,
Elira and Kangra. There are also chapters on
the art of Ceylon; Further India, Siam, Indonesia,
Nepal and Tibet, all most attractively illustrated.
It should be noted that Moghul Art is treated of
by Prof. Kiihnel in the portion of the book on
Islamic Art. Whether the technical investigation
detailed in this last volume of Springer’s History
of Arf, with all its suggestive as well as factual
value, says anything like the.last work is for the
poet and psychologist to say, and that they will have
a great deal to say during the coming renaissance
of Indian life and culture is as certain as that we
in the West are only at the beginning of-even a
superficial knowledge of the history of Orizuta}
culture. It is a collection which invades the calm
finality of the Springer series with stra ely dis-
turbing effects as though into a quiet gmlit and
rock-shadowed stream one should cast i1

tures which in the slowly moving water. e}
wools of wonderfully rich colour and unfamil
forms of arrangement, taking on here ;
the most bizarrely suggestive outlines. - It £
most pungent criticism on the use we have ma
of our eyes and our reason, on the extent to which
we have shaken ourselves from tradition or

-mastered it, and on thg extent to which we have

withheld our synjpathies. It affords fascinating

i bsthetic and even ethical values,
and especially in bhe manner in which artists of
the East and West visualize and turn to account
the many grounds and planes of infinity in which
their concentrations into formal apparitions of

5



!enty.,“ framed. A'l.d lb:fve all, perhaps, such

about an entirely new yaluation of the
wnlld_ ofln_nlgmtjymn&mown,fnrthmei-
nothing which can so surely bring home to men

RABINDRANATH TAGORE AT THE
INDIA SOCIETY, LONDON.—There was a meet-
ing of the India Society on 4th June, when
Dr. _Arnnld Bake lectured on “Imdian Music and
Rabindranath Tagore.” A notable feature was
that the poet bimself was present, and the com-
p,ny'llm cluded: The Netherlands Minister,
-Sir Thomas Arnold, Mr. Foxstrangways (author of
the Music of Hindostan), Mr. and Mrs. H. S. L.
Polak, Mrs. Villiers Stuart, Lady Chevenix Trench,
Mr. A. !. Saunders, Mr. and Mrs. de La Valette,
Mrs. Given Wilson. Sir Francis Younghusband
presided. In intrcducing the lecturer he explained
that Dr. Bake had been for over two years at
Santinik with Rabind h Tagore, and had
made Indian music his special subject. Later he
had travelled with the poet in Java and Bali. He
was a Doctor of Sanskrit at Utrecht University,
and was now at the Kern Institute in Leyden,
which was well known to members of the India
Society through its publication of an Annual Biblio-
graphy of Indian Arch=ology. Before calling upon

Dr. Bake he expressed the great pleasure of the
India Society at the presence in their midst of
Rabindranath Tagore, whose connection with the
Society in its early years had been of the closest,
and, who was now its honoured Vice-Prbsident.
“He called attention to the very fine drawings that
had been loaned by the poet to the Society that
evening, and which had been executed by the poet’s
hand. He then called upon Rabindranath Tagore
to address the meeting. : 5

. ir Rabindranath Tagore said that until
he jS‘iverl in Europe recently he was very

: diffiden} as to the merits of his paintings, but he
was d by the enthusi for them shown

. by somg artists he chanced to meet in the South
Frafice, who insisted on his exhibiting some

in Paris. The judgment of some of their

fampdus critics was extremely favounb'le. 'Conse-
tly he came to have some faith in his own
P owers as. an artist. He was asked what preli-
minary training he had received, and In's answer
was that his training from childhood was in words,
not in lines, He had an inborn sense of rhythm,
even when he did not fully funderstand poetry.
Verse, especially Sanskrit ve had an intense
fascination for him, and since then, as they knew,
he had been doing nothing better than turning out

NOTES.
%
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the quality of their fellow-creatures as.their gifts
of.s_ong and picture, of music and ry and other
spiritual creations. To return to : “There
is no surer way of evading the world than by Art;
and no surer way of uniting with it.”

E. E. S.

2
%

verse, a task which he found a sort of deep ecstasy.
Only those creations of the poet or of the artist
had a right to survive which had their proper
b_alance, for inter-relation was a principle of crea-
tion. He might be told that some of the pictures
x before them were weird; but, then, there were
weird pictures in the history of creation. -Camels
were very weird; but in its own surroundings in
Ehe desert the camel was complete. He had found
in. his paintings a means for the expression of
reality. His discovery of this medium had given
him intense satisfaction and pride—a price such as
all artists should have in achievement. They
would think that he grew more and more vain with
the years; but he could plead the excuse that paint-
ing was new to him, that he had not grown used
to, and hardened in, this form of expression.
Dr. Arnold Bake in the course of his address said:
“Now one would think that‘the music to which
the poet. thus attaches the highest spiritual value
is kept as carefully as the words. It is just the
opposite. Rabindranath Tagore himself can “but
create his songs. The words he can write down,
but he is not able to fix the music. One of his
phews, the i 1 ical Dinendranath
Tagore, who has a memory of steel, then comes
to his help. The poet sings what he has made,
Dinendranath stores it in his memory. At
Dinendranath’s death half of Rabindranath’s life
work will be lost. The Bengali system of notation
is insufficient, and consequently even those songs
which have been taken down in that way are bound
to be spoiled and get lost after Dinendranath’s
death. Three to five years} steady work would be
sufficient for saving this treasure for posterity.”

] [ 5

A MUSEUM AT HYDERABAD.—According
to a newspaper report H. E. H. The Nizam has
sanctioned the scheme providing for a museum
at Hyderabad. A curator has already been

appointed and a Hyderabad d ded 2
State Scholarship to ‘enable him to study in the
. museums of British India. *fhe museum will pro-
bably be located in the Industries Exhibition
building. The scheme involves an ann'u;l expendi-
ture of Rs. 29,000. The news is certainly of great
interest to readers of Rapam and to all lovers




and fitted
out a representative museum of Islamic art. There
is a great desideratum for such a museum in India.
For although there are sections of certain European
museums (Louvre, Paris, Stutlic!:f' Y!lluem‘,

to the art of the Mussulmans, save and except the
Evkaf Museum at Constantinople. It would there-

fore be a signal service to the cause of Oriental
art, if. a e d 1} : i of
Muss art, were planned and established in

India.” In Hyderabad itself and other parts of
India, there must be numerous examples of Islamic
arts and crafts, lying buried in private collections
which could offer many valuable items of great
interest for the history of Islamic art, and once a
museum was established many such works of arts
will easily gravitate to such a repository. It is
generally believed that all available Persian
miniatures and illuminated MSS. have already found
their way to the museums of Europe and that there
are very little chances of worthy exhibits being
available for a local Indian museum. No t
important examples of works of Mussulman art
have to be acquired from numerous dealers in
Europe, particularly in the department of Mussul-
man ceramics. But it is quite likely that if

ized were pl. d and carried out
by competent experts, valuable art treasures
representing the culture of Islam may yet be found
in India. This is amply proved by the rich dis-
covery in India of a very rare and valuable MS.
of an early Shah h described Monsienr E.
Blochet in a long and illustrated article in the last

h

significance. The Editor of Ripam

glad to extend his cordg co-

operation in devising and carrying out the scheme
for such a museum.
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DEATH ‘OF MR. RAKHAL DAS BANER-
JEE.—Closely following the demise of Mr. Akhaya
K e 3 the 1

Ay
loss of learned Mr. Rakhal
Das Banerjee, formerly a valued member of the
Department of Archzological Survey of India and,
latterly, a Professor and the Head of Department
of Indian History at the Benares Hindu Univer-
sity. A numismatist, and an epigraphist of
singular brilliance and keen insight, the crowning
achievement of his ‘career was the discovery of the
pre-historic sites at Mahenjo-dh: in Sind.. As a
scholar and an original investigator of the data for
building up the history of India, Mr. Banerjee’s
researches have offered valuable materials for

h (T

many obscure periods of Indian history. His
- earliest ibution to the “Scythian period of
Indian history” etill a worthy

of his ability as a scholar and a historian of singular
gifts and insight. Though not directly interested
in Indian art, gua art, his many essays and mono-
graphs in the archaological survey reports are
valuable contributions to the history of Indian art.
During the last two years he has been contributing
short and popular illustrated articles on various
phases of Indian art in the pages of Modern
Review and the Pravdsi. In him Indian history
has lost a scholar, and Indian archzology an
investigator of rare gifts and abilities.







